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Abstract

The present thesis provides an examination of Kostis Palamas as an anthologist of

poems in translation and as a verse translator. Kostis Palamas offered the Modern Greek

language a substantial corpus of translations, contained in his anthology Zavaroviouévny

Movaixn (1930) from poets working mostly in French, but also with a few samples from

other languages. The anthology includes a range of poets who belong to different

European poetic movements, mainly Parnassism and Symbolism.

The methodological approach of this study is informed by recent work in

translation studies. A multidisciplinary approach is implemented with emphasis on

linguistics. This thesis first includes a survey of different types of anthologies in order

to examine the nature of Zavaroviouévy Movaixy as an anthology. Then, a drawing on

the oeuvre of Palamas takes place to discuss his theoretical approach to verse translation

in comparison to modern translation theories. Palamas' translation strategies and skills

are explored through a comparative literary study on the macro and micro level between

Palamas' verse translations and their STs. Through this comparison differences and

similarities are highlighted on different levels (like syntax, grammar, style) with

attention to the differences between the foreign and the Greek language and their verse

forms. Palamas’ predilection for certain translation devices and mechanisms is also

investigated. These mechanisms, as the title of his volume suggests, mostly have to do

with the reproduction of music in verse. Thus Palamas’ relation to music and his



musical poetics are examined in a systemic context.

This study verifies the nature of Zavaroviouévy Movaoixy as an anthology (in

disguise) of translations made by a poet-translator towards the end of a long career. It

also shows that Palamas' theoretical views on verse translation are generally in

accordance with his practical strategies. The macro-level and micro-level analyses

indicate that Palamas Palamises the poems he translates while keeping the special

poetic characteristics of each poet. He respects the special characteristics of the STs and

simultaneously acclimatises the foreign poems in the Greek culture. The consistent use

of the demotic language in all his translated poems reflects his views on the Language

Issue in Greece. Finally, the importance Palamas gives to music in poetry is also

apparent in his translations, where the element of musicality is always prevalent,

something that justifies the selection of the anthology’s title.

The significance of this study lies first in the fact that it covers a significant gap in

Modern Greek literature- Palamas’ role as an anthologist has never been mentioned and

his translations have scarcely ever been analysed, reflecting the continuing lower status

of translation in the world of Greek letters. It seeks to show that Palamas was an

intelligent great critic and theorist of translation, with views that converge with the

majority of modern translation theorists. Moreover, this study suggests Palamas’

paradigm for a successful verse translation practice, which has the creation of

musicality as its main purpose.
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Introduction

a. Subject description

The present study examines Kostis Palamas as an anthologist and as a verse translator
through the study of Zavaroviouévny povoixy, an anthology of Palamas’ translations,
first published in 1930. The anthology was later edited by Katsimbalis and was included
in the 11" volume of Palamas’ Apanta. In this study, I examine Palamas' verse
translations as they are found in the first edition, for in Katsimbalis’ edition there are
some slips." However, I use the later edition to examine the “Emipetpo” (“Appendix™)

and refer to the editorial notes.

The title Zavaroviouévy povaixn can have many different possible translations in
English. Fletcher (1984:212) called it “Music in New Accent”, a literal name but rather
misleading. In my thesis I refer to Zavaroviouévy Movoixn as Music Reset for the

reasons I explain in 1.1.

. . e D 4. .
Scholars have written on Palamas as a poet, prose writer, critic,” historian of

' These slips are mostly of the vocabulary level and punctuation. The following are some samples of these

? The fullest study of Palamas as a critic is Voutouris’ (2007).
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Greek literature (Apostolidou 1992), playwright (Puchner 1995) and a key figure of
Greek letters. Astonishingly, however, there is no study on Palamas as a translator and
no reference to Palamas as an anthologist. This thesis covers these two important
omissions. The fact that scholarship has overlooked Palamas as an anthologist and
translator is connected with the lack of attention paid to MR. This book is the only
collection of Palamas’ translations, which makes its absence in the literature even more
surprising. While scholars have produced extensively on O Adwdekaioyos tov ['deTov
(1907) and on Palamas’ Ilepaouata xor Xoupetiouoi, (which was published only one

year after Music Reset), they have failed to pay equal attention to his translations.

Scholarship has probably ignored Palamas as an anthologist in part because it has
not been understood that MR is an anthology. Palamas as a translator remains an under-
studied research field presumably because of the attitude of Greek men of letters of that
time towards translation, who saw it as an inferior literary genre. Consider Palamas’
own estimation of the status of translation in Greek literature: “n petdepoon otnv
EMbda etvar appovtiomn ko cwwmnpn” (13:226). This view runs counter to the
numerous translations produced during the 1930s. At that time, verse translators were
mainly poets who exercised translation as a secondary endeavour (Loulakaki 2010).

Perhaps scholars viewed Palamas in this tradition because he published his translations

3 Apostolidou (1992) discusses that element of Palamas' criticism which is literary-historical in nature.
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in the midst of this translation boom. However, Palamas had started translating many

years before this trend began.

This devaluing of translation activity has not continued in recent years in Greece,
as translation has become viewed as an important component of the literary canon.’
Thus the current reasons for scholars’ non-engagement with Palamas as a translator are

possibly found in the unfashionable status of Palamas and the decline of interest in his

poetry.’

In the introduction, I investigate the factors that drove Palamas to translate and
publish his collection in late January 1930, and the reception of the book at that time.
This discussion will outline the book's makeup and will contextualise it within the
Greek literary production. The introduction will also lay out the purposes of this study,

and its approach, methodology and organisation.

* See for example Vayenas (1989)

> This Palamas’ status was noted by some scholars like Tsatsos (n.d.).
12



b. Aims and Purposes

The first aim of this thesis is to explain the nature of MR. My hypothesis is that the book

can be included in the anthology genre, but with certain special characteristics and

singularities. The examination of the book will permit to shape an image of Palamas as

an anthologist, which is the second purpose of this study.

The third purpose is to explore Palamas’ views on translation. Palamas as a

theorist of translation is another research-subject that has not been studied until now.

Palamas’ views on translation, which are to be found scattered in his work and

expressed at different times in his life, will be linked as appropriate to modern

translation theories by linguists, translation theorists and scholars like Baker, Venuti,

Bonnefoy and Steiner. Palamas’ theoretical views on the activity of translation will be

(in the conclusion of the thesis) compared with his practice in an effort to discover

whether his translation theories are in line with his practice and if they are, which of

them are applicable to his practice.

To explore Palamas as a translator is to analyse his practice as translator and his

translation skills. By the term practice 1 refer to the poetic techniques/ methods/

mechanisms Palamas uses in order to translate the foreign poems. The study of the

13



translation practice permits conclusions on the translation strategy Palamas follows.’
However, I believe that it is impossible to describe the multidimensional character of a
translation activity according to a model of translation strategies. I will mention here
indicatively Lefevere’s (1992) catalogue of seven different translation strategies:
1.Phonemic translation, 2.Literal translations, 3.Metrical translation, 4.Poetry into
prose, 5.Rhymed translation, 6.Blank verse translation, 7.Interpretation. But a translator
may follow two or more of these translation strategies, i.e. he may be at times literal or
at other times interpretative. Baker (1998) makes another distinction. In terms of the
extent of translation: full translation and partial translation; in terms of the levels of
language involved in translation: total translations and restricted translations; in terms of
grammatical or phonological rank: rank-bound translations and unbounded translations.
But again, I find these outlines of translation strategies inadequate to describe Palamas’

multifarious verse translation activity.

Current theorists often divide the many different translation strategies that have
emerged since antiquity into two broad categories: domesticating and foreignizing
(Baker 1998). In my analysis of Palamas’ translation practice (methods/mechanisms), I
will make use of Venuti's (1995) terms domestication and foreignisation, but will show

how this terminology is inadequate in Palamas' case.

% That is why every time I refer to Palamas’ strategy in this Thesis I mean his translation practice and

controversely.
14



Neither is my purpose to analyse Palamas’ translations simply in order to find out
the norms and ultimately the laws or universals that govern his translating activity,’ as
these have been criticised for their lack of flexibility (Munday 2001, Hermans 1999).
Despite this, I believe that translation norms (and strategies) are useful for any
translation analysis and for this purpose I use some of these terms inside my Thesis: |
use what Toury (1995) calls matricial norms (in 3.1.a), and I will also refer to some
terms from Holmes’ terminology. Holmes’ (1988 and 1991) distinction of strategies for
a poem’s translation are closely bound, as Connolly (1998:22) highlights, to the poetic
norms of a community at a particular time: a. mimetic (retaining the original form) b.
analogical (cultural equivalent) c. organic (the signified takes its own particular form
when translation is deployed) d. deviant or irrelevant (to the extent that it does not
correspond to the form or content of the original). Palamas’ reaction or conformity to
established norms will be also discussed on the theoretical level in some of his views on

verse translation.

Similarly, it is not my purpose to categorize Palamas’ translations under the
translation type in which they belong, because again I believe that these are not flexible.

However, my study takes up two translation categories (faithful or word-for-word and

7 Here I use the terms norms, laws and universals in translation with the meaning of how Pym (2010: 73

83) explains them. Also for the norms in translation I use Schaffner (ed.) 1999.
15



unfaithful or sense-for-sense) used in the discourse on translation output in Greece in

Palamas’ time, only to describe Palamas’ view towards them.

Different theories of translation have their advantages and disadvantages
(just as translation models, types, strategies, techniques do as I have argued),
which have already been analyzed by various scholars. From the translation
approaches, I find the theory of equivalence and the theory of Skopos as the two
most helpful in reopening discussion of Palamas’ project, though the Skopos

theory breaks with equivalence (Pym 2010:44).

Equivalence as a concept starts from the idea that:

what we say in one language can have the same value (the same worth or
function) when it is translated into another language. The relation between
the source text and translation is then one of equivalence (“equal value”) no
matter whether the relation is at the level of form, function, or anything in
between. Equivalence does not say that languages are the same; it just says
that values can be the same. The many theories that share this assumption
can be fitted into a broad “equivalence paradigm”, which can be broken
down into two sub-paradigms (Pym 2010).

These sub-paradigms are: natural equivalence closely allied with Applied Linguistics
and directional equivalence.® The Skopos theory (from the Greek word okomdc) was
developed by Hans Vermeer, according to whom: “An action is determined by its goal”

(Reiss and Vermeer 1984:100) and so “The dominant factor of each translation is its

¥ For the differences of these two concepts see Pym (2010). For a list of equivalence-maintaining

procedures that try to describe what translators do see Vinay and Darbelnet (1958/1972).
16



purpose” (Reiss and Vermeer 1984:96). This purpose rests with the translator: “What
the Skopos states is that one must translate, consciously and consistently, in accordance
with some principle respecting the target text. The theory does not state what the
principle is: this must be determined separately in each specific case” (Vermeer

1989b/2004:234).

Nevertheless, Palamas’ translation practice will permit the investigation of how
faithful he is as a translator and what his notion of fidelity is. An examination of the
way Palamas' translations relate to their STs also shows the degree and kind of his
faithfulness as a translator.” I employ the term "faithfulness" in the sense Robinson
(2010) gives to the word and not in the older prescriptive sense. And I employ the term
only indicatively, as fidelity in verse and literary translation cannot be defined a priori
or abstractly. There are so many mutations of a text that it is impossible to find a single
definition of fidelity in verse and literary translation that would include all versions
(Delisle et al 1999). Nevertheless, there are some criteria for the assessment of fidelity
in translation, which depend on the following variables which are interrelated:
translation purpose, translation strategy, the subject of the text, the function and kind of
text, the accuracy of the subject, the text’s idiosyncrasies and literary properties, the

social and historic context, the circumstance of the poem’s intake etc (Delisle et al

? By kind of fidelity I mean in what levels is Palamas faithful? Is he faithful on the semantic, vocabulary,

musicality etc. of the ST?
17



1999). So, a careful examination should be implemented for detecting in which aspects

of the ST is Palamas a faithful translator.

When examining verse translations, one must always have in mind the

particularities of verse translation. “A translation of a poem should be at all events

another poem”, and as Bonnefoy defines it (2000), the translation of poetry is poetry

itself. If a translator does not keep any poetic characteristics in his translations, of

course the translation will not be considered poetic; but when a poem is translated, it is

possible to remain a poem, and it must do so if it is supposed to be regarded as a poetic

translation. This is an important criterion for the quality of a translation. So my aim is

to check if Palamas’ translations meet this basic requirement, in other words, if the

poem' poetic characteristics are preserved in each translation. And which are those

characteristics which distinguish a poem from prose? Valéry (1958:83) believes that

For poetry to be a certainty {...} it is necessary and indeed sufficient, for the
simple arrangement of words, which we have been reading as spoken, to
compel our voice, even the inner voice, to leave the tone and rhythm of
ordinary speech and to enter a quite different key and, as it were, a quite

different time.

Indeed metre and lineation are core characteristics of poetry, but I would add to this,

that a poem, whether traditional or not, is strongly connotative (Ladmiral, 1994) and

sometimes ambiguous.

18



A special feature of Palamas’ way of translating and anthologising his
translations, as can be detected already by the title he chooses, is his various kinds of
reference to the idea of music. Music is frequently apparent in the vocabulary of his
translations, it contributes to the architecture of the book and significantly affects his
way of translating the STs.'® These reasons urge for a deep and detailed analysis of the
feature of music in Palamas’ translated poems and his mode of anthologising them, in

comparison to the feature of music in his poetry, both theoretically and practically.

' briefly note some evidence on the importance music has for Palamas in MR: Palamas selects poems
where the feature of musicality prevails, musicality seems to be his priority in his translation practice and
even the way the poems are structured in the volume with their original first verse presented at the

beginning, reflect a musical composition.
19



c. The reasons why Palamas decides to make a selection of his verse translations

Ye évav avOpwmo, Aowmdv, mov pe téonv évtaon élnce mAdl oe TOGOVS Ko
TO60VG EEVOuG OMovpyovs (PLAOGOEOVG, TOMTEG, KPITIKOVS), EPYETOL
TPy EVIEADS PUOIKO Vo TEPACEL ATO TO VOL TOL OPKETE Ly v 1 embupio
Vo HETOQEPEL TOVG 10laitepoVS Bovpacpodc Tov, 1 To 000 OVOKAAVYE

GLYYEVIKA LLE TN YUYN TOVL, Kol 6T 1K1 ToL YA®ooa (Papatsonis 1943:275).

For such a literary personality like Palamas, the creation of an anthology of poetry or

prose would be a task with which he could very easily cope. But Palamas did not want

to be an anthologist of the work of others; he wanted to be an anthologist of his own

work. And he did not want to be an anthologist of his poetry or prose (though he

sanctioned the anthology made by his son Leandros published in 1937); he wanted to be

an anthologist of his translations.

Palamas' avocation with the translation of French verse into Greek began in the

early years of his life, as an educational exercise. At a later stage, some of his

translations were spurred by his love for Parnassianism. Specifically those written

between 1885 and 1912, found in magazines such as Rambagas, Mi Chanesai, Estia

and Noumas, were published under the scope of Palamas' effort to promulgate

Parnassianism in Greece, together with Labros Koromilas, loannis Gryparis, Georgios

Kampas and Georgios Drosinis (Sofroniou 1959). They and others made translations to

the same end though Palamas nowhere admits that this had been one of his purposes of

his translation activity. Nonetheless, in a direct or indirect way Palamas explains some

20



of the reasons that led him start translating, in the Preface to MR.

The most directly expressed reason is that he was stimulated to translate by the
desire to make some poems he was reading his own. This book was created, because he
felt the desire to translate some poems he liked, without even understanding why: “To
odpacpa Myov otiyov pov €pepve v Opeén vo. Toug KAve dkovg pov. K’étot
yevvnOnkav yopic kovéva vToAoYIoHO, Y®PIg KOAG-KOAG Vo TO KataAdPBm, Ta Alyootd
Ko To aovvoeta petoppacpota avtdy (11:199). Palamas feels this desire because he
fully participates in what he reads, and this is a prerequisite for a good translation
according to Bonnefoy (2000:159): through the verses’ music the meaning should be
clear to the translator and therefore be reproduced as a potential experience- experience
if the translator does the poem his; only when we can fully participate in what we seek

to translate, are we able to translate well.

An additional reason expressed in MR is that Palamas translates French poems
because he thinks it is beneficial for the poets whose poems are translated. He finds the
act of translation useful and helpful for the fame of the poets: T'tati 6 yel kou 1 poipa
TOV TOMTOV: 1 YA®GoH Tov EEpel poviyo motpida: Oev €xel oxeddv  Timote

koopomohtikd (11: 199)."" He continues that when the work of poets falls in the hands

""" A similar view is expressed again by Palamas: “Eneita-to Eépovpe omd v otopio ™S @rhoroyiac-
21



of other poets who speak another language and they translate it into their own language,
these poets are luckier than others who fall in the hands of mere interpreters. Palamas'
intention to revive some poets or offer fame to some others through his translations is
confirmed by his choice to translate on the one hand glorious poets who had fallen out
of fashion by the 1930s, and minor poets- in order to make them known. Generally,
translating the French poems into Greek benefits the poets he loves and admires,

whether they either these were major or minor.'

One might suppose that one reason that led Palamas to translate poems is because
the activity of translation is congenial to him. In the Preface of MR Palamas oddly
seems to deny this: «Ov1e, KAAG-KOAG, | opEoEl TETOL0 EMAYYEALN. APKETT GKOTOVPO
pog eépvel kabnuepvé n epovtida va petappalovpe tov eowtd pag» (11: 204). His
words however have a buoyant shadow of irony if we take into concern the very large
amount of his translations in MR (almost 100). Nevertheless he admits that “Ey® eipon
dvBpwmog mov 0ev acyolovuol PE KATL av dev €xm épwta’” (14:267). Based on this
declaration, Palamas engages with translation because he loves translating. Palamas
disavows any pleasure in the translator’s enterprise as a captatio benevolentiae, but

Palamas does not by any means consider the act of translation as a secondary activity, in

o0t Eakovotol Tomtal kKot Tefoypdpot de yvmpilovtal kot dev akovovTal Kot dev EedtoAvvovTal Kot dev
Kpivovtot Tapd petappacpévor,” (10: 369).

'> This notion of retrieving poets from neglect is discussed in chapter 1.
22



contradistinction to Seferis-as the prefixes in the titles he chooses ("avti-" and "peta-")

suggest- and to Elytis who considers, like Papatsonis before him, translation as an

'ungrateful' task (Loulakaki 2010: 113).

Besides the aforementioned reasons found in MR's Preface, some others can be

also detected, among which Palamas' anticipation to repay a debt for the translations of

his own oeuvre made by others. Palamas was translated mostly by French, but also

German, Italian and English translators (see Katsimbalis 1932-70 and Kasinis 1973). He

was still being translated even in the late years of his life. Palamas was by temperament

open to being translated. This is shown in a letter to Avra Theodoropoulou where he

informs her that Jean Maurice Eugene Clément Cocteau had a great longing to translate

his poetry and make a collection of these translations. Theodoropoulou's (1943)

conclusion is that although Palamas was usually underestimating himself, he was very

glad when a work of him was admired. Palamas' translations brought out favourably

disposed judgements in France, as we can conclude for the references of French writers

to Palamas (see Katsimbalis 1932-70 and Kasinis 1973). Also people were reading

Palamas in England (Wilde & Clayworth 2004). Therefore, Palamas touches not only

the Greek but every European heart. Palamas' reception in France, through translation,

was then an additional reason for his positiveness to the translation activity, which

23



engendered the desire to reciprocate.’

Chourmouzios (1960) takes this point a stage further with his comment that
Palamas decides to translate these poems because he needs companionship in his poetry.
Palamas was the first to introduce the ideas of Symbolism and Parnassianism in Greek
poetry (Politis 1991), hence he naturally sought support- and he found it in his
collection of translations where Parnassian and Symbolist poets are above all presented.
Palamas is trying to create a troupe of poets in his book with whom he shares the same
kind of poetic art. Gathering translations into his own work expresses the idea of a

poetic guild, what Vayenas (1987) calls "Zvvteyvia".

The translation activity of Palamas is also connected with his involvement with
the Language Question in Greece.'* According to Fletcher (1984), Palamas' doubt
about which language to use for poetry already noted in correspondence with Masinga,
was steadily being resolved after about 1880 in favour of the demotic; Kriaras (1997)
asserts that from 1889 Palamas' fight against katharevousa intensifies. In his collection
of translations Palamas uses only the demotic. This practice intimates that he seeks to

prove, through his translations, that the demotic is capable of giving successful

' The extensive translations of Palamas’ work by the Greek-American Phoutrides are also notable

'* For more specific and general information on this issue see Mackridge (2009) and Tziovas (1986).
24



expression to the subtleties of a range of European poetry, even the complexity of any

philosophical ideas.

Palamas believes that the act of translation is particularly valuable for Greek
poetry in his days. He considers translation as a great mean for the renewal of
literature."> He clearly states that: “ {H petaopaon} Ipdt an' 6Aa cuveyiler o
{wod0tpa mapadoon, amd Koupd Ttopo kKabiepouévny ot véo poGg Toinom, Tov
TAOVTIGHOV NG Kl oo TV apyoiov Kt and tov EEvev ta mepipnua épya..” (8:135).
Similarly Palamas translates from ancient Greek and French in order to receive these
texts’ power, to bring their best attributes and confront their greatest challenges to
Modern Greek poetry. This is specially valid when one country like France has a great
modern tradition and the other civilisation, the Greek, is seeking to develop one.
Palamas shares Roides' predication that there was no poetry in Athens during that
time:'® "ITomtiky kiviion dev vafipye ommv Abfva. H moinon tpioddie. Konpdc va
omapOn (o Kamwota véa womtikn {on, pe dAAN okéyn, pe dAAn edpua' (4:431), hence
his aim is to renew it, mainly by refining its poetic forms and in particular by enriching
the fifteen-syllable line. We have to see the compilation of MR as a late part of this

continual effort.

' Ezra Pound is the most important champion of this view in Palamas’ time
'® Though his view on Greek poetry of his times, is not always nearly as negative as this especially in 7o

apwta kpitia (1913).
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Apart from enhancing Greek language and literature, Palamas translates hoping to

upgrade the status of the translator in his times. In the following quotation he notes that

there are many notable Greek translations:

AtcBdvopat yp€og va Toug KAU® TO HvNUOGLVo, Vo Toug TPaPném £o0tm Kot
Y10 [0 GTUYUY, £0TM Kot pe 0v0 YpappEg and 1o fabv méhayog g Anong. H
otopiol TNG VEOEAANVIKNG PLAOAOYIOG Kot 1 eR@aviLOLEV) MG TPOTOTLTN
KOl 1 amAOVGTEPO KO EIMKPIVESTEPO UETOPPOCTIKY €lval kol pe OAN v
aQPOVTIGIE KOl TN CUOTN YOP® TNG, TAOVCLO GLYVA GE YOPOKTNPLOTIKA
nopadetypato. MAAGT GALOTE M HETAQPOCTIKN TTapOy®YY| VIepEPave oe
moldtnTa, Oyl HOVo 6To TocH, TIg TPpwTOTLTEG doKIUEC. O Evotdbiog Xipog,
o Nwoiooc Apoayodung, o Ioidwpog XkvAitong, kot mwOcGOL GAAOL TO
paptopovv. H EAAGg €0eiée ovumdBein, OBovpooud xor @povtido vo
npocolkelwbel onmwodonmote kot otov [kaite mepiocdtepn map' 6o

motevope (13:226).
Palamas believes that translators have the right to be praised:

Evog épyov 1660 vynilovontov Oyt povdyo o Tomtng, Ko Kot EVag Tomevog
LETOPPOOTNG OtKoUmp' amoytd v TNt Alyo mapakdTov and tov TAAoTN
mov PaAOnke va pog to Eavamidon to Adyw tov. [Marti avaioyn doom
BouvAng emipovng, eoTIAG ONAOVOTL GLYKPATNTAG TOL TO ALYilel TO Gidepo
Y0 VO TOV OGN TO YN TOL Tov ypewdletal, avaykoaio o eivarl kol oTov
EUTVEVGUEVO, ONAOVOTL GTOV EPMTEVIEVO UE T'OVELPO TOV PETOPPOCTY| TOV
Ba pog £dve ot YAOGGA TOV, TN CELXTO GE GTEVA GLYKPOTNUEVT GHVOPO
HopONG, OM®G amelpopéyedn oy ovoia g Tprhoyia ¢ “Koéiaong”, tov
“KoaBaptprov”, tov “Tlapdocicov (12: 88).

Palamas' collection of translations has something of the same character as

Manolis Anagnostakis' anthology of interwar poets. Anagnostakis’ anthology had

been a private affair of him, which was known by very few of his friends with

whom he was exchanging opinions (Argiriou in Anagnostakis 1990). But we do
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not have any evidence that Palamas was provoked to publish MR by a specific

cause or because he was urged by his friendly environment -two reasons which

pushed Karyotakis to publish his sequence of translations (Angelatos 1994).

Palamas publishes his book in order to make it known to the audience

(without this disclosure cancelling the collection's personal character) expecting

the readers to love what he had long loved and admired in (mostly French) poetry.

Palamas explains the reasons why poets-including him- decide to publish their

work, by using a beautiful metaphor:

AMG kaBdg N untépa, ot (o1 eépvovtag To €pyo NG aucbdvetat péca
GTY] GTOPYT TNG TNV AVAYKN Vo TO EPEL Kot oToV KOouo. 'Etol 0 momtig,
o1 (o1 eépvovTag To Toinpa Tov, TV 1d1a avdykn ocOdvetar Kvplapyn:
vo 10 onAmon: va onAwdn. K’étor onupociedovpe tovg otiyovg Hog
(1:330).
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d. The time of publication

All the reasons developed in the previous section that impelled Palamas to make
translations had long been present. So why did Palamas choose to publish this book in
1930, at that late stage of his poetic career and his life? There had been a blooming of
verse translation by Greek writers in recent years and during the decade 1921-1930 the
highest translation output is noted,'’ and this definitely played a role in Palamas'

publishing his translations in 1930.

The birth of numerous bilingual anthologies that became a popular genre in
Greece especially during the 1930s is a component of this syndrome (see also p.11), and
Palamas’ decision might also have been influenced by such a growth which also
appeared in a greater degree in France. Moreover, anthologies of French poetry were
produced during that time by many Greek writers: Angelos Simiriotis' anthology (1913,
1920, 1937) includes poets of nineteenth and twentieth century, Agis Theros' anthology
Zévo, payovoro, (1916 first edition, 1931 second edition) includes many French poets,
E.G. Sossidi's anthology Tpayoddia ano o Céva was published at the same year as

Palamas' etc.'® Though Palamas' anthology is not bilingual it has the same function as

'7 Personal communication with Professor K.G.Kasinis, based on his forthcoming Bifioypagio tewv
eEAMVIKOVY petappioemv e EEVNG Loyoteyviag

'8 However, Greek literature was not given the analogous attention in France: “Eva Gpfpo tov Mmovtié
EYVOPLoE TOV AOGTOYIEPOKD Kol EQPEPE TNV POCOIKN Aoyoteyvio oe toon (Nmon ot Toirio. Topa

umopet gpeig va vopilovpe mwg Empene va pog iyov tpocé€el katd tov 1810 tpodmo Kot dev o EKapov. Ma
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the anthologies of that time in France which constituted a presentation of a foreign

literature, having as their role to conserve a cultural dissemination, manifest the identity

or reality of literature and the vitality of a linguistic community from which they

emanated (Fraisse 1997). Compilers of bilingual anthologies have the position of

"literary mediators" (Fraisse 1997: 115), a role which is more functional in the case of

Palamas who apart from an anthologist is also a translator, immediately transferring

(and not only collecting) the foreign pieces in the Greek culture.

Another possible trigger that led Palamas to publish his book in 1930 was the

publication of Karyotakis' translations in Edeyeio kar adripeg 1927 (Karyotakis 1979).

Between Karyotakis and Palamas there had been contact from 1919 - and earlier in 1916

on a more inchoate way and this clash contradistinction was reflected in their textual

dialogue documented in "®wadélpelog Alayoviopoc" (Angelatos 1994). Karyotakis

received the second prize in 1920 with his collection entitled Tpayovoio tns mazpidag,

which has a similar title with Palamas' earlier poetic collection Tpayodoia tns matpioog

uov (1886); as an answer Palamas republishes in the same year two of his poetic

compositions, which were also awarded prizes in the aforementioned competition a

couple of years earlier (Angelatos 1994). In an analogous way, the publication of MR

may fall into this dialogue, hypothesizing that Palamas publishes it as an answer to

dev emavalapfavovtol Tavta ta idia pedpato ot erioAoyio” (14:267).
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Karyotakis' publication of translations in 1927.

Also, MR came out a year after “EAe00epo Ilvebpa”, the manifesto of the new
generation, where Giorgos Theotokas (inititally under a pseudonym) castigated some
intellectuals’ narrow-minded obsession with one literary tradition, whether it was
English, French, German or Russian, and stressed the absence of open-minded
European thinkers. Although the so-called Generation of the Thirties never challenged

overtly Palamas’ authority and poetic stature, they put his aesthetic ideology to the test.

Moving on to interior factors, we must probably exclude the supposition that
Palamas published this collection of translated poems because he was out of ideas or
because he attempted to use translation as a method to create new poems.'’ Lipking
(1981) expresses the opinion that there is no time to write poetry for an aging poet who,
haunted by the ghost of his past and flooded by the sense of fear, wants to go beyond his
verse and redeem the time. But this does not happen with Palamas, given that around
the period he publishes MR, he wrote O xvxlog twv tetpdotiywv, llepaouato Koi
youpetiopoi and Or voyteg tov Dnuov in 1929, 1931 and 1935 respectively. Though all

of them with short poems, they are important pieces of his poetic art.

' Contrary to Lowell: “...optopévot momtéc-petappaotéc, dnag o Lowell, ypnotpomotodyv m petdppoon
¢ €va €100g epyaotnpiov yia va e€ackobv TV TEXVN TOVG, OTAV TO J1KO TOVS €pyo @TAVEL o€ A1EE0H0»

(Connolly 1998:25).
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The fact that Palamas decided to publish the book at 71 may mean that he sets

out to make a retrospect of what formed him as a poet. His activity as a translator took

place over many years: around 46 years (from 25 to 71). At one time many poets

believed that the epic, because of its prestige, would be the best way to conclude their

career (Lipking 1981). Palamas chose the form of a translation collection as a form of

such a "summing-up". It is sooth that the crucial question for a poet at his later stage is

whether he has discharged everything for which he is capable (Lipking 1981) and the

translations- equivalently to what Johnson (in Lipking 1981: 62) says about the epic- "is

a work that draws on an assemblage of all the poet's powers". Palamas in this way

made a perfect edition of his works. Each poem in MR has its chronological place in

Palamas' life. “To make such a book is to redeem individual poems from their solitude

and the poet's life from time and finally one hope is left to the poet: to see his fragments,

retrospectively, as a single great confession” (Lipking 1981: 83). Wherever the poet

goes, the same crossroads await him- not only the intersection of the timeless with time

but the meeting of a younger with an older self (Lipking 1981). Palamas had used up all

the resources of his poetry. It is equivalent to Drosinis' description of his prose

autobiography as "okopmia pOAAL TG (o1|g pov" (1982-85).

Palamas decides to make an anthology of translation because the genre of
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anthology fits this aim at a retrospect. Life and poetry intersect, testimony of poems

about the way poets conceive, or invent their careers, the life of the poet is often the life

of the poem, not only single poems but poetic collections too (Lipking 1981), as in the

case of MR. Nevertheless, he himself clearly states that generally his poetry is the

history of his life and "of the life he would like to live" (4:298), a declaration

corresponding to Valéry’s averment that poems constitute an anthology of life

moments- paraphrased later by Garandoudis (1988:15): "Anthology is the best poems-

moments of a life". Anthology relates the things that the writer hoards inside him

consciously or not, everything which have been processing via heart and mind, and thus

anthology donates a methodological presentation of an attitude towards a world and a

time (Apostolidis '*"

). Palamas' anthology of course, offers an image not so much of his
present as of a past which formed him as a poet. Anthology appears as a conservation of
texts, as a source of memories, as a rewrite of the past and can be thus metaphorically

likened to a museum (Fraisse 1997). Indeed his anthology can be considered a museum

but of living not dead artefacts.

If we want to categorise in which stage of his poetic career Palamas is found
when publishing MR according to the three decisive points Lipking (1981:23) describes:

"the moment of initiation", "the moment of summing up", "the moment of passage",

Palamas would probably be in the second stage, because MR sums up his poetic
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influences. But things are not so simple. MR is an innovation in relation to Palamas'

usual poetic production. Palamas makes a new start as a translator preparing a book that

springs from roots in the past. In this respect it belongs to the "moment of initiation"

although he is at the later stage of his life. This proves that Palamas does not follow a

linear poetic career. The unclear stage Palamas is found at obliges us to accept that MR

is both a beginning and an end. From Palamas’ words we understand that he does not

feel that he starts something new but that he finishes something, it is like he has an open

commitment for himself. In 1931 (14:268) he says: “Ey® 6ého va peivo novyog povog

LoV, Y1OTl KATL X0 VO TEAEIDO®. AGPaca KATOL aUTEG TIG UEPES TMG KATOL0C EKOE

0,71 ékope petd to gfdounva tov ypovia. Eyd 0EAm va tedeidom kdt” and of course

he refers to his oeuvre after 1931. Though MR was published only one year before this

declaration Palamas was supposedly already inside this spirit of finishing something.

Like all great poets make their own destiny with poems (Lipking 1981), Palamas also

creates his own. The names of the Greek poets should remind us of a second way that a

poet husbands his destiny: by making use of other poets. Palamas also makes use of

other poets in MR in a different way, by using some pieces of their work as STs of his

translations.

A further spur for the publication of MR in 1930 was that by that time Palamas

was starting to feel a bit squeezed out from pride of place in Greek literature. This is
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implicit in the growing acclaim for Cavaty's poetry which is evident by the publication

of "AvBoloyia EAMvev Avpikdv momtav" in the same year-1930, by Paraschos and

Lefkoparides: it is characteristically noted that a limited area is dedicated to Palamas

whilst an enlargement of expanse is devoted to Cavafy. Presumably this forms an

incentive for Palamas to publish his own anthology few months later as an answer to

this kind of neglect, but this is just a hypothesis. He moreover chooses to include in his

anthology great poets who were less in fashion at his time in order for people to

remember them, indirectly implying the desire that he, being a major poet, should not be

passed by either. But at the time he was feeling his fame as a lyrical poet becoming

elbowed in the Greek anthology of lyrical poets, it is like if he made a self-projection of

his lyric character with the publication of his anthology which is rather lyrical,

automatically arranging and ensuring himself as a lyric poet- he pointedly states it:

"delyved HOVo Kot 6’ onTd KATL ooV amOKOUO TOL AVPKoy €avtol pov [...] Bérel va

dMO™M HOVO KATOwo EIKOVO TOL {010V HOV €0VTOV, K’ EKEIVY] GTIYUIOTUTTOL TAPUEVT] OO

koppdrtio g Comg pov" (11:202,215).

Fletcher (1984: 218) speaking about Palamas’ late collections including MR

writes that:

we have among these collections the poetry of the post-war era which the
poet himself prepared for posterity’s judgement. A word of caution must be
added, for both the Timid and Harsh Verses and the Passages and Greetings

contain poems which belong to an earlier period.
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Indeed maybe Palamas was looking for posthumous fame but what Fletcher importantly

fails to mention is that MR also contains poems of earlier times of Palamas’ life. Also

Fletcher seems to ignore the strong lyric character of so many Palamas’ poems in MR

when he considers two poems of Adeidoi kou oxinpol atiyotr as “the last of the poet’s lyric

outbursts on the theme of love” (Fletcher 1984:221). He is however right in his

following critisicm of the remainder work of Palamas including MR:

The over-all impression of the remainder is of a calmer tone, of delicate
compositions skillfully constructed but without the driving urge of his
greater works. Everything that meets his eye or springs to mind is worthy of
a short poem. Poetry has become his consolation in life at a time when
fatigue, and often perhaps physical pain, has come to demand from his
writing relaxation raher than dynamism. The moods reflect the thoughts,

sometimes melancholy and sometimes serene (Fletcher 1984:221).
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e. The reception of the book

Palamas’ book was not perceived as an anthology at the time, and this perception

unfortunately has remained stable until nowadays. In Nea Estia of 1930, Michael

Petridis wrote: "H epyacia tov avt-kabmg ki' o 1010¢ 10 ToViler-0ev €xel Timote 1O

pebodikd, de 0énce to PiPAio Tov vao @oavel €idog avBoroylag, CLOTNUOTIKO

KOPPOAOYN O Kol EXoTAAAYLA, KOV avTikelpnevikn...". It seems that the main reason

for this impression was of course Palamas’ declaration in the Preface to the book, where

he tries to discourage the reader from taking MR for an anthology- exactly like Seferis

does in later years "in an attempt to downplay the poetic value of his translations"

(Loulakaki 2010: 113). It also looks as if Palamas is asking the reader to judge his book

with more indulgent criteria than they would apply to a conventional anthology. Petridis

(1930) adds that the scope of the book is the enjoyment by Palamas and by the readers

of the foreign poems in our language. Also the lack of methodology (ostensibly) in the

book seems to disavow its perception as an anthology. Under these terms Petridis

justifies the absence from MR of some names whose presence is indispensable in a

systematic anthology.

Basically, the first part of the book's criticism by Petridis (1930) seems to repeat

Palamas' own proclamation of his book. Petridis appears to believe that the book is not

an anthology. Yet the words with which he ends his review lead to the opposite
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conclusion: “Efvor kot 6Aa oyxeddv dadeytd, KOp®UEVO OO TONTH TOV KOPPOAHYNGE

o’ OAOVG TOVG TOMTIKOVG avBmveg Kot Tov ac@aita £pade vo Eexmpilel Kot vo pog

TPOGPEPEL, TOVTN TN POpPd, Ta wpatdtepa AovAovda”. This metaphor is not accidental.

The use of the word “flowers” directly connotes the genre of anthology. Petridis

referring to the etymological route of anthology is then self-defeating because on the

one hand he does not recognise MR as such and on the other hand he uses a metaphor

for anthologies to describe it.

Though the book was not regarded an anthology, generally it was greeted in a

very positive way by Petridis (1930:161), who pays tribute to Palamas' translation

ability: "6tav @uoikd yivetal amd teyvitn ko pe moon téxvn! AAN' o €éABovpe oTIg

petappacelc. Eivat ot mepiocotepeg eaipetec. Zndvia EAANVOS TOMN NG anédmKe EEVOLG

opdTEXVOVS TOL KoL TL OpdTEXVOVS, TOL omalovv kOTow." He praises Palamas’ ability to

translate poets of different kind of artistic style, who belong to different poetic schools,

and stresses the fact that the range of poets covers a long period of time. He acclaims

Palamas' selection of the best poems and does not accuse Palamas of not being up to

date.

This positive perception of MR and Palamas’ translations continuous even in 1943 after

Palamas’ death as we can see from the assessment by Takis Papatsonis, himself an

important poet and translator:
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Avtdég o0 100G mopovolalel peydAo evilpépov, YT, €kTdg amd TNV
amOALGN TOL TOPEYEL OTVOVTOG CLYKEVIPMUEVES LETAPPAGELS TAVTOTE AYOYEG
KOl GLYVA EUTVEVOUEVEG, OE LOPPEG EAMANVIKA TEAELS, G YADGGO Yapyopn Kot
o€ ATULOGPALPO TTOL TOPAKOAOVOEL ToTd Ko avalmoyovel TNV ATHOCEOLPO TOV
TPOTOTOV, OIVEL GLYYXPOVMG APOPUN G TOALATAOVS ctoyacuovg (Papatsonis
1943:275-276).

Only two accusations were charged against Palamas by Petridis. The first is

associated with the fact that Palamas makes hyperboles in his praise and reprehension of

some poets, something which constitutes an antithesis with his own self: "Ot vrepBoiég

ovTéG, TOG0 OTOV E£moUvVo 00O KOl OTOV YoOyo, OvokoAa ocvpuPipalovror pe v

KOAGONTIKY, TVELHOTIKY], YEVIKA gupltnTo, pe v “compréhension universel” tov

MoAapd" (1930:161). The second relates to the critics' uncertainty as to where Palamas

owes his preferences: "mpotiud 1 Noailles kot tov Pevié and tov 1060 cuyyevikd tov

Baiep;". Petridis was mostly annoyed by Palamas' criticism which he considered strict

and harsh, rather than by Palamas' choices.
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f. My approach

A linguistic approach to translation is beneficial (Mounin ¢1994) and the bibliography

is full of translation approaches from branches of linguistics (Tsigkou 2011). This is

natural as the science more closely related to translation is linguistics. A linguistic

approach is mainly- but not solely- followed in my study inasmuch in the biggest part a

comparative analysis takes place between the STs and TTs regarding linguistic aspects

like vocabulary, syntax and semantics.

This approach alone is not adequate. Translation is not simply a matter of

language, but a cross-cultural transfer (Armstrong 2005, Chantler and Dente 2009,

Elliott and Roland Boer 2012). The first definition of the word ‘translation’ offered by

the OED is ‘Transference; removal or conveyance from one person, place, or condition

to another’. Understood in this way, it is apparent that translation’s relationship with

literary texts is not simply that of a process whereby a particular text is rendered in

another language. So although any mention of translation immediately and inevitably

calls to mind what might be called ‘linguistic’ translation, on further consideration

literature and visual culture seem to have always been preoccupied with what might be

called ‘cultural’ translation. The distinction, however, is not a simple one. The border

between the two is far from impenetrable and the linguistic is as prone to being carried

over into the cultural as the cultural is to the linguistic. However one looks at it, then,
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translation is arguably always cultural. So, using linguistic concepts, methods and tools

I will analyse the ST and TT but simultaneously I will approach them as an act of

communication within a culture and not as an isolated specimen of language. Both the

linguistically oriented approach and the culturally oriented approach have their

weaknesses but they offer some useful tools and insight in translation studies.

Apart from a linguistic and cultural approach an aesthetic approach is also going

to be implemented. Mounin (c1994) believes that in order to examine the quality of a

literary translation we must undertake two kinds of study: linguistic- on a broad

definition- and aesthetic. Aesthetics should anyway be an integral part of discussions in

every analysis or criticism on poetry and this is a view shared by many translator

theorists (see Amiya 1992, Kwan-Terry 1992, Belknap 1934). Verse translations are (or

should still be) poems, as we discussed earlier, so an aesthetic study will be included in

our analysis of Palamas’ translations.

I therefore agree in part with all those scholars (i.e. Ning 2003 and Tsigkou 2011)

who support an interdisciplinary approach to translation, and I would support that not

just interdisciplinary but a multidisciplinary approach to translation is essential

(linguistic, cultural and aesthetic). I am therefore drawing on appropriate bibliography

in each chapter.
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g. Methodology

The methodology and the organisation of this thesis is based on the two pillars of my
study: Palamas as an anthologist and Palamas as a verse translator. To understand
Palamas as an anthologist, however, we must first understand how Music Reset is itself
an anthology. As such, my first chapter examines the structure of MR, particularly the
arrangement and the selection of poems and poets, in comparison to other Greek and
European (mostly French) anthologies. The chapter argues that MR belongs to the genre
of anthologies, though it has some distinctive features.”® Palamas’ decisions as an
anthologist are discussed and his stance as anthologist assessed. The chapter’s
methodology is based on an inquiry into anthologies both practically, by comparing MR
with other anthologies, and theoretically, employing theorists’ -mostly Ferry’s (2010)

arguments.

Chapter 2 deals with Palamas’ theoretical views of translation. The chapter
engages in the methodological exercise of indexing in chronological order all Palamas’
views on the enterprise of translation from his Apanta. Then, 1 categorise them by
subject for further discussion. Finally, the chapter discusses Palamas’ views in relation

to modern translation theories.

29§ e. the criteria of arrangement of poems and poets are nowhere mentioned by the anthologist, there are

no biographical annotations of the poets etc.
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Chapters 3 and 4 explore Palamas’ practical translation strategies through both a
macro- and micro-level assessment. The methodology I propose for translation analysis
is informed by recent translation theories. I mainly employ as a model Lambert and van
Gorp’s (1985) Synthetic Scheme for Translation Description.*' But I found it essential

to make some changes to this model for the particularities of this study:

Preliminary data:

-the title and title page of the anthology

- metatexts (the Preface and the notes in MR)

These two take place in the discussion of Palamas as an anthologist in chapter
one.

-general strategy (partial or complete translation)

Macro-level:

- titles of poems

- division of stanzas

- poetic structure (contrasts between quatrains and tercets in the sonnet)

Here 1 have added the examination of the metre and rhyme as the two core
rhythmic poetic features. Also formal literary structures are examined here and not in

the micro-level

Micro-level:

selection of words, dominant grammatical patterns, forms of speech reproduction
(direct, indirect, free indirect speech), narrative, perspective point of view, modality
(passive or active, expression of uncertainly, ambiguity...), language levels (sociolect;
archaic/popular/dialect/jargon...). I have attempted to synthesize these in order to say

something about the more elusive notion of ‘style’ and sense/sentimentality. **

Systemic context

Oppositions between the poet’s theoretical views on translation and his practice takes
place in the conclusion of the whole thesis. Of particular importance here, given the title
of Palamas’ volume, are intersystemic relations as they relate to musical aspects of

these translations and this discussion takes place in the last chapter of my thesis.

*! This is found in Appendix 1

22 For a tabulated form of this see introduction of ch. 4.
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Chapter 5 is a discussion of the systemic context of these translations, linking the

book’s chapters together. While the entire thesis includes a discussion of features of

music (and the sub terms included, such as tonality, musicality, harmony), chapter 5

presents a more detailed discussion. This chapter argues that both the structure of the

anthology and the selection of poems and poets it includes rely heavily on music.

Additionally, the chapter will explore how music is performed and presented in

Palamas’ translated poems and how this relates to his translation strategies. Thus,

Palamas’ relation to music, his beliefs about the relation of poetry to music in general,

and its relation and importance to his poetry in particular, form the next section of the

chapter.

This chapter engages with a methodology that combines theory with practice. This

analysis will be first on the theoretical level: Palamas’ musical poetics, his perceptions

on the relation music has with poetry and translation activity, and the significance he

gives to the influence of music on literature will be examined. Then it will move to a

practical level: how music is apparent in his volume, in his translations, and how it

affects his translation strategy, always in comparison with his other works. The

methodological approach here is both a literature review and then a practical

investigation on the way Palamas’ theories on music are applied and implemented in

practice.
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Chapter 1: Zavarovicuévy Movoiky as an anthology

Introduction

An anthology is “a collection of short poems or literary passages drawn from multiple
authors [...] The idea underlying the term is selection of what is useful or beautiful”
(Greene, R. et al. 2012: 52). A partial definition of what makes an anthology according
to Anne Ferry (2001: 31) "is implied by the terms used to classify it and by its
distinguishing features as a containing space. A further distinction to be considered in
defining this kind of book is the special character of its maker." However I think the two
legs of Ferry’s definition are not separated because it is on the character of an

anthology’s maker on which its classified terms and features depend.

Both collection and selection is what defines an anthology according to Gavriil
Pentzikis (1982). An anthology is a collection because it may embrace poems and poets
with different artistic styles, belonging to different eras and literary trends. It is also a
selection because the poets and poems included must meet certain, however defined,
criteria. The selection of poems is the most crucial sign of the maker's presence for
Ferry (2001) without denying that what the anthologist values is not only the range and
quality the book contains but also the way it is planned. These are, according to

Palgrave (1861) the most crucial decisions providing the greatest significance to the
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anthologist's role in the book. Lewis (1954) moreover considers the creative gift for a

satisfying arrangement of poems a rare talent. But Lewis left vague what he meant by

the term "satisfying". What he seems to consider ‘satisfying’ is in fact the detectability

of a shaping self behind an anthology. A satisfying constitution should probably

presuppose a logical structure and a reasoned selection of poems. However, not only the

choice of poems but also that of poets is of importance. Similarly, Pentzikis and Lewis

give emphasis to the process of collection and selection— that is to the second principle

defined by Ferry as the presence of the maker.

Relying on Ferry's and others’ claims about the definition of an anthology, one

may create a framework for seeing MR in this light, and provide a new way of

examining this work. This pattern consists of three parts —corresponding to the three

sections of this chapter —which roughly are: the peritext information (with special

reference to formal classification terms/the title of the book), the arrangement of the

book, and the selection of poets and poems. First I shall outline what I see as the reasons

why Palamas chooses the title Zavaroviouévy uovaixn for his collection and discuss the

peritext interferences of MR. These can include any notes on the poems Palamas

translates, any biographical information on the poets presented or information about the

traits of their oeuvre. Generally any comments affecting the reader's perception on the

poets and poems included, even the perception of the book itself will be adumbrated.
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For that matter, the anthology’s title may be seen as a comment — it constitutes the
broadest and the most general comment of the anthologist that characterises his book. In
the next section (1.2) I shall discuss the strategy of the book, starting with the
description of its contents' organisation and moving on to the way poets and poems are
gathered together. In the last section (1.3), I will investigate the criteria for the poets'
and poems' inclusion in MR. Special mention will be made on the different schools of

poetry presented in the volume.

Like every anthologist, Palamas selects the title for his book, its structure and the
material it contains. In the current edition of MR the «Erniperpo» and «Znueiopo» were
added by the editor Katsimbalis and also Katsimbalis added the names of the poets in
each section of the table of contents. I shall discuss Palamas' degree of interventions in
the book, with emphasis on his selection and arrangement of the poets and poems

included in his anthology.

Not only the anthologist's presence but also the place of MR within the anthologies
will be explored. MR is a collection of translations made by Palamas and surprisingly it

has not been seen as an anthology.”> My hypothesis is that MR shares some

2 See for example the criticism to this book by Petridis in the Introduction (part g).
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characteristics that set it among anthologies. However, it is an anthology with some
special traits. First it belongs to the category of an anthology of translations, with the
special characteristics this entails. Secondly, it consists of translations made by Palamas
who not only is the anthologist and the verse translator but is himself, by the time he
produces the anthology, a long-established poet. The fact that MR is an anthology made
by a poet plays a role in its character as a kind, and when a poet presents his own work
in an anthology its character becomes even more distinct. Such an anthology
accommodates itself to the preferences of the poet who has himself become the maker
of the anthology, and the selection of poets is affected by the poet-anthologist's

friendships, influences and admirations (Ferry 2001).

Often anthologies are a showcase, a manifesto or a reaction to a school or kind of
poetry and in this way a version of a history of literature of a certain period is created
(Ferry 2001). If the anthology entirely or partly includes the anthologist's work, the
anthology is brought out as an author's self presentation. When this self-presentation
acts on the same awareness of writing against poetry informed by other poet-
anthologists — that is, in the framework of intertextuality— a special character to the

anthology is offered.”* Often, poets who are also makers of anthologies are inventing

2 A prime example is Larkin's anthology whose contrast with Yeats had consequences on the
arrangement of the selection in his book which obtained the shape of an argument with Yeats' work

(Ferry 2001)
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their own literary history through their choice and arrangement of poems. In an
anthology of translations constructed by the translator himself, the translator-
anthologist's work is presented indivisibly with the work of the poets to whom the
source-texts belong.”> An anthology of translations, then, can be read as both a history
of literature and a poet's own mental history, not least when the translation of poems,
which have often had a significant influence on him as a poet, has taken place over a

long period.

Through these chapter sections I will test first the book’s classification as an
anthology, discussing whether and how the delineating features of anthologies are
applicable to it. Thereafter I will examine how far this kind of selection differs from a
conventional anthology. This discussion will naturally involve some comparison of MR
to other previous or modern anthologies (and anthologies of translations) not only in
Greece but also in other European milieu especially in France. Correlations will be
made with other anthologies (including anthologies of translations) on the three levels
(peritext, arrangement, selection) that will permit the noting of any similarities and

differences between them.

3 Even if the ST is not presented, the existence of the translation alone implies and indicates the existence
of the ST too, because the translated piece always carries some poetic characteristics of the poet who

translated the poem but continues carrying the characteristic elements of the poet who created the ST.
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1.1. The title of the book and peritext interferences

a. The title and its implications

Two dominant metaphors frequently used for anthologies’ titles —or subtitles— are
those of flowers and treasures and though ostensibly dissimilar, they are balanced by a
common notion: to preserve the best without excluding anything of what is worth to be
retained (Fraisse 1997). In the vast number of titles for anthologies, words are included
more closely defining the book i.e. anthology, treasury, collection, miscellaneous, etc.
and this is the first distinction to be considered in defining anthologies (Ferry 2001).
Palamas' book does not have a title or a subtitle to indicate that it is an anthology.*® Still
this does not prevent its classification as an anthology. Anthologies have been subject to
changing styles of titling, something that points to "the self-consciousness that attaches

to the anthology as a less well established kind of poetry book" (Ferry 2001:30).

This continual restyling of anthology titles or subtitles has been also made to vie
with other genres of poetry collections, but also to compete "among themselves to catch

the attention of a growing body of readers with more various as well as more quickly

% Like Anagnostakis' anthology (1990) "H youn:fi @oVvi: To. AUpIKa HI0C TEPUCHEVIG ETOYHS OTOVC
Ao puOpove", but unlike other Greek anthologies, i.e. the anthology by Paraschos and Leukoparides

(1930) "AvBoroyia EAARvaov Avpikov TTomtaov"ete.
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changing reasons for buying books" (Ferry 2001: 30). Capturing attention is possibly a
reason for Palamas giving the title MR, which is rather an enticing title.*’ Containing the
term "music", this title offers a sense of amusement and relaxation. There are similar
cases during the eighteenth century of an uneasy impression hinted that the anthology

must compete with other places of entertainment.”®

But why did Palamas choose this title among many other options? The relation
between anthology and music was not an innovation of Palamas. It had been already
enunciated in 1868 by R** &Tefarikis in the introduction to Ilapvaceog, 1 AncvOicuo.
TV EKAEKTOTEPV TeUOyIOV TS Véas EAlnvikng I[lomoews where the anthology is

described in musical terms:

eVNoYoANONV amd Tvog mepl TV oTaYVOAOYINY TOMTIKNG TIVOG avO0dEGUNG,
eV M e10eQOpNo0 LET'EMOTACIOG €iTL Wpaiov, €Tl VELPDOES, EITL EIKOVIKOV
KOl TTPOTOTUTOV O VINGO UETOED TOV KEAUNONUATOV TOV GLYXPOVOV
nopvacceiov anddvav. Ppovd Og, 0Tl TOPEY® OV HOVOV EVYAPLETOV
AVAYVOGUO €1G TOVG EMBVUOOVTOC VO, XM TPOYEPO TO APIGTOVPYTLOTOL
™G vemtépag Movong, oAld Kor eloyiotnv ekdoVAevow T KoBOAoL
euoroyia [...] AtoPAénwv Tig €1¢ Tov oonuépat TAnBvvouevov Biacov TV
HOVGOMTTTOV VE®V MUAOV TOMTOV, OiTIveEG EKAGTOTE Oova €V AEoV AdYoL

KOGUNUA OVOPTAOGLY €1C TO TEUEVOS TV Movodv... (1868:1)

Let us not forget that the word music in Palamas’ title refers to an anthology not

7 Palamas might just opt to be attractive to the reader and not angle for publication like other cases,

because publication was nevertheless an easy issue for Palamas

28 For these cases see Ferry (2001)
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of poems, but of translations. But neither the relation between translations and music

was Palamas’ innovation. It is not the first time the relation between translations and

music is made in Greek literature. Giorgos Filintas' Zéveg apuovies oty dikn pov Avpo.

was already published in 1913 and the title he gives to his anthology of translations is

indicative for the importance of music in translation.

Palamas' innovation lies elsewhere. As Karandonis (1982: 16) put it much later in

time Palamas’ title signaled a turning point in the history of Greek translation and

inaugurated a school of personal variations of the term translation:

Amopével va eénynow ywati emvonco tov titho Hyd xor Oyt tov
kabiepopévo  0po  «uetdopaony. O  Opog  «UeTAPPOCT  Elxe
OmOKAEOTIKOTNTO 0T Aoyoteyvio pog (kabmg Ko otig EEveg hoyoTeyvieg,
and 600 EEpw) g TV dpa Tov 0 Kwotng [Marapds, dnpociebovtag oe TOUO
T1i¢ Bovpdoleg petagpdoslg tov ['dAAwv momTtdv, TOV TITAOQOPNOE
Zavatoviopévn Movoikn (1928). Avti 1 tpomomoinomn Kol TpOoSmTOTOiNom
TOV KAOGIKOV Opov, givat pd arddeién tov AALTOL TAvVTa TPOPANLATOS TOV
Tt okpPog eglvor, | tov Tl TPémel vo glvol pd petdepaoct, Kot i
copéotatn EVOEEN MM OMOONTOTE  UETAPPOOCT), 1IWG TOMTIK®OV
KeWWévav, oev elvarl duvatdv va mpaypatwdel diymg ) Aettovpyio Kol v
emKLpLoPyion TOL TPOSOTIKOD TOVOL TOV peTaPPaoTY|. Tavtodypova, delyvel
TG 0 GLVEWONTOG UETAPPOACTNG, TOVILOVTAG TN ONUACio TOV TPOCHOTIKOV
tovov, yoapdlel Ta Oplo Tov advodnnTa YOPILovy T0 TPW®TOTLIO OTd TNV

OO0 LETAPPOCT] TOV.

Karandonis (1982:16) gives an interesting explication for Palamas’ use of the word

Eavatovicpévn in the title. He believes that Palamas’ title implies the view that in a

verse translation the translator’s personal tone always prevails. Karandonis himself,
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following Palamas, named his own collection of translations, Hyw (1982). According to
Karandonis (1982) Palamas’ title affected Seferis and Elytis in choosing the title of their
collection of verse translations.”” From this Karandonis’ point of view we can assume
that Palamas gives this title to his anthology because he wants to prepare the reader that

he as a translator will be present in the poems he translates.

Palamas chooses the title Zavaroviouévy Movoikn because he wants to indicate
another aim of this book. Translation and poetry are linked with musicality in
Palamas' theoretical views and practice. Music in general has a special importance for
him, as I shall explore in more detail in Chapter 5. It is confirmed many times
implicitly in his many references to music in his oeuvre (see 5.1.c) as well as
explicitly in his article "Movoikn| kot Aoyikn oty mwoinon" (12:464) that musicality is
necessary in poetry, and rhythm plays a significant role in a poem, and since a
translation of a poem is still a poem (and a good translation must be so), musicality is
a determinant for the translation too. MR is then a metaphor pervasively and

masterfully used by Palamas to show his priority; and his priority is nothing but the

2 “AVTOC 0 TPOPANUOTIONOC TOL GLVENTE, KOOGS eimape, cLVNSETOTOLEITOL 6TV E0VOTOVIGHEN
MOovG1KY|, EVOTNPYE Kol 6TO PETPLOTadN 6po «amddoomy», Tov dev EEp® TO10G TPADTOC TOV YPTGLOTOINGE.
Qot660 1 Eovatoviopuévn Movoikn, eykaviase W0 GYOAN TPOCOTIKAOV TUPUAAAYDV TOL Opov
«petdopacny. 'Etol, 0 Ze@épng TItAoQOpNoE TIG UETAPPAGELS TOV AVILYpapES, EVVODVTOS CLTOVS TOV
oto Movaceio mpoomafodv va avTiypdyouv og d1KoVg ToVG Tivakeg Ta {OYpapKd aploTOVPYNLLOTO KOl O
EAMNG 0TIg HETOPPAGELS TOV EMVONGE TOV TAPAAANAO 1| GLYYEVIKO, UE TIG AVTypapés, 6po Agvtepn

I'pagny» (Karandonis 1982:16).
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challenge to rearrange or reset the music of the source (mostly French) poems into an

equivalent music in order to fit them in a different culture: the Modern Greek one.

Both the terms rearrangement and resetting, though they are slightly different,

can attribute the Greek term Eavatoviopévn which Palamas uses in the title. Actually

the term toviw is literally translated as accentuate, stress and set to music (OED). In

Babiniotis’ (1998:1795) dictionary toviCw is defined as: “1.pdlm tévo o cvArapn

pog Aéceme, 2. Tlpopépw pe tpdémo évrovo, 3.vmoypappilo, dive Eupocn o€ KATLY

So Palamas’ title Eavaroviouévy Movoikn involves the meaning of stressing again,

resetting something to music but also making something acute and intense, giving it

emphasis. The term reset carries the sense of transposition, which is defined as:

The notation of performance of music at a pitch different from that in which
it was originally conceived or notated, by raising or lowering all the notes in
it by a given interval. Transposition is often applied when pieces are
performed on different instruments from those specified in a particular
scoring [...] Vocal music is often transposed in performance, and songs are
sometimes published in alternative transposed versions for ‘high voice’,
‘middle voice’ and ‘low voice’ (NG, v. 25:708).

The term rearrangement has a wider meaning and implies that a bigger change

process takes place in a piece. Arrangement is “the reworking of a musical composition,

usually for a different medium from that of the original” (NG, v.2:65). It also involves

the meaning of recomposition, of transference and paraphrase:
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In the sense in which it is commonly used among musicians, however, may
be taken to mean either the transference of a composition from one medium
to another or the elaboration (or simplification) of a piece, with or without a
change of medium. In either case some degree of recomposition is usually
involved, and the result may vary from a straightforward, almost literal,
transcription to a paraphrase which is more the work of the arranger that of

the original composer (NG, v.2:65).

Palamas seems to have both transposition and arrangement in mind. He sees the
process of translation as an exercise of his musical poetic powers, otherwise he could

choose another musical title like "amonyot g yoriikng mocemg” for example.

The metaphorical use of the term music in the title by Palamas is justified if we
follow the claim of Lipking (1981:72): "In works intended to close a career, music
often serves as a metaphor [...] but it does not resolve all conflicts. Is the poet a
composer or only a musician?” It seems likely that Palamas intended MR to be an
instrument for expressing the spirit of past times in his recent times.>” Music is proved
to have psychological effects on humans as it expresses emotions (Juslin 2011,

Cochrane et al. 2013). One of these emotions is the longing for the past.

% An analogous Palamas’ oeuvre to MR is "To yp6vio pov kou o yaptid pov" (1933/1940) which is a
"deep redial" of Palamas' life in his early years (4: 353) but written in prose."Ta xp6via LoV Kat Ta XOPTLA
pov" has the same idea of a sort of collection, which is nothing else but a collection and a source of

personal memories, thus it was written under the same spirit with MR.

54



Two years after the publication of MR Palamas wrote a poem with the same title
“Zavatoviopévn Movoikn” which can be found in Ilpoowra kor Movoioyor (11:173)
and can be seen as a kind of commentary on the book MR as a whole.’' This poem can
be considered as an anthem to music. Music is likened to beauty (verse 1) and spreads
roses (verse 8) videlicet beautifies things around her. In this poem, music also looks like
a foreign creature and a goddess (verse 2) and bedazzles people. This Goddess acts
beneficially; she goes to a desert and leaves her dew there, so as she passes, she gives
life to the things around her, like musicality that benefits and enlivens a poem. In the
poem there is a constant struggle to capture musicality because of its elusiveness, which

can metaphorically imply that capturing the spirit of a poem is something difficult.

Palamas' undertaking to catch the music of the foreign poem and translate it is then a

Ko NpOe ot Y1, POVEPOUEVN OO TNV OLOPOLA,
®¢ed, otov aviporev edvtale Tov KOoUo, TAdoU EEvVo,
Ta patia Eaevile TEpvOVTOG OAAPPA aAappd,

XOyvepo Oa TV EAeYEG e PO TANUUVPICUEVO.

Kot tpofoie oto yodavd T’ amépovto Aevkn
IIpog paxpiopévn pio epnd va otdén tn 6poctd g
YtdAo pe otdAa, TN 6pocid YAVKLG, EVEPYETIKT,

Kot tioteveg g £dpene pdda 610 TEPAGUA TNG.

Kot v &avoiyave cav iokio oveipov va dafaivn,
Méoa ota kopata g Long v’ apyoyMoTpd,
Exel mov and tov ioK10 avtd depévr, VopKoUEV,

Kotudtav 61’ akpoylditl n TpkupLd.

(«Z2avotoviopévn Movowkn» 11:173)
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real feat. And I shall say more about this in Chapter 5.

It is noteworthy that Palamas chooses a title which does not include words or
phrases like foreign (Eévog) which are many times used by other anthologists 1.e. Ta
eV amodovia: UETAPPAOEIS TOUATWV OO TO AYYAIKO, TO YOAAMKO, TO YEPUAVIKO KOL TO
1todiko (Psara 1954), Zéva womuoro.: uetappaoeis 1957-1982 (Demou 1982). Palamas
shuns these terms not only in the title but in the book's Preface too, where not even once
do these words occur.*” The notion of foreignness in Palamas' collection is then dodged,
reflecting Palamas' words that he feels these poems his. It is also relevant that Palamas
never went outside Greece, so the idea of bringing back something from foreign parts,

so natural for Greek poets who went to France or Germany, fits his intentions less well.

32 The only cases where the word E&vog is mentioned is in the title of two poems “H &évn” (11:344) and
“0 &Evog” (11:127) and in the title of part one of the “Emipetpov’’: «Avd AovAovdia amod ta EEvay, which

Palamas published in O: weviacdilofor- Ta mabntikd kpvpouidjuarae but not in MR.
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b. Peritext Interferences

Unlike many Greek and European anthologies (including European anthologies of
translation), in MR the selection from each poet's work is not introduced by any
biographical annotation.* This is partly because Palamas has so many times mentioned
poets and writers in his critical essays and feuilletons.>* What seems to be a justification
of the non-inclusion of biographical notes could be used as a complaint against Palamas
as the existence of these comments could have made it very easy for Palamas to excerpt
pieces of his criticism or remarks on each poet at the beginning of each section. Neither
is there any information on the oeuvre of the poets Palamas translated, for example in
which school each one belongs to or the special qualities and trends of their poetry.*
The reasons for the absence of such information may be found in Palamas’ purpose to
present the translations of poems he loves and not to create an anthology for any other
kind of use.’® He declares this many times in the Preface: «Tov PiAiov To0TOV GKOTOC

dgv glval va 0doMN KAmow €1KOVa, £0T® KOl OTEAN, TOV OPOLOL TOL ElYE MAPEL, TOV

33 Unlike for example the recent translations anthology of French poetry Avfoioyia I'oljuxiic Ioinonc by
Simiriotis (f 2014)

3 In his 16 volumes, Palamas' criticism is found for Hugo, Leconte de Lisle, Moréas etc. confirming
Apostolidou's (1992:16) argument that: "His critical interest comes and returns to the same people and

problems with firmness and consistency”.

31 don't think that this absence is related to the fact that some of the poets are not French, because
Palamas knew a lot of information even for the German or Italian ones as we see in his different
articles.

3% Unlike Simiriotis’ (f2014) anthology of translations for example, whose aim is to satisfy even the most

demanding reader. This explains the existence of the poets’ biography and pictures, the big numner of

poets (60 in total) and their presentation in chronological series.
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TEPVEL, KOl TOV TAEL VAL TTAPT), YEVIKOTOTO KOITALOUEVT, ] GE WPICUEVO TPOGOTO KOOMDC

delyvetar,  yoAAkt| woinony» (11:199).

Nor is any information given about the poems included.”” Anthologists usually
"prepared readers by a critical or historic survey of the span of poetry their collections
included either in an introduction or in summaries heading each group of entries" (Ferry
2001:51) or somewhere else. This is quite usual in Greece too; a Greek example is
Dimaras's mini-anthology EAinvikog Avpikos Aoyog (1708-1985) in Nea Estia 1958,
which includes Palamas’ poems and has something of his mentality too —already in the
title the word Avpwcog (lyric) transpires a connection with the musical feature in MR. In
contrast to such anthologies in MR there is not any interpretive contribution to cast light
on a poem in advance i.e. there are not any footnotes, notes or explanations regarding
the meaning of a translation. Finally, Palamas does not disclose the poetic collection

where each poem belongs.*®

The way poems in MR follow one another without commentary shows that

7 The only exception is the five pages note called "Snueiopa" (11:489) written by Palamas in 1916
following the poem "H EAévn g Zmdptng", which is not included in the first edition of MR . Also in the
«Znueiopa» by Katsimbalis the reader is informed that Palamas wrote a note for his translated poems «O
YOoAROG TG petavoiogy and «Tote givar Ogio ta TpravTaeuAiio» which again are not included in the first

edition by Palamas.

*¥ In most cases we know the French edition which Palamas uses for his translations from the registration

of the books found in his library by ....
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Palamas wishes the poems to speak for themselves and the reader to experience

recurring patterns of diction and especially of rhythm. Perhaps indeed Palamas sees

lyric poetry-which is prevalent in MR- as not really needing annotation. Nevertheless,

the fact that Palamas' interventions are so limited in MR does not annul the book's

nature as an anthology but it does undermine the treatment of the volume as an

anthology addressed to readers.

The lack of any information about the poems in an anthology is totally legitimate

according to Paraschos and Leukoparidis in their exactly contemporary anthology of

Greek poets (1930). That is why they do not escort the poems with the names of their

creators, something that is considered as innovative: "dnuociebovpe to TOMpOTA YOPIiG-

Ommg awmveg Tpa cvvnbiletal- va o GLVOSEVOVUE LE TO OVOULOTH TMV TOUTAOV.

[Tiotebovpe ott 10 Ovopa piyvel £vav ioKl0 aTopKo, "copatikd" oe kATl TOL, OO TN

@OoN TOV, TPEMEL VO LEVEL OGO TO SLVATO TTOL0 TVELUATIKO Kot ampocwmo. H "ddoin

moinon" pog eaiveton 6tl £to1 KaAAitepa eSvmnpeteitol, KaAlitepa £tol eEvmnpeteiton

0 ayvdé ko amdivta opoio" (Paraschos & Leukoparidis 1930:3). The book was

published approximately eight months after the publication of MR so any impact of

Palamas' anthology on Paraschos and Leukoparidis' anthology is not implausible.
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The absence of information on the poets and poems included can be also justified
by the presence of such information in the Preface to MR. Though in the Preface
Palamas does not give any biographical data, comment is to be found, sometimes on a
limited scale, on the poetic characteristics of almost all the poets included (and for poets
not included as well). >’ On a few specific poems there are also some meagre comments
—for two poems by Hugo: "' ekeivn mov otéketon oxemaouévn" he writes: "...aQedmg
péca tov mpoybvel T Avpikn Tov peyoiedtnra” and for "Adyio oty appovdld” he
writes: "T0 ToinUo TOV UTPOGTE TOL YEPVOLVE YOVATIGTOL AOYOTEXVESG TNG TEPIWTNG EVOG

n

Mopedcg..."; for the poem "Xto dwfdrn pog Bpadiac" by Verhaeren: "..ue 6AN 0V ™
dVOKOAOGHYKPLTN TEPUTADELD KOl TOV TAAUMY Kot TV puOudv dev gival apketdg Yo vo
TOPOVCIAoT UE TO TOALOUHOTO Topdotnud tov €va Bepdpev" and for the poem "Eva

'

talior ota KoOnpa" by Baudelaire: "...060 ki1 av &lvar amd 10 GIOPAYTIKOTEPQ

€EOLOAOYNTIKA TOV GOTAVIGHOD TOV, O QTAVEL Yoo vo. petpndn o mommg He 10

"noéovootdracua pog foapetdg evmoiog".

The Preface is a valuable piece of paratextual information on the poems and poets

in MR, which is very important not only for our understanding of Palamas' reading of

3% The poets who are included in MR by Palamas but are not mentioned in the Preface are: Villiers de
I'Isle Adam, Gautier, Marie Noél, Heine, Carducci, d' Annunzio, Arturo Graf and Pascoli. It is no

coincidence that most of these are not French.
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the poets he translates, but for our understanding of the book's nature too. Palamas
refers to the reader to the Preface of the book, where is also found an explicit editorial
guidance: The Preface signals that Palamas and no other compiler chose which poems
should be together, decided their configuration, or made changes to their form. His
modest wording is conventional, without making large claims for his book. Although
Palamas is modest in the Preface of MR (i.e. he notes: “0¢ divel to PiAio TovTO K
ewova, Omoln, Kamolag kivnong mov akolovbel pia moinon €@ amd o £00¢QN Hog”’
(11:215) presumably opting for captatio benevolentiae), inside he is more assertive.
Also in the Preface the reader can understand his aims with this volume and how he

. . 4
perceives his book.*

Within the sections that form the main body of the book, the only information
given by Palamas with respect to the poems in MR, is found in the entries' way of
identification, in other words, in the way each translated poem is presented in the
book’s sections.”’ In nearly all cases Palamas cites the first line of the ST in the

original,** followed by the full name or surname of the poet before the translation,

%0 Palamas’ perception of his book is found in the introduction of this Thesis.
*! Palamas' imprint is left on poems also by his capacity as a translator: by adding or changing their titles

and his translation approach (topics that will be discussed in chapters 3 and 4)

*2 In some cases Palamas did not give the complete first line, but only part of it, i.e. in the poem "®gdc av
gipovv" by Prudhomme (11:273), "MoAig tn dnte" by Henri de Regnier (11:321). However in the poem
"Avt mov NpOe" by Henri de Regnier (11:401) not only the first but the two first lines are presented.
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immediately below the translated titles. The fact that Palamas does this indicate that he
wants to stress that the poem is not his and was originally written by someone else,"’
and that in this sense the Greek poem exists in a kind of conversation. Perhaps this
masks an implicit criticism of Karyotakis for not putting them, but only the name of the
poet of the ST.** The existence of the first verse of the original followed by the poet can
be said to evoke a musical practice (see discussion in chapter five) which augments the

anthology’s musical character.

At the end of each poem there is the date, usually with day, month and year, when
the poem was translated. This practice again is not followed consistently. Nevertheless,

given that Palamas’ book typically includes dates when the translations were written,

3 Otherwise he could put these mottoes in the index or he could not keep them at all- like Karyotakis did

* This is another element of Palamas’ contrast with Karyotakis, and this can be considered as a
possible implied critique by Palamas, taking into concern the relation between the two poets
(see the Introduction). But he does not turn against Karyotakis only, as he considers a duty for
every translator to make known the name of the poet: “T'to TobT0 K1 00VTOG dNUOGIEVOVTAG TNV
movbeva 6Ev avoPEPVEL TOG EivOl LETAPPOGCT), TOVOLO TO KO TOV LOVAY0 ONUEIDVEL, KABDG o€
olo TéAha BiBAia Tov, kot povo pe dud tpeig otiyovg Tov Evpumion oto Edeuirio Eoplel pe o
daveloth tov” (8:135). Palamas considers the dereliction of the ST as plagiarism:

Eic v “Kibdpav” xotd mpmtov mopovoidletar m mepipnuog “Aiuvn’” tov

Aopoptivov, 0AAG yopic tnv vddelEv TG TNYAG TG, ©OG TPOTOTLTOV £PYOV,

oAAaypéEVN, packapevpévn Ba édeya, g “Odlacoav g Attikng”. ... H aAnbsia

glval ott povov 0 TOAD TPOGOIKEWMUEVOC TNV YOAAIKNV moincly dvvatol vo

avayvopion to TpOTLTO ATO TOV OTOIMY NVIANGEV 0 TOMTHG, APov dev £dicTOoE

VO...KOL VO TOL TOPOUOPPAOCT HEYPL TG Tapmdiag, 0cakic dev dokialet g fapog

TV TNV NdovnV ¢ Aoyokromiag (10:22-23).
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tying them implicitly to his own life and poetic development, creates a kind of diary of
Palamas' translation workshop, and also a kind of record of the influences on him.*’ In
some ways, this is more open than what Seferis and Elytis do (see Loulakaki 2010). The
fact that Palamas in most of his poems puts the date, leads us to conclude that he wanted
to show his own mark on the poem except from the original author's identification. Also
this practice surely shows each poem’s place in his life at a certain stage: we must
remember that Palamas’ translation book comes from someone whose career is both
well known and nearing its end — in that, it’s quite different from the many cases,
including in Greece, where a poet starts a career by offering his translations to the
public. It is also important to note that the poems in the book are not put in
chronological order and that the date the poem was written by the foreign poet is not

made known.

Moreover, behind the act of putting dates below the translated poem lurks
Palamas' hankering to show that he has been working for a long time to create his book.
The same can be said of his wishing to show his long-term commitment to demoticism.
Also, the existence of dates show on one hand that Palamas had lived with the poets he
translated for a long time and on the other hand that he had been translating their poems

from a long time ago until only few years before 1930, so he was still active even in the

* In that sense it reminds us of Elytis’ Asbzepn I pogi.
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last years of his life. It might have simply been interesting for Palamas to remember the
exact time he translated a poem and displays the date to show its link to his own life, to
his moments of past. So this has to do with subjectivity: the different moods, at different
times, that prompt Palamas’ wish to put a certain poem into Greek. Finally his decision
to mark the date of the translation makes himself as a translator visible, suggesting the
reader that there are two birth dates of each poem in MR: the time it was written and the

time it was translated.

However, Palamas is not consistent in giving the aforementioned pieces of
information regarding the poems’ identification. There are some poems where the
French poem's first verse is not displayed.*® Also there are some poems which bear only
the year of their translation (i.e. Verhaeren’s “H téyvn” (11:337), whereas some others
do not have a date at all (i.e. Baudelaire’s “Avtd to Bpadt” (11:252). This may happen
due to the fact that these poems were written in earlier years and Palamas included them
afterwards so it was impossible for him to remember the date of their creation.
Sometimes the name of poet is not displayed either. Palamas speaking for the poems
"Madrigale" by Pascoli and "Preludio" by Carducci confesses that: "Ta 600 pukpd

TOUMLLOTO, OO TN GTUYUN TTOV TPV TN VEN TOVG HopQY|, To. Bedpnoa dikd pov: k' €Tot

 Excluding the “Emipietpo, this can be seen in the poems: "H avatodq", "O oxhdpoc" and "lomavikoi
otiyol".
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TEPLTTA TOL OVOLATO TOV TPOTO®V YEVVITOPWOV (TAVEL TOL ONAMVETOL 1 TOTPION TOVG:
Itadud".*” From this we might infer that Palamas does not think his versions at second-
hand need to be seen as translations at all. But he clearly likes them so much that he
squeezes them into a volume with a largely French character. However, generally all
these are indications of the book's inconsistent character and «a@povticiéy. What seems
at odds here is that Palamas was systematic enough to add comments and justifications.
Palamas is definite on this at the Preface to his book: «EmavoiapBdve mwmg oev
TPOKELT €M Yo Kavéva Eedtdreypa kot 0eiipo pefodikd: o Pardnka timote va dei&m-
TG vo. To To! - avtikeevikotepay (11:202). Palamas seems to be a bit manipulative of

the reader and self-justifying.

Finally I would like to pinpoint a point that could easily be overlooked: that
Palamas' anthology is not bilingual. This in relation to the absence of peritext
information on poets and poems, automatically shows that Palamas' anthology does not

have a "ypnotikd" character— it is not indicated for a didactic or educational scope.

47 Palamas wrote this in response to Vevilos' publication in "Eotia" (23 August 1910) with the title "Tivoc
va givay;". However Palamas always mentions the name of the French poet in the poems he decided to
include in MR. Only in the poem "lomavicoi otiyor" (11:369) neither the first line nor the poet's name are

written down.
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1.2. The arrangement of the book

a. The book's overall strategy

In total, 98 translations including the poems in the "Enipetpo" and Verhaeren's "H
EAévny g Zndptng" are found in MR, and the total number of poets presented is 32.*
But many of Palamas' translations are not included in MR neither in the “Enipetpo», as
we realise from Palamas' bibliography (1876-1969). The question why Palamas did not
include all his translations in MR can have three possible answers. The first is that
Palamas may have lost some of these translations; the second is that MR is already a big
volume and Palamas did not want to create an enormous anthology comprising all his
translated pieces; the third is that Palamas simply did not want to include some of his

translations maybe because he did not consider them sufficiently valuable creations.

MR opens with a Preface called “IIpoloyikd Enuewdpata” written on 4 August
1929. Usually in the introduction the anthologist presents the reasons for writing an

anthology.” As Ferry notes (2001: 39): "In the nineteenth century it became virtually

*® The precise number of translated poems which corresponds to different authors is found in Appendix 2

* For example Revel (1989) in the Preface to his Une Anthologie de la poesie Frangais states that his
principle is to give an anthology of French lyric poetry and he explains the principles that make his
anthology special (including that his criteria for selection conform to his belief that there are not major
poets but only major poems). A Greek paradigm is Simiriotis’ (2014) anthology of his French
translations, the existence of which is justified by Nirvana as the first systematic anthology of French

poetry in Greece:
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obligatory for the maker of the anthology to open it with an apology for inflicting
another such book on readers of Poetry". Palamas meets this requirement declaring in
the Preface the factors that led him compose this book but also his purposes (11:199,202
and 215). The preface induces the admiration of Papatsonis and Tsoutsoura because it

describes with “amAdtnto povadikr” the limits of the translator’s art (Tsoutsoura

1997:376).

The Preface (covering approximately 10% of the book) consists of six sections.

The first section gives the impression of an introduction to the Preface where Palamas

sets out three basic theoretical views on translation. In the next section Palamas cites

Souday's averment that poets cannot be defined as ancient and modern (in the sense of

the traditional ‘quarrel’ or antithesis between them) saying that he is glad every time he

sees his thoughts being formulated by others. Then Palamas gives his opinion on where

emotion and aesthetic pleasure lie and expresses his view on the value of a poem's

originality, holding that it originates from symphonies not monodies. Palamas does not

hide his sympathy for minor poets and explains his choices of poets and poems making

reference to the names of many poets and pieces of their work. Regularly prefaces

Metoppdoelg EEVOV TOMT®V VIAPYOVV apPKETEG 6T YA®ood pog [...] po 6OAn avty n
gpyoocio dev amoteleiton mapd omd okOpme Kol acVVOETO PUAAN. Ot TOomTéEC 7OV
petappaoave o¢ topo EEva mompata akoAovOncav Tic dK€G TOVvg TPOTIUAGELS [...]
Evvogitat amd to oxopmia avtd TomnTikd dnpocievpate dev UTopet va AAPel KAmoog o
10éa. yuoo ) EEvn moinom pg OplopévNg ETOYNG Kol po. opiopévng Eévng yopag (in

Simiriotis f2014: 11).
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justify the criteria of the anthologist's selection according to Fraisse (1997). The third
section is entirely devoted to Sully Prudhomme, Palamas' most favoured poet in this
volume (and generally).”® In the fourth section the apposition and Palamas' commentary
on some scholars' remarks (Pierre Lasserre, José Vincent etc) about several poets, takes
place. In the penultimate section of the Preface Palamas refers to poets absent from MR
and explains the reasons for their non-inclusion. The last section is a conclusion to the

Preface where Palamas summarises the ideas expressed in the whole Preface.

The Preface finishes with a quotation of André Suares' words (11:215) which is
used by Palamas as a metaphor for his collection of translations and his aim as a
translator. He brings the paradigm of the trees, which by being inseparable with their
motherland, always dream to fly to the sky- that is why they love birds and invite them
into their foliage.”' This metaphor can be explained with respect to the poets and their
oeuvre as well as with Palamas' aim in MR: some of these poets are doomed to remain

known only in their homeland and Palamas by publishing MR is projecting their work in

% For the origins of Palamas’ special sympathy for Prudhomme see section 1.3.b.

> Cf Solomos’ “Carmen Seculare” (1849) extract from an unknown poem III:
Agv glval y0pTo TATEWVO, YOULOEVTPO dEV EivaLl:

Bpvuoeg amhdvel o KAASIL TO 0EVIPO GTOV aEPQ

Mnv Kaptepng €60 TOVA, Kal U TPOSUEVNG YAON "

IMarti ta @OAL’ av giv’ ToAAG, o€ KaOe POALO TVEDLLA.

To ymAd dévtp’ oAOKANPO KL MYOAOYA KU’ AGTPAQTEL

M’ 6Aovg TG TEYVNS TOVG NYOVC, LLE T” OVPAVOD T, PAOTO.

For Palamas’ references on Solomos’“Carmen Seculare” see (17:414).

68



Greece, making it known to other readers and thus helping them escape from the

confines of their homeland. This is in parallel with what Palamas states in the first

section of the Preface (11:199): "Twti t0' ¥€l ko 1 poipa TV TOMTAOV: 1| YAOCGO TV

EEpel povhrya Tatpida: OV £YEL OYEOOV TIMOTE KOGUOTOAITIKO" .

After the Preface, the book is divided into fourteen sections which contain those

verse translations Palamas wished to collect. The fourteen sections of the book are

separated according to the poet who wrote the poems which Palamas translates, apart

from three cases (section 2, 8 and 12) where two poets are put together to form a single

section. A reason for this grouping would be that the number of poems included by

these poets is very small and so they were put together to form one sequence. But if this

was indeed the explanation, Mistral, who has only one translated poem, would not have

been left alone to form one section. Hence, the reasons must be scrutinized in the shared

similarities between the poets. Théophile Gautier and Villiers de 1'Isle Adam are put

together maybe because they belong to the same milieu: they are both early Parnassians.

In section eight Palamas decided to put Moréas together with Regnier, because their

translations take approximately the same length (both Moréas’ «EpipoAn» and

Regnier’s “H vmodoyn” are four pages long). Pommairoles and Angellier are put

together maybe because of their equal calibre: both were French minor poets. Taking

into concern that in the first edition of MR Palamas does not note the names of the poets
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in the table of contents, we can assume that he just saw similarities between the poems
he put together either on their language or their poetic art but not in their themes -as we

can understand comparing their subjects.

The current edition of MR ends with the note “Znueiopa” of the editor
Katsimbalis giving important information to the readers about the book like the year of
the first edition, and information about the place (and sometimes the date) of the first
publication of some poems which were included in the book afterwards. It also gives
some useful comments by Palamas regarding some poems he translates. The names of
the poets in MR and the title of each poem are found in the table of contents which is
put at the end of the current edition of the book, whereas in the first edition only the

titles of poems are found.

In some anthologies, there is an opening poem which has a structuring function
for the book (Ferry 2001).”* Though Palamas does not choose to use an opening poem
for his anthology, the book’s first poem, "Ave, Dea" by Victor Hugo, fulfils that

function. With this poem it is as if Palamas is addressing the Aphrodite or the Muse,

32 Capturing the attention is for example the function of the opening poem in The Golden Treasury (Ferry
2001). The existence of an opening poem however, has not been commonly found in Greek anthologies,
as we can observe from many of them i.e. Avgeri (1958-1961), Evangelou 1994 (a list of Greek poetry
anthologies can be found in Chalkiopoulou 1978).
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reflecting the beginning of Lucretius' De rerum natura addressed to Venus, which
Palamas admires (2:384).” Hugo's poem opens MR in a way that coincides with the
anthology's basic theme: This poem’s subject is the antithesis between youth and life on

the one side (which are connected with beauty), and old age and death on the other.”*

It also reflects Palamas’ situation at the time he made the anthology: he was
elderly and reflecting on the passage of time; he craves to make a retrospect on what
poetically interests or charms him and what formed him as a poet.” Also Hugo is close
to the beginning of the book chronologically, as well as being a poet of national stature
in his own country and in that respect Palamas might have seen himself as the “Hugo”
of Greece.

This poem invokes the world of MR through a vocabulary that unifies the book™®
and joins it to Palamas’ whole oeuvre, in which these themes (Love and Time: youth
and beauty/old age. Some of them look forward to the future, some other go backward

to the past- past loves- end of life-underworld) occur, too.”’ Simultaneously by placing

>3 Palamas’ reference to Lucretius’ “De rerum natura” is also found in (6:208, 220), (7:43), (8: 147, 253)
and (10: 43, 113, 348). For all the references see 17:539.

> More on the subject of this poem and its analysis are found in 4.1

53 ¢f. discussion in the Introduction.

% The words found in the poem "Ave Dea" (11:219) "8dvatoc, opop@id, @dc, povpo poiid, Eovod,

xOpes, patia, wpaia, véog" are some of the words used aplenty in Palamas' translations of MR.

7 For these themes see also Fletcher’s opinion in the Introduction. Fletcher (1984:223) writes that “the
contrast between youth and old age is drawn with feeling. At the age of seventy-five (the poem is dated

1934) the intensity of this feeling is not surprising. More so, and more hartening, is the passionate
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this poem first, Palamas offers a subtle philosophical justification for the selection of
poems in his anthology, most of which are conceptualised under the theme of time and
abrogates the impression of an arbitrary preference that he states in the Preface. It is not
a coincidence that this poem is a sonnet-and the only sonnet chosen to be translated by
Hugo's sonnets- which is the dominant poetic form in MR.>® So this poem is put first on

purpose by Palamas, like a Preface to his book which gives a taste of what is following.

The poem with which Palamas chooses to end his book is, interestingly, a poem of
his own, “Aointig kor Avtikaiog” found in the conclusion "Emihoyoc" of the book.
This poem is dedicated to a translator and is not a translation itself- in fact it is the only
poem in MR which is not a translation. This is the opposite of what we might expect: a
poem of the author to Preface (and not to finish) his anthology, perhaps addressed to the
company of poets he has gathered together. The whole poem reverberates Palamas'
status and criticism towards the translation activity and more specifically towards the
musical character of his book. Palamas dedicates this poem to Pierre Baudry in order to

thank him for translating his verses.”” Palamas enjoys being translated himself. An

affirmation of his confidence in himself and in the lasting value of his art”. More on the theme of old age
and youth in relation to Palamas’ situation during the years he decided to publish MR, see the discussion
in the Introduction.

*¥ The position of the sonnet in MR and Palamas’ preference for sonnets are discussed in 3.5

%9 Specifically, he writes: “O kvpioc Pierre Baudry eixe omd xaipd v eEQpeTikl KaAoohvY, TOMTAS

KaBdg etvat, vo TId TV ToiNoN LoV KOl VO LETOPEPT] OTN YADGGO, TOV TOVG GTiyous pov” (1:375)
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enjoyment that exists during the process of translation can be also identified in the
poem, where the connection between the translated pieces and their STs is presented in
a cheerful mood which can be characterised even humorous. This shows that Palamas
likes the activity of translating as not only he rejoices been translated by others but he
also enjoys being a translator himself.®* The title of this poem contains two words that
reveal a sound effect®' and the content of the poem has many musical references; this is
one of the many evidences which show how important music is in translation for

Palamas and how predominant is the feature of music in this volume.”

b. The procession of poets

Many anthologies (of poems or translations) are arranged chronologically or by
nationality or on other organisational principle. Modern Greek anthologies are most
often divided according to the different phases of Greek poetry, for example poets
belonging to the Ionian school are separated from those belonging to the New Athenian
School. Such a historical anthology is the one by Linos Politis (1975-77). Moreover,
many Greek anthologists prefer to organise their table of contents by poets' date of

birth: such poet-oriented anthologies include, i.e. Simiriotis’ anthology of French

5 Though in the preface to MR he avouches that he does not like such an activity (11:204)
%! palamas many times and in many cases uses the word avtilaiog (i.e. 1:20)

62 A full and close account of this poem is found and its musical meaning is found in chapter 5, (section

5.2.b).
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translations (f 2014).% There are also anthologies which are poem-oriented because they
base their structure on the poems included, i.e. the anthology by Pentzikis (1982), by
Garandoudis (1998) and by Papageorgiou and Chatzivasileiou (2007): their arrangement
criterion was the first year of a poem’s publication. A translation anthology that also
follows this practice of arrangement is 2’ avalntyon tov amoivtov. 1otopixy avBoloyio.
s maykoouiov moinoews (1960) by Diktaios. Palamas' anthology is neither poet-

oriented nor poem-oriented.

Even if the scope is historic, critical etc, an anthology's preparation always means
the establishment of a canon (De Rosa 2005 in Filippo Maria Pontani 1979-1981).
Palamas however does not clearly mention such a rule. No simple scheme of arranging
poets alphabetically or according to their date of birth exists in MR. The poets' sex is not
a determinant for their selection either: all the poets in MR are male, apart from the
Comtesse de Noailles and Marie Noél, who not only are put among the male poets, but
are far from each other in the book (sections 9 and 13 respectively). Palamas was not at
all affected by any kind of prejudices or sympathies in the organisation of poets in MR:
Though Palamas was influenced by his merit of sympathy or affinity in his selection of

poets and poems as we shall examine in the following section, the poets' allocation does

% Simiriotis (f2014:17) believes that following a chronological series makes an anthology more easy for
the reader to use: «Ztnv £€kdoom VT 0KOAOVONGANE ¥POVOLOYIKT GEPE, V10Tl TIOTEVOUE TWG TO PiPAio

yivetol To g0YpNGTON.
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not depend on such criteria- otherwise Sully Prudhomme who was Palamas' favourite

poet would be presented first in the book.**

Prima facie a kind of logic in the arrangement can be discerned on the level of
elegance, practicality and attractiveness. So for example, Sully Prudhomme is placed
around the book’s middle, and the explanation for this could be the large representation
given to his poetic corpus (30 poems in total). This is the most appropriate place,
because the reader would presumably hesitate to read if this grant corpus was placed at
the book’s beginning, or might not have the vigor to give it the proper attention if it was
at the end. Also, if Prudhomme's poems were placed at any other place except the
middle of the book, an unbalanced construction would be created whereas Palamas

cares for creating a development structurally elegant and he succeeds that.

From a more thorough examination of MR's layout, we conclude that, though
Palamas does not say it anywhere, the sequence of poets was made in accordance to the
chronological series of the French poetic movements each one belongs to. Romanticism
was followed by Parnassianism and then by Symbolism. Accordingly poets who belong
to Romanticism are presented (Hugo, Gautier) followed by the second group of

Romantic poets (Baudelaire, Leconte de Lisle). Then the Parnassians (Sully
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Prudhomme, Verlaine) and the Symbolists (Moréas, Verhaeren, Lerberghe) follow.

From the Romantic poets Hugo is presented first. Palamas chooses to begin the
book with the poems of Victor Hugo, in order to grasp the reader’s attention. In an
anthology which consists primarily of French poems, it would be most expected to find
Hugo who is considered one of the greatest and best known French writers, and one
with a special importance for the French nation’s sense of itself (Porter 1999°™
Stephens 2010). Hugo though not the oldest poet in MR is close to the beginning
chronologically, and is also as Palamas (14:48) confesses, “O npdtog EEvog momTNHG TOV

. . . ; L. 65
Le EUmaceV, omd TodaKL, 6Tng ApHoviag To Voo».

Another rationale of the poets' division is nationality. Palamas separates the
French poets from the German and Italian poets, who are gathered to form one section
placed at the end of the book. Palamas does not segregate the French poets from the
Belgian poets: Emile Verhaeren and Charles van Lerberghe are put among the French. It
appears that this distribution’s logic does not depend only on the poets' nationality, but

also on the poems’ language. In the case of the Belgian poets it is again French; whereas

% Another reason is that Palamas wanted to open the book with the poem "Ave Dea" which was written

by Hugo, as we discussed earlier (see 1.2.a)
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Palamas had to find a French translation for the others in order to read their work.®® The
fact that Palamas does not distinguish French from Francophone poets is an opposite
practice to that of Liontakis (1988: 8) who does not include them in his French
anthology because he believes that Francophone poetry has some peculiarities and it

needs a special anthology to make them appear.

¢. The sequence of poems

As with the sequence of poets, Palamas does not expain the sequence of poems in MR.
The lack of any explication gives the impression of their being included according to
inspiration instigated by his personal pleasure when browsing. However, in Palamas'
anthology some principles can be detected, based on the existence of various
interconnections of poems in arrangement, as I shall discuss below. MR is not as

arbitrarily structured, as it might appear to be.

As with the sequence of poets in MR, chronology does not dictate the disposition

of poems by each poet.®’ Exceptionally, in the case of Leconte de Lisle a chronological

5 Sofroniou (1959:166) mentions this: "In Athens where he {Palamas} stayed in Socratic immobility till
his death in 1943, he became acquainted with contemporary European literature, mainly through the

French language...".

57 Also, as in the configuration of the poets, the accumulation of poems in sequences is not based on
Palamas' conception of poetic tradition nor a strict history of literature presentation of the poetic

movements in Europe that time.
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configuration is followed, but this may be accidental. De Lisle's poems are divided into
four principal collections: Poemes antiques, Poemes barbares, Poemes tragiques and
Derniers Poemes (Leconte de Lisle 1977) and the four poems of each collection are
presented in MR in chronological line starting from the oldest.”® This is an isolated
occasion however, as in the poems by other poets there is no such arrangement, e.g. in

Verlaine's section the poems are put together haphazardly.

The absence of occasional or topical poems may also be discerned in MR. On the
face of it, this is surprising, when we think of how many of Palamas’ poems were
occasioned by public events. Moreover, the poems in MR are not arranged according to
a common topic or subject. Although poems in MR are not grouped according to their
subject, there is a kind of link that thematically unifies these poems based on the fact
that many of them belong to the thematic context of love (mainly the power and

consequences of erotic love® but also the love for fatherland™).

% For detailed information see section 3 of chapter 4.

% The poems "Epwtec e yAc" by Prudhomme (11:283), "Madrigale”" by Pascoli (11:368) and "O
YKkAdPog" by Heine (11:363-364) are examples of the subject of love, which is the dominant subject in
MR.

70 j.e. the poem "To EAAnvomovro" by Hugo (p. 220) ) treat of the love of fatherland. Palamas shrives that
he wrote every poetic cycle inspired by a "rtatpidordtpn Avpiopo"” (4:409).
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Several motifs are repeated that suggest a common poetic focus.”' For example
the subject of time (expressed by the themes: young/old — life/death) as we have
mentioned in 1.2.a., the subject of beauty’* (female beauty, beautiful landscapes),
poems dedicated, referring to and describing various writers, poets (or French poems
which he decides to dedicate to an acquainted person)” and poems of self-reflection.’
These inherent qualities draw thematic links with the poems around it in the book or
even among poems of the same poet.”” Connections of this kind appear intermittently,
giving the impression that Palamas is present among them as shaping a set of

interconnections between the poems he values, and doing so from the vantage point of a

' Somehow or other most poems in MR are lyrical, nor epical or satyrical, and it is therefore natural to
have these common themes: "n Avpikn moinon aPopd e TPOSOTIKG GLVOLGHALATA KOl OVOTTOGGETAL
oTo ayovn medion TG PvAung mov eotidleTor oto Bépata Tov £pmto Kot Tov Bavdrtov...” (Argyriou in

Anagnostakis 1990:8)

72 "Keapiom"by De Lisle (11:258) and "Iepinatog ota Ppdyia” by Hugo (11:231), are representative

poems of the topic of the feminine beauty and the beauty of nature respectively

73 Palamas' tendency to portray people in MR or make dedications to persons is obvious. For instance
Palamas chooses to translate the poem of Comtesse de Noailles written about the famous Provengal writer
and lexicographer Frédéric Mistral, the poem by Hugo about Virgil and Van Lerberghe's poem
"Offrande" written for the memory of Gabriel Vostermans. A unique occasion is when he dedicates the
poem "MoAig T dnte" by Henri de Regnier to a woman with the initials M.L. (11:321). Palamas writes
that most of the hymns he dedicates to intellectual persons are linked with his youth and his homeland
(4:410).

™ Examples of poems which have the art of poetry as their central theme are: "H téxvn" by Verhaeren
(11:336),"0O mommc" by Angellier (11:351), " H té€yvn Avtpopog" and "Etovg momntég mov 04'pbovv" by
Prudhomme (11: 278 and 281).

7> Among the poems of Prudhomme there are definite thematic connections. The poems "H (o1 and
paxpod”, "Tod wave;" and "Xy cwwviotnta" exemplify this, as all have a common subject: life after

death.
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career. These thematic relations are reflected in the congenial titles of some poems. Two
poems of Prudhomme have the same title- one in singular and the other in plural: "O
dmotoc" (p. 270) and "O1 dmotol" (p. 284). Poems belonging to different poets have
also similar titles or even the same title: "Ta @tepd" in Prudhomme and Lerberghe. "H
téxyvn" in Verhaeren/"H téyvn Atpopdc" in Prudhomme, "H £évn" in Lerberghe/ "O

&Evog" in Prudhomme.

Besides the general cluster of themes that gives a broad unity to the poems of MR,
more concrete interconnections are found in some cases, among poems of the same poet
belonging to the same section, which determine their order. This is a sign of the

«KuKAKn poavioy of Palamas:

[Ipota n KukAMkn poper| pe v omoio GVAAAUPEvVE Vv 10€a. [Toté oyeddv
O0gv LoV €pYeTal GTO VOV TO mOinuo. €va, OTOHOVOWUEVO. XvykKivnon,
éumvevon, okéyn, to aicOnua, m 0EAnon-omwg OéAete méote TV M
onuovpykn o1dbeon- mpémel vo ek@pacOovv GE GEPE OUOOLOPP®V,
OUOLOGTIY®V KOUUATIOV, oV To Kobéva eivonr poall kot aveEdptnto Kot
oVYYEVEDEL TPOG T AAAa TG oelpdg (1:377).

The arrangement of Verlaine's poems is an example. Their common feature is, on the

emotional level, the pervasive sadness of these poems.”® In the poem "O ovpavoc"

7 An additional similarity is that the two last poems are the only poems of Verlaine that have a date at the
end. The poem "Ta yépla" was translated in 6.12.28 and the poem "Xe Kokootpmpévo povomdria was

previously translated- in 26.6.16
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(11:20) there is grief at the loss of youth, in the following poem "'HpBa to dvotLyN0

n

oppavo" (11:306) the melancholic mood is due to orphanhood and in the third poem
"Kéart khaiet" (11:307) an undetermined reason causes melancholy “Tlovéd ywpig
owtia”’(verse 12). In the fourth and fifth poems («Ta yépro» and «Xe xokooTpOUEVOH
povordtio) the melancholic mood is revoked at the end, something which justifies the
grouping of the two poems together in succession at the end of the section. Their
allocation at the end testifies that Palamas desires to give a happy end. In the poem "Ta
yépla" forgiveness acts as a constraint to sadness and in the last poem love is presented

as "vikntpa ot yopd" so they are put at the end, in order to give the message that

forgiveness and love are inhibitors to sadness.

In the case of Lerberghe's poems there is an alternative rationale for their setting.
In the first two poems there exists the strong element of light that unifies them- in the
first one we have the sunlight of the dawn and in the second the moonlight. The two last
poems are of a different poetic and thematic kind and that is why they are put at the end:
the poem "H £&vn" consists of a dialogue between the poetic subject and a female figure

and "Nekpdowun tpoceopd” is a funeral oration.”” A further logical arrangement is that
POCIUN TPOGSPOP g g

77 No poem could be more appropriate for the end of this section. This poem would probably suit as a
closing poem for the whole anthology, which would then obtain an elegant way of finishing: as the poem
is a dedication it would reflect the anthology's character (and every book's character because each time a

book is published it is nevertheless dedicated to its readers).
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Palamas finishes with short poems, leaving in the middle of the section the poems with
the bigger length. So the last poem of Lerberghe "Nekpaowun npospopd" is the shortest
with eight verses. The same phenomenon occurs in the section of Hugo's poems where

Palamas closes with the poem "Aypdmvnoo" which consists of only four verses.”

Poetic form also plays a decisive role for Palamas in the arrangement of his verse
translations. This is something found in Palamas’ late collections, as Fletcher

(1984:219) notes:

The love of a cycle of poems connected together by a common form is
obviously more pronounced in the last two {Cycles of Tetrastichs and
Nights of Phemios}, but the Moments and Rhymes and the Metrical
Exercises of the Timid and Harsh Verses show that this method of working

was never lacking in popularity.

In MR this is exemplified by the fact that out of the 30 poems by Prudhomme there are
17 poems- from "H téxvn Avtpopog" (11:278) until "Av néepeg..."(11:294) that might
be thought to have been put together for their formal likeness, since they are all sonnets.
The poems found before and after this group are not sonnets, except for "Evag
avOpomakog" which is presented first. The whole poem is a portrait of Spinoza.

Palamas' choice to translate this poem and put it first may generally show Palamas'

7 In the case of Hugo’s poems, Palamas starts the section with “Ave,Dea” (for these reasons see 1.2.a)
and he continues by putting the oldest version in the book "To EAAnvémovio", which Palamas translated
from Hugo in 1885. This is recorded as the oldest poem, though we cannot be sure, given that dates do

not exist for all poems in MR.
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veneration for freethinking philosophers.” It also predisposes the philosophic character
of all the following poems of Prudhomme (who himself consciously was a philosopher-
poet) something that corroborates Palamas' interest on philosophical issues. It is also
felicitous and anticipated from his part to start a section which includes poems of a

philosopher-poet, with a poem about a philosopher. *

” For Palamas’ relation to philosophy (the philosophy in his oeuvre and his kind of philosophy) see
Vezanis (2007).
% Palamas considers Prudhomme a philosopher-poet: «Ildvia &viooo Eexoplot cLPTEOEW GTOVC

GTi0Vg TOL ZoVAAD TTpuvtdp Yo’ elvarl PIAOGOPOg TomTN g, ONAadn peydrog tomte» (10:49).
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1.3. The criteria for selection

a. The poets in MR

Politis (1967) avouches that in any case an anthology cannot only be based on objective
criteria. In Palamas’ own time, Kleon Paraschos (1930) concurs that necessarily
everyone who deals with the labor of creating an anthology, has his/her subjective
perceptions as a primary leader. This quite applies for anthologies of translation too.
The anthologist of translated poems may choose the poets whose work he wants to
translate based on subjective criteria.®' Subjectivity of course has a major degree of
sway on the choice of poets and poems, as in almost every anthology, in Palamas'
anthology t00.* For example Palamas admits that he did not derive much pleasure from
reading Valéry's poetry (11:213) and we see that Valéry does not appear in MR. Still
there are some objective attributes that designate Palamas’ choice of poets apart from

his subjective volition.

One such objective characteristic is the nationality of the poets: Palamas prefers to

81 See for example the anthology of translations by Liontakis (1988:8) who writes in the foretext: «H
EMAOYN TOV TOMTOV, TOV TOUUATOV Kol TOV UETOPPACE®V e Papaivel amoivta, OT®G Kot 1 €KTACT
oV aPlEPM®VETAL GTov KABe momt [...] Ol €MOVEKTIUNOELS TOL YPOVOL KOl Ol TPOCMMIKES OV
TPOTIUNGELS Giyovpa ETa&ov T0 pOLO TOVC.».

%2 palamas himself admits that his book is not objective nor methodical: "Enavohaufdave mog dev
TpoKeT £d® yio Kavéva Eedidieypo ko dei&ipo pebodikd- o Paadnka timote va deiw-ndc vo 10 To!-

avtikeievikotepa-" (11: 202).
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translate mostly the work of the French. This is predictable, first because Palamas did
not know any foreign language apart from French, which he started to learn at a very
early age.*”” Secondly, because of Palamas' close affinity with the French poets and his
love for the intellectual culture of France, expressed in the following words: “Tn I'oAAio

2

mv ayond petd v EAAGOa. Avt pe motice Oxt povo m Ok1 ¢ cooia ...” (in
Stefanopoulou 1992:125). This sympathy for France has been a general phenomenon in
Greece: "Ot veoélnveg momtod PBprkav peyodeitepn ocvpmadeion ot [oAAio, omov
pepol am'avtovg eivar o1 evpevag yvootol" (Gross in Skipis 1922: 9). The mentality
of Greek intellectuals has been more interrelated with that of the French than with any
other: "aAAd 0 eEAAVIKOG A0OC, ' OAOVG TOVG GAAOVS ACOVC, GLYYEVEDEL TEPIGGOTEPO
pe to 0o pog owavontikd (E.F. in Skipis 1922: 14). The fact that three major literary
movements came from France is determined on the influence French poetry exercised
on the evolution of Modern Greek poetry. An additional proof is the multitude of

important Greek poets that translated French poetry into Greek, and vice versa

(examples are found in Kasinis 2006).

From the French poets, Palamas includes only those with whom he has a poetic

8 "Qc 1600 THYAVO UTPOGTE GTA YPAUIOTE: 0 TOTEPOS OV THPE SACKAAO Kot Yo To. @povilelka (4:
357).
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affinity.** This is exactly what Bonnefoy advises translators to do: “Translate poets who
are close to you, I once suggested. But what poet can be close enough?” (in Schulte &
Biguenet 1992: 191). The poets that are close to Palamas are divergent among them but
this should not surprise us considering Palamas’ multidimensional character and art. His
poetic sympathies may be descried in the Preface to his book, as already observed by
Chourmouzios (1960). In practice they are proven by his choice to translate portions of
their work. Palamas' poetic sympathies are marked by his poetic preferences when it
comes to technique and style and by the poetic affiliation these poets have with him. A
practice that exemplifies this is that Palamas, whose poetry is preoccupied by the idea of
musicality (1.1 and 5.1), is drawn to Verlaine’s capacity as a musical poet (Broome and
Chesters, 1976). Conversely he does not include Francis Jammes because his poetry is
very different and it needs effort and time for someone to get accustomed to it: “O
Francis Jammes mailgl pio oAoyépa ToAd dtapopeTikn. XpeldleTon KOTOG Kot Kapdg yio
va ovvnBion xoaveic 10 atNUEANTO QOIVOUEVIKE, Lo OVGLUCTIKG OOVAEUEVO K’ EKEIVO
tpayoddt tov..» (11:213).% Generally Palamas is attracted by the poets who have a

poetic temperament compatible with his own and the poets in whose poems he finds

% Palamas considers the poetic affiliation or affinity between a translator and the poets whose poems

translates a basic prerequisite of a successful translator. This is discussed in 2.2.

% Also he does not include Valéry not only because of his antipathy but also because “ 1 moinon tov
Molopd eivar 1660 EEVN Kol LOPPIKA KOl GTNV OVGI0 TNG TTTog TN AEYOUEVN Kabopn moinon Kol TNV

VIEPKAOAPOT TOV doufioLov T PExPL UNdEVIoUOV apaipeoh Tovy (Papatsonis 1943:278).
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something he likes or is alike to his own poetry.

These sympathies reflect not only Palamas' poetic preferences but also his

“individual temperament”, as noted -but not supported neither defined- by

Chourmouzios (1960: 367). The term temperament can mean that he selects the poets

1:3¢ it is the

who are most preferable for him- who sympathises on the personal leve
friendship anchoring Palamas with some poets, e.g. Henri de Regnier, which led him to
include them in MR. In addition, there are biographical parallels between Palamas and
the poets he translates. Palamas corresponded with some of these poets, such as Mistral:
"O mpoPnyyravoc Ounpiong Hov vt yvapipog eEAPETIKA Kot amd T0 £pY0 TOV Kot Ao

KOTOwWL (oG aANGUOVNTY HE YpAupato emkowvovia évav kopo..." (11:210). He thus

could not leave out untranslated the work of these poets.

On the other hand, personal temperament can mean that Palamas is attracted by a

poet’s ideology, values, ideas and beliefs on different levels. So it is not only Paul

Claudel's poetic metre which repels Palamas but the fact that Claudel is a Catholic poet,

% This is in accordance to Anagnostakis' anthology: "Oc0 yia T pepoAnyic, vopile ott dev Tifetan HEpa.
Kabe avBoroyla dnAdvel avtopato Kot Tig aE0A0YNGELG TNG. ZVYVA Kol TOAD EUQOVOG. Auuduot 0Tt o
AVOyvooTakng og TpdTo TitAo TG ovBoroyiag Tov eiyxe oxepbel Tov axdAovbo: H younin owvi- ta
AVPIKA U10G TEPACUEVNG ETOYNG 6TOVS a0V puOpove- I'pumdpng, Meloypivdg, Ddpag, Kapvwtdakng,
Aypag Kol ot GAAOL- TITAOG TOL EUUIECH TANV GOQP®DG OTOTVTMVE TIG TPOTIUNAGES Tov." (Arguriou in

Anagnostakis 1990: 14).
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something alien to Palamas' mentality. So he prefers to leave for other poets, i.e. for
Papatsonis, such thematically religious poems. By contrast, Carducci and Leconte de
Lisle shared the same religious attitude with Palamas,®’ which like Lerberghe's, rejects
all religions, all philosophies and systems: he only believes in the beauty of a poet’s
ideas (Trousson 2001). The spirit and aim of Palamas' anthology may then be akin to
that of Skipis (Goss in Skipis 1922: 9-10): "To mveOHa TV VEOEAANVIKOV OLTOV
romudtov give mpomdviwg mavleiotko. TloAd Alyn, n KoaAlitepa koppd oyéon oev
€Youv LE TO YPLOTIOVIOHO Kot mtpoBecn toug eive va Cavagépovv ™ Aatpeio TV
KupuotepV cuUPoAwV ¢ apyaiog Opnoxeioc". Hugo who appears as a poet of 1821 in
MR, was a revolutionary poet of his time and his political attitude is espoused by
Palamas. His affiliation with him on the political level (as well as his poetical affiliation
and of course his admiration for Hugo), led Palamas to choose some of his poems for
translation.

Palamas selects the poets who match his aesthetic and philosophical idiosyncrasy.
Tsoutsoura (1997:381) agrees but adds another criterion, affinity of sensibility: “to

peta@paotikd £pyo Tov Iodapd eivar to dBpoioua Twv cuvovtoedy tov e EEva Epya

%7 palamas' religious beliefs are developed in Hirst's book (2005) and is confessed by himself:" ...otnv
ExxAnoia dev myaiva Topd yio vo akoAovOncm ) AaUmTpoToTn 1epotereatio, LAAoTO OTAV 0 AgoTdTNG
yopoototovce" (4:373). Carducci also refused to go to Church and having a pantheistic inspiration he
exalted rationalism over Christian theology (Bondanella 1996); for de Lisle's religious views see micro-

level analysis in chapter 4 (section 4.2).
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TOL M MGONUOTIKY, PIAOGOPIKY Kol acOnNTKn owkelmon taipiadav o1 YAOGGO TOL.
Papatsonis (1943:280) ends up with a suchlike explanation for the non-inclusion of

some poets in MR: «ITioted® pdvo, Tmg tov oy Yoyikd EEvor.

Admiration for some poets influences Palamas' choices. This is exemplified by the
fact that he marvels Lerberghe’s poetry (11:204) and that is why he translates some of
his poems. Also Palamas admires Mistral (11:204, 210), and that is why he includes
him in MR. The admiration for Mistral is natural according to Skipis,"To 61t Boopdln
10 MiotpdA, eive moAd @uowd: H TlpoPnyyla pog dev eive éva €idog T'aAlikng
EMadac;" (Croiset in Skipis 1922: 8). But admiration alone is not a criterion for his
selection of poets, for Palamas appreciates and admires many poets (e.g. Claudel
11:212) but he does not include them in MR.®™ As Papatsonis writes (1943:277): «H
kpavyn tov Holapd eiuar ovykoiazpng! ag 10 kalootoyacsOovue, Exel ToAy Pabdtepn
onuocio kol glvol TOAD MO TEAEWTIKY Yoo TNV YLYN TOL OO UGV oA OpoAoyio
Bavpaopov. In the case of Mistral, Palamas considers Provence a Greek area and this
forms an additional reason for including him in MR. There are also poetic connections
(apart from personal friendship) between Palamas and Mistral which are expounded by

Roussel (1930).

% In general the arguments I present as reasons that led Palamas’ translate their work, do not always stand
alone-perhaps the combination of these factor moulded Palamas’ choises. For example Palamas mentions
in the Preface that he knows, admires and loves Adolphe Lacuzon (11:209) but there is not any translation

from him in MR.
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The language Question in Greece, which preoccupied Palamas so much, affected

his choice of poets in MR. So Palamas includes Mistral also due to the idea that the

Occitan revival is akin to Greek demoticism. Also, Baudelaire could not be missed from

Palamas' anthology, even though Baudelaire's poetry (prose poems, homoerotic poems

and profane love etc) is not so close to Palamas' poetry and mentality. He probably

chooses Baudelaire among other reasons because of the renewal he brought in French

poetry and language: "O Mnovtlaip eivor Oviog 10 peyoAOTEPO TOPAOEYUA OTY

oVYypovn moinom, YTl 0 6Tixog Kot 1| YAOCGO TOL TANGIALOVY TNV O OAOKANPOUEVN

avavéwon mov xovpe yvopioel g topa” (Liontakis 1988:8).

Palamas deems that there are some poets whose poems deserve to be translated

but have not yet been translated into the demotic in his times, and so he considers that

his debt as a translator is to translate them. Palamas refers to Hugo, Lamartine, Leconte

de Lisle and realises that they had by now fallen out of fashion in Greece: "O Ovyk®d

TOPATPEYETAL, O AOUOPTIVOC KO TEPIOTOTEPO: 0 AgkOVT AgAid punte mov kottaleton”

(11:203). Here Palamas distinguishes between those who are acknowledged but read

superficially and those who have disappeared from view. These poets of course, did not

pass into oblivion, but they were just seen as old-fashioned. This fact is not an obstacle

but rather a spur to Palamas, who seeks to offer them posthumous fame by subsuming

them to his anthology. Palamas also mentions Mistral who had not been translated yet
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into Greek: "Oco 6a yio 10 MiotpdA, dev EEpo Kapia mpoomadeia yio ) yvopipio Tov"
(11:204). Palamas wants to make these poets read in the Greek context and his choice of
some poets is implied by this duty he imposed on himself. Yet the fact that some of the
French poets in MR were in previous times translated by others into Greek does not

impede Palamas from translating them once more.*

Although most poets in MR are French, Palamas is well aware of the poets in
other poetic contexts besides France and often writes about them.” He did not fail to
include a handful of such poets in MR, where one can read the work of some Italian,
Belgian and German poets in translation.”’ The number of non-French poets is small
due to the language barrier: Palamas did not know Italian or German and had to read the
STs in French. However the fact that he did not know the language of these poems was
not an obstacle to translating them. In his article on Swinburne entitled «Il®bg ed1éfaca

évav momt» (10:369) Palamas denotes: “Tlpénel va Eépelg ayyMKa yuo voo UG pHéco

8 Ppalamas knows very well the Greek translators of his times and their work: i.e. he mentions the
translations of Lamartine by Angelos Vlachos and annotates that the most systematic translator of French
poems of his times was G. Simiriotis (11:203).

% He himself confesses that he was informed on European things and foreign literature: "To omitt
d0VAEVE TOV TATPIOTIGHO, KOl TOV KOGUOTOMTIGHO dgv TOV Kata@povovse. To omitt peleTodoe v
1oTopic. TOL TOTOV TOL Kot T TOPaKoAovBovGE Ta Tpdyuato ™ Evpdnne. To omitt katoldpupaive ki amd
mv &&vn eroloyia, kot Bavpale v avbiopuévn 10te pouavtiky téxvn." (4: 345). In his library, the
poetic collections of many European poets are found (see section 2 Egvoyrwoca Bifiia p.275 in Xourias

et al 2010)

°! Palamas is aware of poets of other nationalities too (15: 390-391)
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oto Xai&mnp; NopPnywd yw vo peremnoelg tov 'Tyev; ...pue uébnoov ko c'é¢pepav
UTPOoTA oL 0AOBoAO Yo va o€ mpookvviow, [Tatépa! Kat ag unv eivar ot yAdooo

'9’

ocov!”. Palamas uses all means for the non- French poems: books, dictionaries, personal
help, indirect translation (through French translation), whereas in the case of German
poems, Lili Zirini translates the meaning into Greek, Palamas listens to the rhythm and

with this combination “a quattro mani” he writes the verses in Greek (Tsoutsoura

1997:378). 2

From the Belgian poets Palamas includes only major ones, Mistral and Maurice
Maeterlinck (in the Emiperpo) got the Nobel Prize in 1904 and 1911 respectively
(Demougin 1987). From the German poets Palamas chooses to include in MR a poem
by Heine only. However he had translated the work of other German-language poets

too: Rilke who is presented in the Eniperpo with two poems and Schiller.

In his choice of Italian poets Palamas again includes only major ones. He

considers that the leading quartet in modern Italy is Carducci, Pascoli, D' Annunzio and

%2 Tsoutsoura (1997: 379) develops her conclusion by saying that:
Xapn 610 KaBoAKO o TIKO TOL Opaa, otov [Todhapud Kabe YAdoca paiveton otkeia. "Eyet, 0Tmg
0dAeye o Baktep Mréviapy, cuveidnon g moAVTIUNG OIKOVUEVIKOTNTOG TG avOpOTIVIG OKEYNG,
OV EMTPEMEL TNV EMKOWVOVIQ TOV YA®GGDV HEGO OO TI LETAPPOGCT], KOL G’ 0VTO TPOPAVADG

0QEILETOL 1] LETAPPAGTIKN TOL TOAUN.
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Leopardi.” He translates only the first three who were closest to his own time. Carducci
had Pascoli and D' Annunzio as his students. Pascoli, a Philhellene, became the
successor of the former at the University of Bologna and the precursor of the latter
(Brand&Pertile 1999). Carducci was the national poet of Italy, he won the Nobel in
1906 and Palamas considers him the greatest poet of Parnassianism in Italy (14: 355).
Palamas admires him as a critic and poet.”* D' Annunzio was an exemplar for Palamas
as both used similar modes of expression, were adherents of related poetic schools,

subscribed similar theories and formed contiguous aesthetic views (Zoras 2004).

In general terms, MR contains poems by major poets like Hugo and Verhaeren, as
well as the work by poets who took the Nobel Prize in Literature: Sully Prudhomme in
1901, Mistral in 1904, Carducci in 1906 and Maeterlinck in 1911. The inclusion of
famous and major poets in his anthology does not debar the inclusion of minor poets
and controversially. Though the number of major poets is bigger that the total number
of minor poets presented in MR, yet his preference and sympathy for minor poets is
evident and directly expressed in the Preface to MR: "Yndpyovv momrtég minores, mo

ayammrol kot amd Tovg "vyniotdrovg'|...] Atyoostol pov @aivovtol €d¢d o1 TOMTEG TOV

% See Palamas statements in "Andkpion ot kamowa epotipata’ (14: 355) cf. "H vexpn ohreia" (9: 146)

% His admiration due to the fact that Carducci succeeded the poetic blooming of a united Italy, is
something that Palamas aspired to bring out in Greece MR: "O peydiog momtig g Itoriag, o
Koapvtovtong, avapeca otdAro dodreye yia 10 momtikd EovavOiopo g matpidag tov ...”7 (Zoras

2004:86).
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OTEKOVTOL GTNV TPMTN YPOUUY TNG GIUNG: Ol TEPIGGOTEPOL, KL AV KavelG N0eLE va TOVG
armol{nmon, Ba tovg Ppeil ota peromobev" (11:202). So Palamas includes both major
and minor poets, but neither minor poets nor the famous ones are enough presented in

the book, in his view (11:202).

What is more, Palamas chooses to translate the work of poets who either have
Greek roots or have some kind of connection with Greece or their love for Greek
antiquity is transparent in their oeuvre. Thus he chooses poems of Jean Moréas (Ioannis
A. Papadiamantopoulos) and Jean Psichari (though he did not include his poem in MR,
it is found in the «Emipetpo»), were Greek poets born in Athens and Odesssa
respectively.” In addition, he translates one poem of Arturo Graf who, though an Italian
poet of German ancestry, was born in Athens, and two poems of Anna Comtesse
Mathieu de Noailles whose mother was the Greek Ralouka (Rachel) Mussurus.”

Pascoli, Carducci and Mistral were known for their Phihellenism,97 whereas Leconte de

% Indeed Palamas was attracted by Moréas' double identity (French and Greek) as a poet and his possible
career if he would make a career in Greece as a completely Greek poet. Nevertheless Jean Moréas is not
really very known for his Greek nationality, and Palamas’ choice represents a gesture based on their
allegiance to demoticism, plus maybe a memorial to him, who had died in 1929. Moréas apart from his
religious cult for the Muses has written poetry which is characterised by the eternal melancholy of his
thought and his stoicism (E.F. in Skipis 1922: 15) and this also attracted Palamas who has this poetic
status in many of his poems.
% Papatsonis (1943:277) presents additional reasons for the inclusion of Noailles in MR: “frov OeAktuch
yovaiko Kol, Kot KAmolo TocooTo, eAAnvida, Mtav BOLHACTPLO TOL TOMTH HOG, KOU HTOV Kot
TPOGMOTIKN TOV YVOPYI”

%7 All proclaimed their Philhellenism: "Snuéow Ty €vAdPeld TOV KoL THV Oy4mn TOV TPOS TNV
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Lisle's love and admiration for classical Greece pervades his oeuvre. So Tziovas’
(1986:388) remarks are confirmed: “Palamas’ approach to foreign literary movements
and writers was in a sense hellenocentric”’; Palamas’ relationship with European
movements “was filtered through the prevailing ethnocentrism of this period and the
obsession with wazpidolatpeia» (Tziovas 1986:392).”® Palamas is also making a kind of
a repayment to foreign poets who possessed the ‘Greek spirit' by including them in MR:
These poets disseminate Greek literature and civilization abroad and in recompense

Palamas wants to perpetuate their oeuvre within Greece.

In the inclusions of poets in MR there is not any balance in respect to their sex.
Male poets are the overwhelming majority (only two women are found among the
twenty-five poets). One explanation would be the fact that despite the prominence of
Comtesse de Noailles, women poets did have much less prominence, in relation to men
(Planté 2002). However, the number of female poets need not have limited to only two
in MR, given that there were many other French female poets like Marie Dauguet and
Hélene Picard. Nevertheless the view of female poets as minor, second-rate or

subordinate did not cease with Romanticism (Hollier 1989). That said, Palamas in no

etolpomoOAepV EAANVIKN QLAY Kot TIG EVYEG TOV Y10, TNV TPOGIOKMUEVN Katicyvon tng erevbepiag” (“Ou
nwpdyovol Tov Mistral”, 10: 388).

8 palamas translated several French Parnassian poets and published several articles on European poets
such as Anatole France, which are not found in MR, and he stressed the «Greek character» of their poetry

(Tziovas 1986).
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way underestimates women. In fact, he says that women are the ones who thrive in lyric

poetry:

IMa todto kot ot yuvaika 1o oA Tapldlel T0 Avpkd pebvot, and Tov
Kapd ¢ Zomeng ioa pe T uépeg g Noailles, [...] T6G0 gudokipovv ot
Yovoaikeg, amd TOVG apyaiovg Kopovs MG TIG NUEPES LOG, OTN AVPIKT TEXVN

oL KaT'eE0YNV TS TheL To dvopa moinon (4:328-331).

This phenomenon of the marginalization of female poets really had to do with MR’s
kind of personal anthology in which it might have been was less natural for Palamas to

assume a woman’s voice.

Most of the poets in MR are of Palamas' own generation; ergo they belong to a
previous generation at the time MR was published. This phenomenon may lead to the
assumption that Palamas is more confident to translate the poetry of dead poets.”
Moreover, living writers can have occasion for complaint about the presentation of their
work in anthologies (Ferry 2001). So, it is safer and less risk-taking for Palamas who
might want to avoid the creation of a shaky work vulnerable to attack (as we concluded
from the Preface where there are many cases of captatio benevolentiae). But
Apostolidou's (1992) comment seems a more radical explanation: Palamas' preference
to study literary figures who had completed their work and were usually literary inactive

or dead is an indication of Palamas' affinity for literary history.

9% Specifically only four poets were alive when MR was published: Marie No&l, D’ Annunzio Noailles

and Henri de Regnier.
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Apart from Schiller (1759-1805) and Heine (1797-1856) -who are the oldest poets

in MR- Palamas disavows any attempt to bring in the world poets from very old

generations. Neither any poets of the twentieth century are found, and he is conscious

about this:

Ta ovopota mov eaiveror Twg dovAeyav yio va yivn to Pipiio Tovto givon
ovopata momrtwv, mov av eéopécovpe 0Vo-Tpia, dEV YTLTOVV GTO HATIOL
TOV, UTOPEl KOl MYOSTOV KOl LETPNUEVOV, TOV TAYO £ivol UTOGUEVOL GTA
dyw Tov ayiov tov cvyypoviopov" (11: 202); "Amd tOLg GKNITOVYOLG

aVTOVG TOL AVPIGHOV TNG MPOS KOvEVOS £0M o€ Pplokel Bgom: (11: 214)

Of course there are poets younger but not much younger than Palamas. Palamas is very

well aware of the modern poets of his times, but he feels that he is too old to understand

or approach them. Specifically Palamas confesses, for example, that he is unable to

approach Francis Jammes (1868-1938) since he plays a different flute (11: 212-214).

Palamas believes in the “eternity” of poetic grace which is also an opinion of the

Parnassians (Marmarinou 1976):

AALG M moinom Ogv €xel dpa, Tavto PpiokeTor TNV MOPO TG Kol 0 TOMTNG
oL pog apéoel, mhvio eivonr Yoo pdg g televtaiog opag [...] o
KOAATEYVNG, OO0 LAIKO KU v kotepydletal, Kot ppeiton ko vemtepilet
dev amoppintel T0 TAAoO, Yiati walowd eival, uite 10 VEO Yiati givor véo, o

cupPovAedETAL péGa TOL KATL TL oLdvia emikatpo (11:212/214).1%°

1% palamas then acts in an entirely opposite way of what Skokos does in his anthology (1922:10):

0,71 supPaivel €1 TOV TOATIKOV, TO OVTO TOPATNPEITAL KO E1G TOV PIAOAOYIKOV KOGHoV. Ot
véol apvovvTol Tovg ToAalovg. Ot modatol dev avayvopilovv toug véovs. {...} 6ca €pya
givar Puooipa, dev Bo avaoteilo eyd v {onv Tov. Oca péELAEL VO GOPOOEL LOIPOI®MG O

KapOg, dev Oa ToL GOOT €K TOV KOTATOVTIGHOV TO 181KOV LoV GOGiflov
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Palamas opts to give an image of the poet’s lyric self “0¢éAel va dcdon povo Kamota
€IKOVOL TOV 1010V MOV €0LTOVY»; «OElYV® HOVO KOl G’ aLTO KATL GOV OTOKOUUO TOV
Avpkov gavtov pov” (11:202, 215) and he makes these specific choices because these
and not others are the ones who represent him as a poet and moulded his poetic
personality. This makes him feel more free, comfortable and confident to translate their
work.'"! Not only they represent him as a poet but also as a person. It is interesting that
Palamas uses a metaphor redolent of the personal to capture his choices: "0¢Ael va dcdon
HUOVO KATOL EIKOVA TOL 1010V OV E0VTOV, K'EKEIVN OTIYHLOTLTO TOPUEVT OO KOUUATLOL
¢ ComMg pov"(11:215). Papatsonis (1943) also presented as a criterion for Palamas’
selection of poets the notion of a poet’s national role: “Kou ti dAAo Oa didheye, mapd,
KOTA TPMTO AOYO, TOLG TOMTEG eKEIvOLG oV EPAEmE TN HOIPO TOVG GLYYEVIKN HE TN
O ToV: gite MOAEMOTEG NOIKOVE Kot ETOVACTATES, €1TE TOPAYVOPIOUEVOVG, 1TE AdIKOL

I ’ ’ . 102
e€OPLOTOLG, £1TE PIAOGOPOVVTOG KOl PNITOPELOVTACY.

'"TAs with Palamas, Elytis' translations of Eluard does not suggest a strict chronological presentation of

the French poet; "rather it is the history of his own poetic evolution that lies beneath the choice and

arrangement of these poems" (Loulakaki 2010: 117)

192 Indeed Palamas mikpdOnie, TodepnONKe Yo TOV ayGVE T0V 6Te¢ 0 OVYKG VIépepe Kat E0picOnKe,

napoyvoplopévol like Pommairoles, Van Lerberghe and reflects the mucpia he feels for his own

Tapoyvoplon by many.
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b. European schools of Poetry in MR

As we have noted in the previous section, Palamas' anthology includes poets from the
end of the eighteenth century until the end of the nineteenth, from Schiller (1759-1805)
and Heine (1797-1856) until Marie Noé€l (1883-1967). MR then obtains a multi-
generational poetic character covering a very large poetic period in France,
approximately one century, and not only fifty years as Chourmouzios (1960) and
Petridis (1930) claimed. During this period of time different poetic schools developed in
France: Romanticism, Realism, Dilettantism, Symbolism, Surrealism, Naturalism, and

Impressionism. MR finds space for examples from many of these poetic movements.

The oldest poetic school represented is Romanticism with Hugo- a representative
poet of the Romantic movement- and Gautier. Palamas’ focus is not on French poetry
all the way back to Ronsard or even the Song of Roland, but on the world, since the
French Revolution, that gave birth to his own poetry. Palamas' early literary education
was impregnated with romantic works and this is clear in his early oeuvre (Sofroniou
1959).' Savidis (1981:279) in his article in Nea Estia also wrote:~“Popavtiopédc: Ta
ovpPatikd ypovoroyikd tov Opro (1830-1880) mpocdiopionkay £d® Ko odV oaidvol
and tov TModopd, yévvnuo xor Opéppo tov Popavtiopod». So poets belonging to

Romanticism could not be left out from Palamas’ translations. Mapping out the schools

19 Whereas later he turned against Romanticism which he identified with purism (Sofroniou 1959).
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found in MR we will see that Palamas chooses to begin with Romantic poets, ignoring

for this purpose the neo-classicsim of the halt-Greek André¢ Chénier.

On the other hand, Palamas does not go further than Symbolism. Insofar a big
percentage of Palamas’ oeuvre is irrefutably nourished by Symbolistic doctrines,'** and
insofar MR is the mirror of what formed the poet Palamas (according to our conclusion
so far), it is natural that Symbolism is represented in MR. Symbolist poets such as
Villiers de I' Isle Adam appear. In fact, Symbolism is the most represented poetic school
in MR."” Totally seven poets are Symbolists. Palamas had many times shared
characteristics of Symbolism in his poetry: the use of the symbolic imagery to signify
the state of the poet's soul, the attempt to evoke rather than primarily to describe, are
examples of these characteristics. Palamas’ support to Symbolism was in contrast to the
Greek poets’ negative reception of Symbolism which was “the literary movement that

suffered the most onslaughts” (Tziovas 1986:384). Palamas’ support for Symbolism

194 “palamas was under the influence of the literary movements of Parnassianism and symbolism
particularly when he wrote his early works Ta tpayoddia s mazpidos pov and To udtio tns woyxng Hoo»
(Tziovas 1986: 388). The pass from Parnassianism to Symbolism in Palamas’ poetry is especially felt in
O Awderadroyog tov I'vprov (1907) where poetry is used for submitting ideas. The violin is the symbol of
music that the poet connects with his art and the Gypsi symbolises the over-artist. An undoubtedly
symbolistic work of Palamas is “H @owuwd». This was identified by scholars like Despotopoulos
(b1981). For the presence of Symbolism in Palamas’ poetry see Agras (1980), Panagiotopoulos (b1962),
Chourmouzios (1959) and Karandonis (1929, 1932).

1% Two important reasons for this fact are presented in the Introduction (section c¢) and in 5.2.b where
Palamas’ influence by the Symbolism’s notion of music and the particularly crucial role music had in

Symbolism are discussed.
100



(195

may derive from the same reasons as the Psicharists’ support stems: its

{Symbolism’s} hostile reception by the Psicharists was related to their conception of

language as an expressive representation” (Tziovas 1986:384). '

Parnassianism, with poets like Verhaeren, De Lisle and Prudhomme, is the
second most represented school in MR and an important movement Palamas embraced
during his poetic life. The need for a literary change which ought to start with a change
in language made Palamas and the members of the new school of Athens (generation of
the 1880s) follow Parnassianism -an already developed reaction against Romanticism in

France- till the first decade of the twentieth century (Sofroniou 1959)."”

From the Parnassians, Palamas' favourite poet is Sully Prudhomme.'” His
presence presides over the anthology (with thirty poems). In the Preface, Palamas
speaks more about Sully Prudhomme than the other poets (five full pages). Also, in the
Preface, Palamas considers Sully Prudhomme a "philosopher poet" and places him at

the highest level of the poetic scale, while he patently admits that in MR the poet who

1% However, some characteristics of Symbolism opposed to the transparency of the Psicharists’
conception of national literature (Tziovas 1986).

97 For Palamas’ relation and support for this movement which form additional reasons of the important
presence of Parnassianism in MR, see Marmarinou (1976).

"% The indisputable fact that Sully Prudhomme is the favourite poet of Palamas has been mentioned by

Mamarinou (1976) and Chourmouzios (1960).
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seems to be regarded with greatest sympathy and who is presented in a somewhat richer
fashion is Sully Prudhomme (11: 205-206)."” Not only in the Preface but also in many
instances in his oeuvre Palamas does not miss out to blaze his love for Prudhomme
which is constant even after his death in 1907: “cav wyvBipicpa oL TWhvTO
a&oratpevtov pov Sully Prudhomme™ (1931, 1:21). Something else that demonstrates
Palamas’ love and admiration, is a poem dedicated to him when Sully Prudhomme died
(Chourmouzios 1960:369).

Apart from Prudhomme, Papatsonis (1943) correctly discerns some of the basic
groups with which Palamas was engaged in his translations. These are the poetry of
Hugo, Prudhomme and other generally Romantic and Parnassian poets and the poetry of
philosophical thought (in which the poetry of Baudelaire is included). Tsoutsoura
(1997:384) adds that Palamas makes impressive translations not only of the poems that
emotionally charge him or are closer to his poetic climate but also of the poems of the

father of the poétes maudits:

Axopa k1 av to 1901 o IMoAapdg dev eixe axouo mpocodopicel m HBEon Tov
Mnovthaip ota cOyypova YPAUUOTO, OKOUO KL 0V 1 GUVAQPELL TOV UE TOVG
EMAGGOVEG «KOTAPAUEVOLS) NTOV EAAYLOTT, OAN M YOAAIKT TOINGT TOV KOpPOv
Tov pAovoe akpifac pés’ amd tov Mrwvtiaip: O Xvpé, o Méteplvk, o
Bepapev [...] 'Hon ouwg oamd t0v Awdekdroyo tov I[Vetov [...] 7ta
proviAopikd 0épata Exovv kpvotaAlwbel ce moinon pEGH GTOV TOAAUKO

otiyo. Mo poxpid totopio dwokepevikoTnrog elxe opyioet tote ko Oa

199 papatsonis (1943:276) writes of Palamas’ predilection for Prudhomme: « ...tov ayond, yioti tov
tapralet, yioti eivor erAdcopog Tomtg, petoyepiletar pe pétpo 10 cHpuPoro, veokloooikilel ot
HopON Kot ival Kot KATOS odknpéVogs, dniadn etvar Eva yoyikd adépet tov!» He adds that Palamas

includes Pommairoles in MR because he was a friend of Prudhomme.
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oAokANpwOel ot petdepacn tov «Ta&wov ota Kodnpo», mov amodeucviet
™V €KTOoN KOt TNV éVtoon TG mMoumTiknig ovvaeslog tov [lodopd kot tov

Mrovthaip.

Palamas, as observed in the previous sections (1.2.a and 1.3.a) is not confined to
French poetry inside France. He translates the verse of three Belgian poets: Emile
Verhaeren, Charles Van Lerberghe and Maurice Maeterlinck all of which belong to the
school of Symbolism (Demougin 1987).''° Palamas also includes a small sample of
Occitan poetry when he translates work of Mistral, the leader of “Félibrige” and the
second Occitan renaissance, akin to Greek demoticism (Oxford companion to French
literature).""! Palamas also translates the work of the German poet Heinrich Heine
(1797-1856) who was considered the last poet of Romanticism and, at the same time as

the one who overcame it (Skouteropoulos&Mastoraki 1993).

Palamas also chooses Italian poets (Carducci, D’ Annunzio, Graf and Pascoli)
who represent various literary schools in Italy. Carducci was affected by romantic
precepts but he did not remain immune to them (Bondanella 1996). Arturo Graf was a
scholar of the Middle Ages and dealt in particular with the symbolic aspects of that

culture. D’ Annunzio was a rapporteur theorist of naturalism and concious follower of

"% yerhaeren began by publishing descriptive, Parnassian poetry but he was led to the highly personal

adaptation of Symbolist mysticism for which he is best known (Demougin 1987).

"' Félibrige was a literary and cultural association founded by Mistral and other Provengal writers to

defend and promote Occitan language and literature (Martel 2010).
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aestheticism, of subjectivism and of the European decadentismo (Zoras 2004). Pascoli’s

romantic reaction to positivism put him also in the camp of decadentismo (Bondanella

et al. 1996). These two are the only poets in MR who belong to the dominant late

nineteenth century cultural and literary movement of Western Europe called "the

Decadent movement" together with Villiers de 1' Isle-Adam who became associated

later.

From the insight into the European movements presented by Palamas we reach

three conclusions about MR's nature and Palamas as an anthologist. The first is that

Palamas chooses to include poets who represent or just belong to the exact poetic

movements where he appertains: This is another proof of the retrospective character MR

has, concerning Palamas' oeuvre. Along with the fact that Palamas includes poets that

he translated at different stages of his career might lead us to think of MR as a self-

anthology, like Elytis' Aebtepn [papn (see Loulakaki 2010). The second conclusion is

that Palamas does not faithfully embrace only one poetic movement during his poetic

life, but is open to diverse literary schools (Tziovas 1986). Papatsonis (1943:275) also

confirms that: “pog deiyvovv Ko 10 1660 apéoketo va (el 0 TOMTNG PECH GTO TOTKIAN

KMpoto OA®V TV ET0YDV, VO dEYETOL KOL V' OPOLOLOVEL, 1] VO TTOAELA OAO TOL GVYYPOVAL

peopoata. No dwdéyetl Tic aydmeg Ttov Kou 11§ anapéokelég tov. Thirdly, the selection of

poets confirms Michalopoulos’ (in Nea estia 1943:173-174) declaration: «Kovévog
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dAAog kotd TV mepiodo avtn oev mapakoiovbel pe tOco mabog kol Oev eEaipet
Oepuodtepa ta mohondTEPO Kol vedTEPO EAMMNVIKE €pyal, T & mpocoyns. To 1010 kavel

Ko Yo Tig E€vec @rholoyieg kot Tig Eéveg akiegy.

Interestingly, MR has provoked discussion for its breadth and not for its
narrowness. "[log cvpuPiPdaler tdéoeg avtiBeteg aydmeg kol dev gival Tayo avtipoon pe
TOV €0VTO TOL, TPAYUO TEPIEPYO Kol aveENYNTO, TOMTNG Ko KaT'eE0XV SLovonTIKog,
onwg o IMoAapdg ..." (Petridis 1930:161). This admiration becomes praise for Palamas'

ability to translate poems of such disparate poets:

Kot av expdketro yioo momrég g 010G otkoyévelag! Ma €dm €xovue va
KOVOLUE HE TIG MO OVOUOLEG KOAMTEYVIKEC 1O10GVYKPOGIES, HE TIG 7O
OVOLOLEG TEXVIKEG, HE TIC To avopoleg exepdoels. Ovyydm xou Beplatv,
Aekovt-vie-Aih kol Aepumepyk. O TAACTIKOTEPOS, O aOPATEPOS, O
oTIap®OTEPOC GTOYOC, Kol oL’ TNV GAAN pHepld, OAa To Avyicpata, OAOL Ot
OTAGUEVOL KOL POYIGHEVOL TOVOL, OAOL TOL LOVPLOVPIGLLATO, TO VITEPOVTO KO

aBépia Tov mo ovelpomywv avimv! (Petridis 1930:161).

Indeed there is no unity in Palamas' choices concerning the poetic schools each
poet belongs to- some of which are conflicting between them, yet this should not
surprise us taking into concern Palamas' dualism. For Palamas there is always place in

poetry even for uncongenial things''? and this automatically forms an indirect

"2 As Palamas writes: "O Taonap Xaoviep', 1o Aydotio antd tpayoddt tov Bephaiv kot ot "Tagot' Tov

Ddookorov. XT0vg vooHg Tov Movc®dv vIapyel Tavto TOTog OUOolo TAATVG Yo To dVO AVTAE Kol TOGO
avopota Totyoypapipata. ‘Evag govatikds, apilorpocsmToc, 0cuYypOVIGTOS Kol YVOCTNG KOl TIUNTAS TNG

VEOEAMVIKNG AVPOG GLYKAOVIGHOVG B0 doKIpdon o1oOnTikods HEAETMOVTAG Kol pio @3 Tov Avdpéa
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justification of the "acvvtaipiacto” of his choices in MR. Petridis (1930) also justifies
Palamas' heterogeneous choices, for these are not of a certain period but of various
epochs of Palamas' life.'"? Tziovas (1986:390) explains this Palamas’ tendency
considering it “a result of his divided allegiance to European literature and to the
national aspirations of demoticism”. However, there is no need for any justification for
Palamas’ adversarial selection, as it is legitimate in an anthology to host poets of
completely different ideology, in fact the hospitality of poets with completely different
temperament and of poems belonging to totally different styles or epoch, is a usual

phenomenon in an anthology.'"*

Palamas is aware of the variety of poets in his
anthology but he says that besides their ostensible incompatibility they show some
analogies among them and even they complement one another: “avdpecao kot 6Tovg
TOWKIAMTATOVG KOL TOVG OLOPOPETIKAOTATOVS 7oL PéPoata mapovstdlovv avaroyieg

HETOED TOLG, KAOMG 0 £€voc Ol00EXETAL, GLUTANPOVEL 1| UETAUOPPDOVEL TOV GAAO...”

(11:209).

KarBov kot oAoxAnpo 1o 'Oa Bpadialin' A.x. Tov Apocivn" (11:201).

'3 Specifically he writes: “I'obota yvoOTA, XUPUKTNPIGTIKG, TOWKIAG KOl 0.GVVIALPLUCTO-TOLPLICHEVD.
EVKOAMDTEPO GTIV GLVEIONOT EVOG KPLTIKOD 1 EVOG EPOGITEYVY, (LE TNV EVYEVIKMTOTN £VVOL0 TOV OiveL 6TN|
AEEN avT) 0 Tovopég LIADVTOC, oL QaiveTal, Yio Tov ['kaite), mopd ot cuveidnon evog TomT- o Tov
TO AOLVTOIPLOTO TOV dKololoyeital 6tov okeebovue ot givar yovota Oyl g 101G meplddov, pa
dpopwv emoymdv g Long Tov MMorapd". (Petridis 1930:160)

""* This view was shared by Pentzikis in 1980 (in Pentzikis 1982:7): "M avBoloyio eivat Tantoypova
GLALOYT Kot €MAOYN. ZVAAOYY, YTl OTIC oeAideg Tov 1d1ov PifAiov @rlo&evodvtal TomTég, Tov eivon
OLYVA EVIEAMG OLOPOPETIKNG 1O10GVYKPAGING, KOl MO LOTO OV OVAKOUV GE EVIEAMDS Ol0POPETIKES,
TeXvoTpomiec, pedpata 1 emoyés."”

"2 The characteristics of a history of literature are explained by Apostolidou (1992).
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Actually, the presence of so many poetic movements gives a picture of a very

significant and long part of the history of French poetry despite Palamas’ claim: «Tov

BBAiov TovTOL GKOMOG deV Elval v dMOT KATOLN EIKOVA, £6T® KOl ATEAT], TOL OPOUOV

oL &lye mAPEL, TOL TEPVEL, KOL MOV TWAEL VO TAPN, YEVIKOTOTO KOITAlOUEVT, 1| OF

opopévo Tpocono Kabmg delyvetar, Yok woinony (11:199) which is repeated

afterwards: “Ae odlver 10 PBiAo toOTO M €KOVO, OmOl, KAMOWMG Kiviomg mov

akoAovbel po Toinon €€® amd T £da¢n pog” (11:215). Perhaps then Palamas claims

this opting for captatio benevolentiae in order to justify the absence of some literary

movements in his volume that a reader may expect.

In the hands of a poet-critic like Ezra Pound an anthology can be used as a

showcase or manifesto countering whatever was at the time considered the dominant or

dominating kind of poetry and including the latest fashionable poems (Ferry 2001). In

Palamas' anthology these are categorically not the case. He does not include only the

most fashionable poems, nor the latest literary trends and he does not expect to satisfy

the readers of his time. Palamas' anthology is not an anthology of recent poetry, but it is

a manifesto of poets belonging in a variety of schools with different characteristics, and

without a rejection or spurning of some schools. Since MR contains the work of poets

from many literary movements, it obtains a diachronic value. It enables the reader both
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to get more from individual poems and to receive general impressions about the style

and poetic interests of each period to reflect the natural growth and evolution of French

poetry. It has the historic scope of comprehensive anthologies. It is a supplementary

sign of uniqueness that Palamas' anthology attempted to fulfill, showing respect for a

range of readers of every degree of fitness and of different poetic taste by offering those

of each kind what might enhance their enjoyment, and doing so without

. 11
condescension.'?

c. Palamas' selection of the poems to translate

Though Palamas did not use any fixed rules (as with the choice of poets) for his

selection of poems, in the Preface to MR he explains the motive for his choice to

translate the specified poems: that as he was reading some verses of certain non-Greek

poems he felt the desire to translate them (11:199). This is an innocent-seeming

explanation to have acted on his role as anthologist, but which are the lineaments of

these poems which made him feel this way? Sentimentality in some cases can be a

possible reason for Palamas’ choice of some poets. But sentimental repercussion alone

is not a criterion of Palamas’ choices. Let’s take an example: Palamas (11: 204)

confesses that every time he reads Mistral's poem on the death of Lamartine he cries,

"5 palamas, however, seems to not had that as a purpose and presumably the readers in 1930 were just
buying — or not buying — the book because it was by Palamas, and not at all because it was an anthology,

since the cover does not have that label.
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yet he never felt the desire to translate that poem. So, Palamas does not translate just the
poems which touch him or just the poems he likes. His choice of poems is governed by

something more than personal sympathy and sentimentality.

It 1s, rather, the combination of sentiment (feeling and mood) with thought (the
stimulation of mind by the poem’s subject) and general aesthetic delight (which is
evoked by the verse's technical elaboration) of each poem what interests Palamas. The
poem should touch both his mind and soul for Palamas to feel the desire to translate it.
This is also showed from his words in the Preface to MR: “To Eavéfiena kabapdtepa
TG TO MNPOIGTELO TNG KOpPOldg dev elvar apKeTo Yo T Yopd TG onpovpyiog ympig ™
Bonbewa Tov POTIGHOV oL Pyaivel amd To vad kot tov givor o voug" (11: 214). That is
why the poems chosen by Palamas are often philosophical''® (he chooses to translate
poems of poets who are also philosophers i.e. Schiller, Prudhomme) or poems which
evoke a strong source of sentimentality,''” or both (poems which simultaneously have a
mental cogitation and a certain degree of emotionality, i.e. "H {on and paxpvd" by
Prudhomme). Nonetheless in Palamas' opinion a poem is a blend of thoughts and
heartbeats. This is obvious in the following quotation where Palamas explains what

elements inspire him in order to write a poem which also (in my view) are the ones

' Philosophical poetry mostly representing spiritual values, which has science as a handmaid, directs

Palamas since 1884 (Palamas.15, 241-242, Kokkolis 1981, Angelatos 1994: 33)

"7e.g. "O1 Ecoxémootec” by de Lisle.
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inspiring him in order to write translations:

0,TlL OV TOP®VE TN PovTacia, 6,Tt pov EmAade To oTiY0, 0,TL HE EPEPVE OTO
peppacpo, 06,11 pov kKwvovcoe T OlaicOnom, O,Tt pov Kvpieve ™ okéym,
evBounoeg, evtummwoeg, cvpmddetec, aydmeg [...] O momtg gumvéeTon Ko

extelel, KaBdg 1 yuvaika cuAlappdaverl kot yevva (1:329).

Palamas is also attracted by poems that present a certain technical challenge. This is
illustrated for example in the poems by Lerberghe which are characterised by their

11
elegance.'"®

An additional factor that seems to play a significant role in Palamas' choice is
the theme of a poem. As we concluded in section 1.3.a. Palamas in his selection of poets
is attracted by those whose Greek spirit and temperament is prominent. ''® This can be
found at its clearest when Palamas translates poems which have a Greek theme, i.e.
Hugo's poem "L’Enfant" ("To eAAnvémovio"), whose subject is the sack of Chios by the
Turks in 1821 and a Greek child who wishes to fight for the freedom of his country.'*’
An additional example is Baudelaire's poem "Un voyage a Cythére" (""Eva ta&iol ota
KoOnpa'") as well as Graf 's poem “H ydpa mov yevwnOnka” which describes Athens.

Also he chooses to translate de Lisle’s “Hypatie” because he underscores elements from

"8 For the technical challenges of some of these poems and the way Palamas handles them see chapter 4

""However Palamas' penchant for translating erotic poems is the most obvious in MR (see 1.2.c)

120 Sakellariou (1998:38) writes that in this poem Hugo declares his deep “Philellenism”. Tsoutsoura
(1997:383) agrees and adds that: « To ehAnvémovio tov Victor Hugo eival n Tpdtn PETAQpPOOT TOV
Holopd omd to yodlhkd to 1885, onuadevoviag v VOTEPN AVAYVOPION TOVL PIAEAANVIKOD

TVELLATOOY.
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Greek antiquity like the reference to Parthenon.'”’

More than any other Greek poet, the
Parthenon is the subject of totally five original poems by Palamas as we can conclude
from Giannakopoulou’s (2009) study. Palamas was also attracted by Greek
mythological themes like "EpipOAn" by Jean Moréas. Palamas has of course many
poems of his own that are related to the ancient Greek myth (Ricks in Mackridge 1996)
and the Greek antiquity in general (Marmarinou 1976: 323). Palamas loves Greece and

3

Ancient Greece (see for example volume 1) and his “motpidoratpikn moinon” was

many times spotted by scholars i.e. Apostolatou (n.d.), Siatopoulos (1993) and Tziovas

(1986:390).

This cult for anything Greek fits into the general trend of that time, as the young

Greek demoticist poets were attracted by French Parnassianism because of its

predilection for classical and Hellenistic Greece (Tziovas 1986). The reason for this

according to Sofroniou (1959) is that through their own exploitation of Parnassian

classical subjects, the demoticist poets may have been anxious to show that they were

no less Greek than the purists who tried to emphasize their Greekness merely by using

archaic language and to monopolize classical Greek culture by accusing the demoticists

of treachery to Greek tradition. The demoticists also believed that they could do better

in reviving tradition.

121 For the presence of the Parthenon in European and Greek poetry see Giannakopoulou (2009) The

Parthenon in Poetry.
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The affinity certain foreign poems have with Palamas' own oeuvre -nearly all of
his original poetry had been published before the publication of MR- is another
important criterion for kinds of poems to be admitted (as well as for his choice of poets
as we saw in section 1.3.a). Palamas (11: 215) jots that MR only gives some insight into
his own self. So he chooses the poems which are closer to his poetry.'?* There are many
similarities between the themes of Palamas' own poems and some of the poems he
chooses to translate. This is the case with all Palamas’ late collections: “Since the
poems of the last four collections show no very positive development but are rather
variations on older themes, they will receive no more that a cursory glance there”
(Fletcher 1984:218). Palamas says that a Greek poet’s use of themes is anyway standard
and derives from philosophy, mythology, religion, demotic tradition, the past etc.'* For

Palamas’ poetic subjects Sofroniou (1959: 169) annotates that:

In the short, economical and precise pieces of lamboi and Anapaestoi
(1897) he developed many of the themes which occupied most of his
subsequent poetry: his sense of isolation, love, the cruel aspect of nature, the
landscapes, the deification of the sun, the primacy of form in artistic

creation etc.

122 They also have an interaction with the Modern Greek poetry in general, especially some poetic
traditions which formed his own work i.e. the tradition of Folk songs and Solomos' poetry.

123 <10 6TEPEOTEPOV VAIKOV TO EVPIOKEL PEGT €1 TO AVEEGVTATTOV AoTopeiov Tov TaperdovTog” To VAKOY
To0TOV gival o Bpnokeiat, ot pvbot, To cuvaEhplo, ot dSNUOTIKAL TaPASOGELS, TO SNUOTIKA TPAyOLILH, Ol
totopial, ot Koopoyoviat, ot priocooiot, al yevikai déat, To peyaia ooufolra, n apyaidtg. O TTommg
aoBdvetor Egxwplot)v Kol oxeddv aveEnyntov cuykivnow eumpog €15 v EAAnviknv apyoidtnra...»

(1:212)
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In his translated poems we can identify that most of these themes occur.'** Specifically,

the sense of isolation is conspicuous in the poem “H Téyvn™ by Verhaeren, especially in

r 99

the second line: “K’¢éto1 Ba (Row povog, oAopdvoyog, 1 téxvn pov K'ey®”’, whereas the

5

theme of love'” is found in many of his translated poems, like “Ot otiyotr pov”,

“Epwteg g ynG~, “O Aorogovnuévog ‘Epwtag”. The theme of love, the worship and

beautification of the female figure is found in Palamas' oeuvre too, discussed by many

scholars like Moschos (1993) and Siatopoulos (1993).

Apart from the common themes there are similarities between the titles of
Palamas' poems and his translations, and between the vocabulary in his translations and

the rest of his poetry.'*® This similitude does not flabbergast us as Palamas declares that

12 The general themes of the poems in MR are presented in 1.2.c, but here some of them are presented in

more detail and with examples

123 palamas considers Love as the creator of poetry and the first inspiration in writing his verses but poetry
should freed from its subordination and subjugate Love: “Ti mapd&evo av €x® ot cvveidnon mwg 1
EPMTIKN OpUN €00KE TO TPAOTO OTPOEYLO GTOV GTIXO HOV; KOl EYEVETO PAG. [...] Kt aydho aydiio pbe
K0l TNG TOMGEWS M GEPE Vo, AvTp®On omd v VIOTEAELL TG, Vo Yivn ave&aptntn Toltela, va VITOTAEN

TOV £pmTA, VO TOV KA 6pyavo g e&ovaiog tg" (4:335).

126 For examples on the similarity of titles between Palamas’ poems and translations see section 3.2. and
5.2.a. The semblance on the vocabulary level between Palamas' oeuvre and his translations is
demonstrated in the micro-level analysis (chapter 4). A typical example is Palamas' frequent reference to
wings in his translations (in the two homonymous poems “Ta @tepd") as in the poem “To @Tepd» in
Ilepaouara wor Xoupetiouoi (1931:321) as well as in his following poem in"TIpopnrtikéc" (O
Awoeraroyog tov yoprov 1907)

.. KOL UV EYOVTAS MO KATOV GALO akaAl

Vo, KOTPOKVANOELS TTLo [l

otov Kaxod 1 oxdla,
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it is familiarity which offers him aesthetic pleasure rather than the surprise of something

uncommon:

Kot dpmg exeivog mov ayamdel mé€pa g TEPQ TO TOINLO Kot TOV TOV divel M
Téxyvn v ootk andAovor, tov ™ Oivel, TOAUD vo vrootnpilom, Oyt
poévo amd 10 EAPVIOGHO TOL TPOTOEIM®TOL 7oL dev EEpovue Amd mTov
apyiCouv Kol mov TEAEIOVOLV TO CLVOPE TOV, OGO MO TO EVAPECTO

ocuvaicOnua mov pog 6ivel To yvaopipo, omd T cLYKIviion Tov oG EUTVEEL

’ r I3 , ;12
TO GUVOTAVTILOL TOV TOPASOUEVOV, ATEPUGTOV, 1.EPOV, EMBVLUNTOD. >

Therefore, this kind of similitude makes him select what poems to translate.

Not only does Palamas select poems which have an affinity with his own poetry,
but poems which are closer to his inner world, which have an interior relation with him
and maybe an interaction with his life. A poem documenting this is entitled ""HpBa to
dvotuyo opeavd" by Verlaine which links to the personal life of Palamas who lost his
mother and father at a very early age. Also the poem "To moudi mov mebaiver" by Sully
Prudhomme, has as its topic a child's death and links to a tragic event in Palamas' life:
the early lost of his four year old son Alkis, the subject -profoundly the reason he wrote
his masterpiece O Tdgoc (1898).'*® There are also many poems referring to the old age
and death, which preoccupied Palamas especially at the last years of his life during

which he publishes his collection of translations: "TeAevtaior otiyor" by Leconte de

yia v avéfooua Cava mov oe Kalel

Oo auoravleic vo, cov popwoovy, w yopad!

Ta ptepa, To PTEPa TO. TPWTIVA GOV TO, UEYGLO!

127 This is in contrast to the aforementioned words of Bonnefoy (2000:109) who says that new is what
ulcerates.

128 of 3.1.
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Lisle, "H {on and pokpod" and "ITov wave;" by Sully Prudhomme.

Two other poetic elements that can be considered as prominent reasons for
Palamas' choice of poems are metre and poetic form. On the one hand, we can notice
that the SPs written in the Alexandrine predominate in MR. The Greek equivalent of the
Alexandrine is the fifteen-syllable, which Palamas favors to use in his general poetry
too. Poems written in the Alexandrine assist Palamas' predilection in using the fifteen-
syllable (see section 3.3). Palamas also has a general preference for the sonnet.'”” That

is why he selects to translate mostly sonnets.

The kind of poems had also significantly affected Palamas in choosing them for
translation. Palamas' penchant was towards the lyrical. His anthology balances against
private life poems (mentioned earlier), poems that deal with historic occasions, or
express convictions, religious or moral. Generally the poetry in MR is not public poetry.
Though not all the poems in MR are lyric, his volume has an overwhelmingly lyric
character. This Palamas’ penchant again has to do with the notion of indigenous
literature which favours emotionalism, expressionism and corresponds to lyrical poetry
according to Tziovas (1986:345) who adds that “it is not symptomatic that the most
hellenocentric poetry and particularly that which extolled the beauty of the Greek

nature, was lyric”. It also has to do with the general lyrical character of MR that was

129 The reasons of Palamas' preference for sonnets are developed in 3.5.
115



exactly what Palamas consciously aimed to achieve. He himslelf is aware of this and he
confesses in the Preface to MR (11:202): “deiyved povo kol 6°onTd KATL GOV ommOKOLOL
Tov Avpikov eavtod povy. His narrowing of focus could be an inducement to
discriminating critical judgment, but it is lawful as long as he is the anthologist with the
right to make selections. The Avfoloyio EAAnvav Avpikwv Tloigtav by Paraschos and
Leukoparides (1930), is like Palamas' anthology, neither historic, nor grammatological
("ypappoatoroywkn'") but has an aesthetic character: the anthologists chose poems which
carry out or approach the meaning of real lyricism."*® This is the anthology that most
resembles Palamas' collection, because Palamas also has mostly aesthetic criteria in
choosing the poets and poems in his anthology having a preference for lyric poets and
131

poems. ~ The fact that these two anthologies are published in the same year may not be

a coincidence.

Something associated with Palamas’ preference to lyrical poems is that a poem’s

. . . . . . . 132 .. . .
musicality is a criterion for its selection."”* For Palamas music is very important in

1% In that sense, MR fits the genre of Palgrave’s (1954) Golden Treasury or Quiller-Couch’s (1932) The
Oxford Book of Ballads.

1 In Paraschos and Leukoparides’ anthology, though poems are classified according to the poets
established division (into Entavnookr, [TaAid ABnvaiknm, Néa Adnvaiky and Nedtepn [Taveddnvia) and
the age of each poet, they kept out any poetic production not following the book's general principle: the
exclusive pure lyricism. They also made an innovation: the poems are published without the
accompaniment of their authors' names

132 For more information see detailed discussion in section 5.2.b
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poetry.'*® As Bonnefoy (2000) correctly realises: we love a poem from the very first
instance even though we do not realise its meaning and we love it because of its words
and because of the music of its verses. For Bonnefoy (2000) music has effect on
thought, on sentiment and offers brightness to a poem. Palamas not only chooses poems
where musicality prevails, but also chooses poems which have title with musical

: . 134
references or poems with musical form."

Palamas escapes the accusation often aimed at anthologies, that they include
many poems found in similar books, leading to the suspicion that their anthologies are
simply culled from earlier anthologies: he does not choose only famous poems to
translate, nor he selects poems for their appeal to the common reader.'** Palamas surely
is seeking to include the best poems on some definition but the fact that he does not
focus exclusively on the best-known lyric poems could be perceived as an effort to
fetter his collection with the responsibility to be more inclusive of the poems in
literature of that particular time, and above all in France. He is also representative
insofar generally the selection of well known poems does not necessarily offer
representativeness of a poet’s work which does not include only famous poems. Further,

the choice of well-known poems does not entail the increase of the anthology's quality,

133 see section 5.1

134 ¢f. section 5.2.b

135 Samely, Palamas does include some famous poets but his choices are not limited only to them (see

1.3.a).
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as there are many examples of bad poems that are very well known (Kokkinis 1989),
and excellent poems that are not. Nonetheless, the quality of poems should be the
priority of the anthologist who has as a right and responsibility to choose the best poems
according to Garandoudis (1988);'*® but the question, how quality can be defined and

obtained, still remains unanswered.

Of course Palamas is aware of the famous poets and the poems the audience
likes more and though he takes into account these preferences for both the selection of
poems and poets, yet he does not entirely immolate his preferences on the altar of the
poetic aesthetics of the many. This is in contrast to Apostolidis' (1949) protestation that
the anthologists sacrifice his loves in order to include poems which are generally
considered better. What Apostolidis (1949) suggests is that the anthologist should erase
himself in order for the anthology to become a testimony of the many, who lived in the
era of its publication. In this respect Palamas is more of a private collector than an
anthologist according to Ferry's (2001:37) way of using the terms: "while the private
collector shaped his gathering to suit his own taste, the anthologist could justify his
selection and arrangement of its contents only by its appeal to his imagined reader."

Palamas is both or something between an anthologist and a personal collector because

136 R** &Tefarikis' (1868:2) anthology includes only the finest poems from each poet: "nkolovOnca
whvn 110ppvbpov pébodov: dev dmpeca Tag TOoELS KOT'EIO0C, OAL', APlEPDOCAS EKAGTO TOMTH 110G

ceMdag, evéypaya v aVToig KoTd Tva Padpoioyioy Tovg EKAEKTOTEPOVS WTOVG popyapitag."”
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he follows his own taste (and he apologizes for this in the Preface to MR) but
realistically, he does not ignore the audience's preferences and expectations: He chooses
some of the most lovable poems and some poets who are most expected in an
anthology. Correspondingly, MR shares both the characteristics of an anthology and of a

personal collection. As Palamas writes:

{O momm} mhvta €€l GTO VOL TOL KAMOWOV 10£0Td KOGLO, KOl TPOGC
exetvov To aQlepdVEL TO TPAyovdt Tov, Opnokevtikd, pootnplaxd, PEPatog
TG 0 KOOUOG €Kelvog elval Kapouévog yioo v Tov ouotovOn Kot vo tov
ayamion:[...]JKoat o mo mepneava EEyvolaotog momtg T0 Bupdton Kot to
ovvepiletar to Koo Tov-[...Jefvar adVVOTO 0 TOMTNG VO U1 OKETTETOL, VO
un - ypaoen  €xoviog UmPOSTO TOL  KATO0 KOOUO TPOG TOV  Omoiov

amevBoveton" (4:318).
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Conclusion

This examination of the genre of the anthology shows that anthologies have a rich

variety of forms, express wide-ranging targets and appeal to differently imagined

readers. They owe their dissimilarity to the unique character of their maker. This

examination also shows that anthologies have certain features in common that

distinguish them from other kinds of books or other kinds of poetry collections (i.e.

collections made by editors or by authors of their own work).

The application of the pattern for MR verifies our inference formulated in the

Introduction that MR is an anthology, in spite of Palamas' attempts to dissuade the

reader from seeing MR as an anthology and the perception of MR by Petridis (1930),

who took Palamas’ declaration at face value. MR is in fact an anthology of translations

made by the anthologist who was also the translator of the poems included. It also carts

some outlandish features which still do not abate its nature of anthology. A synopsis of

the conclusions of each part of the pattern constitutes a strong verification of MR's

categorization as an anthology.

Firstly, MR satisfies the criterion of formal classification terms. Even though in

the title it does not contain the word anthology, collection, miscellany etc. it has an

emphasis on the acoustic, and implicitly the lyrical dimension, that links it to a tradition
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in the modern Greek verse anthology. Regarding the direct interventions of the

anthologist, the absence of any information on the biography and the oeuvre of the

included poets in the main part of the book may on the first look disorientate the book's

character as an anthology. But the anthologist's comments in the Preface and his

interventions around each poem -though sparingly and not consistent- do enough to

place it in the anthology genre. The reader is left, with as little visible guidance as

possible to experience the verse directly, on its own terms.

As for the book’s structure, we noticed that a first sight on the poets' and poems'

arrangement gives a casual and a non-prescriptive impression. Poems are not disposed

according to a single principle like strictly chronological dating, or the logic of thematic

categories, offering the impression that the poems' arrangement is an expression of the

anthologist's personal pleasure in browsing. However, there is a kind of logic of a

defined sequence that makes us conclude that in Palamas' anthology poems are not

printed together randomly. The reasons for the poems' positioning could seem to have

been generated from within and there is a loose kind of sequence designed to bring out

the interrelation of one poem with another. Palamas' placing of poems shows that he

rather opts to create an organic unity rather than tracing a linear path. Samely, Palamas’

adjustment of poets verifies our inference that MR is not arranged chronologically-

according to the poets' date of birth- or alphabetically, but through our description
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(section 1.2.) we concluded that nothing is placed without careful consideration.

Examining other Greek and European anthologies we see that the criteria concerning the

arrangement of poets and poems vary (most anthologists follow a chronological series,

others make their book's arrangement according to the degree of importance of poems).

Since this liberty exists and anthologists do not have to obey any prescribed rules but

only those derived by the aim of their book (as we saw in Palamas' case his objectives in

MR determine his poetic arrangement and selections), the lack of consistency by

Palamas is not a surprise.

If order is one kind of choice, the selection of poets and poems is consciously a

more personal process, which calls attention to the anthologists doing the choosing. The

poets and poems in MR are not chosen by coincidence but varying selection criteria are

applied, which I have made an effort to detect (section 1.3). Some of these criteria were

not indicated by Palamas: only comments dispersed through the Preface to MR allow

glimpses of Palamas' choices of poets and poems as well as of the main line of

development that Palamas was, intermittently, tracing. The existence of these criteria,

which again vary among anthologists, confirms the categorization of MR as an

anthology.

Still, as in the procedure of arrangement, there are not any governing principles
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followed by Palamas in the selection, and this is another peculiarity of the book.

However, like the process of arrangement, the process of selection is inevitably a

subjective action during which anthologists follow their individual taste. Palamas

explicitly declares that he translates only the poems he likes and the poets for whom he

has sympathy, divulging that he acted to mostly satisfy his own taste. Generally,

Palamas makes a personal choice: he chooses to translate the poems which have an

interior relation with him, which have an interaction with his life, which most touch him

and are closer to his inner world and poetry. A large proportion of anthology readers

expect to see in an anthology specific poems (which are well-known) and poets (usually

the most famous ones) so they are not prepared to judge alternative choices. Many of

the poets in MR were famous and some of them received the Nobel. But Palamas does

not include modern poets or only well known poems, which reader would expect to

meet that time, and that is why he becomes justificatory in the Preface of his choices.

The way Palamas presents the book depends on his personal taste something

which is confirmed by the examination of the anthologist's presence in terms of the

selection and arrangement of poets and poems as well as the sort of interventions

Palamas undertakes. Palamas' anthology, then, has the character of a personal

collection, though, given his eminence, it would be surely difficult for such a poet, with

such an established reading public, and such a long record of writing important

123



criticism, to produce an anthology that would be read as simply personal. On the other

hand, a personal anthology does not have any kind of logic in its character as a book,

whereas Palamas' anthology has its rationale and its arrangement is not left to the

mechanism of chance. Also, since Palamas decides to publish his collection in 1930, he

is presented as someone wanting to bring together poems that will give pleasure not

only to himself but also to their readers both separately and as a collection. MR then

shares some characteristics of an anthology and of a personal collection, it is a kind of

book situated somewhere between the two genres.

Apart from its personal nature another characteristic of the book is its historic

character. MR covers a generous period of about a century. During this century many

schools and movements are covered, giving a synoptic image of the (largely French)

schools which influenced Palamas throughout his poetic presence in literary Greek

letters. Symbolism is the poetic school which is represented with the most poets in MR.

Parnassianism is also very well presented. But generally, Palamas chooses eclectically

from diverse poetic schools and tendencies.

Consequently, there are two ways of reading MR: in reference to the French poet

(which implies its historic nature) or in reference to Palamas himself (which implies its

essentially retrospective character). MR is both a source of memories mainly of France
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(not the country which Palamas had not ever visited, but its literature and civilization)
and of Palamas' personal memories. Palamas now experiences his influences as a reader
by rewriting them in MR. Though the poems are not arranged by date they describe his
poetic life, as the dates inscribed at the foot of nearly all of the poems lead the reader to
infer. MR is more of a personal agenda and an autobiography. It is a set of impressions
from his past: by looking back through the century's poetry Palamas traces the
influences on his work up to the present. However, Palamas does not glean texts of
modern fluid literary reality. So Palamas makes a retrospect of a large period of his life
and not of his entire poetic life. That is, he seems to choose poems and poets who fit his
mentality around 1930. This reflects (as we find in O kdxiog twv tetpdoriywv 1929)
Palamas’ person as an old poet, who chooses mostly lyrical poems as consciously

moving to become more a lyrical poet in the last years of his life.

Palamas achieves his objectives in this book."”” He presents a piece of his lyric
self. MR is a gift back to French poetry, is a way for Palamas to say that he could not
exist as a poet without these poets and their oeuvre, for he is as much recording his debt
to persons as to poems. Moreover, with the publication of MR he proves that he was still

active, at times when his own artistic contribution was out of fashion.

137 For Palamas’ objectives see section ¢ of the introduction to this thesis. Most of his objectives are found

in the preface to MR.
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Palamas' labour has not been that of an ordinary compiler of anthology because of
some MR's divergent characteristics comparing to other Greek and FEuropean
anthologies. Palamas is granted with the authority given to an anthologist and in spite
the annoyance someone could receive at his liberties in exercising it, MR is still an
anthology. What makes MR one of a kind is the brilliant originality of its arrangements,
and its central focus on the idea of music. His grouping of his material into successive
but overlapping themes is done with great delicacy. Paradoxically, it is precisely
through its appearance of self-effacing simplicity that this intensely self-conscious

design depends for its effectiveness (Ferry 2001).
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Chapter 2: Palamas’ views on verse translation in relation to modern

translation theories

Introduction

In this chapter I examine Palamas as a theorist of translation. Palamas' views on
translation are not expressed in a systematic way but are mostly based on specific
examples to be found scattered in his work. I have made an effort to study all sixteen
volumes of Palamas' work and gather together all his theoretical views on verse
translation. After gathering them together I have tried to thematically categorise them in
order to discuss them. Of course not all Palamas’ translation theories are presented
(because such a task would be infeasible to be organised), but a big piece of them. I
selected only the views which I consider important and which are many times repeated
in his scrips. I will present these theories with dates in order to examine if these have
undergone any serious amendments or negligible modifications along time or if they
remained unchanged. Palamas uses a large alloy of translation examples in his theories:
«O xoatdroyog tv €pywv ota omoior o IlaAopdc oavogépetal oTo HETAPPACTIKA
eovopeva ivorl LokpOS Kot KAADTTEL TIG O18POPES PAGELS TNG ONUIOVPYIKNG TAPAYMDYNG
T0V 610 GUVOAO Tn¢» and he brings up important translation problems «Ot amdyelg

avtég tov [MoAapd avtavokiobv v eniyvoon v omoio €Yl TOV UETOPPOUCTIKAOV
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TPOPANUATOV, OAAG Kol TN ONMOVPYIKN TOV OTACY OmEVOVIL OTN UETAPPACT)

(Tsoutsoura 1997:380-381).

The examination of Palamas' theoretical views on translation is of great
importance for many reasons. First it is important in order to see if there is a correlation
between his theoretical views and his practice in translation. Moreover, it gives an
insight into our study of his translation practice, to see whether and how his theory
affects the translation methods he uses. Some people may reject or ignore Palamas'
views on translation because they assume that his views are outdated, but in his own
idiom, Palamas does show himself of just the same sorts of theoretical problem
discussed by modern theorists like Venutti, Steiner, Bonnefoy and many others. Though
even then Palamas has surely very little interest in what is the trendiest topic in
translation studies, viz. the politics of translation, still he influenced modern Greek
translators with his theoretical views on translation.'*® Vayenas (1989) highlighted that
Palamas and Vlachos were the biggest theorists of translation in Greece. Tsoutsoura
(1997:380) takes the point further, speaking about the innovations Palamas’ brought in

Greek poetry through his verse translation theory:

Ye Moy E€moyn Katd TNV omoio. 1 EMOTNUOVIKY] oLveidnon Ttov
LETOPPOUCTIKAOV QOIVOUEVOV BPIoKOTOV GE TPMTOAELN KATAGTACT), O [Tohapdg

Otékpve pe oayela 1o a&impa TG AOYOTEXVIKNG LETAPPOONS, COLPOVO LE

1% As Loulakaki (2010:7) noted: “Palamas’ theoretical pronouncements and practice of translation are

echoed but also challenged in the two poets’ {Seferis’ and Elytis’} practice.”
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TO 07010 TO UETAPPAGLO OEV VITOKAOIGTA TO TPOTOTVLTO, OAAG GUVLTTAPYEL LE
avto. K1 €dd akpifmdg £ykettar Kotd TOAD 1) OVGLUCGTIKY| AVAVEDGT TNV OToiN
eépvel o Tlodopdag ot vedtepn eAMNVIKY] moinom, ovolyovtdg v

KUPLOAEKTIKA GE VEES OALOTPLEC LOPPEC.

Translation capacity is both art and technique, it is a talent and a theoretical

training, it is a gift and a fairly complicated process with its own techniques and

methods (Sella-Mazi 1997). We will see that Palamas has the gift of a translator and he

also has a core theoretical knowledge which permits him to be able to translate. Of

course Palamas did not have the chance to obtain training or education on translation

studies like it happens nowadays with translators or some people who want to be

translators. However he had his own guideline of translation views which were probably

developed from his readings of certain theoreticians, like Goethe and Valéry. These

theoreticians might be of his times or of previous times. They also might not be

theoreticians with the strict sense of the term but they could be mostly French poets who

were translators too and they were writing concepts and views from their personal

translation experience. It is more probable these views to be French because Palamas

knew the French language and was more close to the French literature, but this does not

exclude the possibility for Palamas to have come in contact with other European

theoretical views through Greek or French.
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In this chapter I decided to to compare Palamas’ views to modern theories instead

of the theories of his times because translation theories were in a scientifically juvenilia

situation in Greece of that time. Namely, Palamas develops his translation critisism at

the time when the scandals of translation «Evayyehkd» and «Opeotelakdy were taking

place in Greece (Tsoutsoura 1997:380). Generally Greek translation theories of that

time were restricted in the contrast of freedom and fidelity. The most known important

theorists were Vayenas and Papatsonis. It is significant that Palamas managed to mould

such a strong theoretical view on translation at the time when translation theory was not

so developed. In the European context of course translation theories were more

developed than in Greece and Palamas was aware of the theories some of which reflect

the development of his own translation criticism. But I thought wiser to use recent

theories in order to show how progressive were Palamas’ views and how close are to

modern theories rather just showing his influences that can be easily surmised.
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2.1. Fidelity, infidelity and the impossibility of translation

During Palamas’ life, discussion of literary translation continued to debate the central
issue of faithful versus free translation. Palamas defined faithful translation (motn) as a
literal, or word-by-word translation (xatd ypappa) that is faithful to the letter. He called
the unfaithful or free translation «eAevBepn». He seemed to consider the latter as
paraphrase «mapaepacn» rather than a translation."”” His words on the Valaoritis’

translation of Lamartine demonstrate this use of terminology:

Tng ovAAoY™g TaOTNG TPOTAGGETOL TPOAOYOG, EI1C TOV OTOIOV O LETAPPACTNG
exBéter v pébodov mov nrorovOnGev €1 Vv gpyasciov Tov, £va HEGO Opo
HETOED TNG TIOTAG KOTO YPAUUO TOPOKOAOVONGEMS TOV KEWEVOL KOl TNG
elevbépag TopOEPACE®S, KOl OQEPMOVEL OAMYdG Ypappds €1 TOV

Aopaptivov (10:11)

In this age-old dichotomy of faithful versus free translation, Palamas favoured the
latter for literary translations. As early as 1893 he declared that literary translations and
especially verse translations must be free translations in order to be comparable to the

STs:

Ag Anopoved 0Tt 1 EULOAOYIKT, ovyi O M GYOAOCTIKN UETAPPUCLS, KO
TPOTAVTOG 1 EUUETPOG, OMOLOVONTOTE KAAMTEYVIHOTOS OV a0l KAT®G,
TNPOVUEVOV TV OTOCTAGE®V, VO OUAANON Tpog tOo mMpwtdTLTOV, Elval

€€’ avaykng ko Tpémet va givor eElevBépa petdoppaots (2:127).

One year later in his essay «H petdopacic g Yrotiog» he repeats this: «I'a tovto

139 Palamas’ use of the term “paraphrase” here (and “imitation” later in the next section) is suchlike to

Dryden (1960/1989) definition of the terms.
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ovpPaivel ot EUAoAOYioL TOAAEG POPEC 01 TAEOV MPOies PETAPPACELS Vo Elval Kol Ot
oMymtepov motéey (15:284). In the same essay Palamas cites (15:285) Psichari’s
Etudes de philologie néogrecque where the allegation of the impossibility of word-for-
word translation is expressed by Taine, who supported that there are not synonyms
between languages.'*® Palamas then seems to have been affected by Taine’s translation

theories.

Throughout the years Palamas remained constant on his preference for free
translations. Few years later he argued that a so-called faithful translation is often a

“bad” one, whereas a free translation is a more correct version:

KaBdg, moALéC @opég o moty petdepooct, pmopel va elval m moO KoK
HETAQPOOT, Kot pd petdepoon elevbepn va givor k' 1 mod cwortn, aviroya
kot oty Téyxvn. IMoAAég @opéc vy va to Aég md koAd, ypetdleton

vamopakpouves' and ta mpdypata” (IleCol Apdpot 1929-1933: 117).

He reiterated this opinion as far as 1929 in his Preface to MR where he argued that
unfaithful translators -and he meant unfaithful to the letter- are (and can be, surely)

more faithful towards the ST:

IMati o' xet kol N poipa TV TOMTOV: 1 YAOCGGH TOV EEPEL LovAyo TaTpida-
dev €xel oyeddv timote KoopomoAitiko. Kot 1) méptouv o€ yépila epunvevT®dv
oL OGO Kl OV €IV YVOOTIKOL KOt KAAOGLVEIONTOL, TOVG QPALPOVY KATL ATd
to Covul TOLG TO TPWTOYOVO: 1] TEPTOVV OTO YEPLO GLVUOEAP®V TOLG
OAOPOVOV: Ko TOTE EKEIVOL TOVE PEPVOLY GTO OIKE TOVLG TO. VEPA: TOLG
TEPVOVV GTNV TEYVN TOV: KL AV TOVG 0ALAlovv, pmopel kot aBeda va Tohg
Kpatobv o moAD otov aépa mov Ba MBedav, mov Ba Empeme va Tov

avVOTVEOLUV: Ol GTIGTOL OVTOL PETAPPACTEG €lval amd oy GAAN dmoyn ot

140 Exactly this view is also mentioned by Schopenhauer in Schulte (1991).
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motdtepot (11:199).'!

Palamas applauded Alexandros Pallis’ translation practice, which he believed

embodied this paraphrasing method of translation. In his comments on Pallis’

translation of the lliad (2:127) in 1893, he praised the fact that Pallis presented the text

more faithfully-than would any timid and mechanical tracking of the original-because

he was not literal. Some years later (in 1908), he repeated his approval of Pallis’ four-

verses translation from the first page of Hugo’s “Ilapddoonc tov aidvevy, when he

declared that even if Pallis was not faithful to the letter, he still produced faithful

translations. Palamas cited specific examples to demonstrate Pallis’ skill:

Me 10 pKpookomikd ToUTo TETPACTAKL Eovoiyetoar OAOKANPOG O
UNYXOVICUOG H0G UETOPPOCTIKNG TEXVNG TETpOmEpatnG. Edd 10 €101K0,
opopévo ko kdmwg meohoywkd France EetvAlyetor dokpvooTaAmyTo Kot
yivetal “tng yng mov Aaytap®”. Iapakdtov avtiBeta To yeViKO Kol LOLGIKO
arbre yivetonw t0 @popévo Ko {oypoaeikd “movpvapt’. AAAod 1o un vent
amiaiveTon ica pe pav avpo. Exel 1o amdo deraciné delyvetat pe ta cuvheta
pog, opototepa, pabvéeppilwto. Tov TpoOTO TOVTO, TOV YWPIC VO HEVN GTO
Kelpevo motdg, ev tovTolg EEpetl va Eavadivel To Kelpevo o motd and Kaoe
ATOAMO Kot 6oL unyavikd mopoakoAovnpa tov tpwtdTLToV, B Eavappovpe
mAatvtepa GAAN @opd, ca BEAn o Bedg, eetdlovtag to uéya €pyo, TV
IMaoda (8:37-38).

Accordingly, in 1894, from all the Greek translators of Lamartine’s “H Aipuvn”

(Karasoustas, Vasiliades, Vlachos) Palamas praises Valaoritis because as he said “oavtn

N ToAunpOTaTy dmotn eival kKo 1 mototepn (15:285).

"I Palamas speaks of epunvevtéc here, using a musical-type expression. Certainly, there is a contrast

between fellow poets (cuvadelot), who are fit to translate, and scholars or mere performers who are not.
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Palamas’ praise for Pallis and Valaoritis’ translations has however, signs of

dissatisfaction that causes an indictment from Palamas’ part. The fact that Palamas did

not advocate excessive fidelity to the letter does not mean that he supported the creation

of totally free translations. He clearly stated in 1893 that while a translation worth

comparing to the original has to be a free translation, there are still limitations to this

freedom. If someone does not comply with these restrictions, then the meaning of the

original poem will be warped and there is a danger for the TT to distort into parody,

according to his comments on Pallis’ translation:

H TMéoa tov k. ITaAAN, akpipog enetv, dev eivon petdopaoctc, Kot eivar Katt
Topamave ond Topdepocty. Elval andmeipa LETOGYNUATIGHOD TOV opyaiov
ounpwod €1g Kabapdv veoONUoTiKdv moinua [...] 0AAL cvyypOvmg voplm
OTL TV EAELOEPIOV TOVTOV VTTAPYOLY OPLAL TEPAV TWV OTOIMV KIVOVVEVEL VO
VTOGTH CNUOVTIKNV 0ALOI®GLY O YOPOKTNP TOV TPMTOTVTOV, AAAOIMGCY TOV

numropel va Tpoywpnoet eviote ko uéxpt mapwoiog (2:127-128).

Palamas in 1920 again poses the view that the impunity of license in translation often

becomes parody in his comments of Alexandos Soutsos’ translations of Lamartine:

Ewg mv “KiBapav” katd npdtov mapovsialeton n mepipnuog “Aiuvn” tov
Aapoaptivov, aArd yopic v vIOdEEWV TG TYNG TG, ©OG TPOTOTLITOV
épyov, oAlaypévn, paokapeopévn Ba leya, €1g “Odraccov g ATTIKNG .

. H ofela elvar o1t povov o moAD TPOGOIKEIWUEVOS TNV YOAMKNV
moinoy dvvVATOL Vo OVOyvmpioT Ta TPOTLTO Ad TV OTOIMV MVIANGEV O
momtne, ool Oev &diotace [...] KOl Vo TO TWOPOUOPOAOCT) UEXPL TNG
mopwding, 0cdKig dev dokalet €1G fApog TV TNV NOOVIAV NG AOYOKAOTING
(12:22-23).

Thus Palamas encouraged freedom with limits in the translation process. In modern

translation theories we more often encounter scholars who support the idea of the
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limited freedom formerly expressed by Palamas. Davie (1975: 21) for example, states

that: “it is the more important to recognise what freedoms the translator may take while

still remaining a translator rather than an imitator”.

A view that directly contradicts Palamas’ opinion, however, was expressed in

1899 on the question of the Gospel’s translation: “Atdtt Kot 1 HETAPPACIS TGTH TIG KO

KOTO YPAUHO o0Tm¢ ewmelv epunveia givat, a@ov kot 1 epunveio dev eivar mopa 100G Tt

LETOPPACEMS AVETTVUYLEVIG TOV GUVERTVYUEVOL KEWEVOL” (2:517). So for Palamas all

translations—even the faithful or literal ones—are a kind of interpretation. This view

automatically cancels his previous negative criticism on Alexandros Soutsos, Pallis and

Valaoritis’ translations of Lamartine. Since Palamas identifies interpretation with

translation, he accepts that just as there are many kinds of interpretations so too there

are different translations; and there are many interpretations because many meanings

exist in one text-this is the very definition of polysemy. It is right that a singular

interpretation will never exist; everyone has his or her worldview and method of

understanding. The same applies to translation: there can be many translations of one

ST.

This view has been established in recent years in the aphorism reading is

translation and translation is reading (Barnstone 1993:7). The averment that reading is
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translation is also supported by Steiner (1998) and Jameson (1972) and conversely

translation as a form of reading was also pointed our by Hollander (1959:214-16)

specifically as a reading that functions as an “interpretive translation”. According to this

view reading is an act of interpretation -which “once meant translation and still does”

according to Bloom (1975:85). So the translator is first a reader and as such he or she

always reads in a subjective way and this exactly is the key task of the translator: to read

the text freely (Bonnefoy 2000). According to the theory of polysemy, poetry, more

than any other kind of text, has many meanings- aesthetic, phonic and expressive

(Bonnefoy 2000, Barnstone 1993). Thus, every translation develops one or more

different aspects of the ST’s meanings. That is why no two translations of the same ST

can ever be the same. Henceforth, it is also impossible to reproduce the text’s

multiplicity of meanings in translation. Fidelity to the meaning is not exactly a simple

notion. Bonnefoy (2000) argues that the meaning of the poem as it appears in the layers

of signifiers and signified is divided into two levels: the level of ordinary consciousness

and intuition.

Palamas’ views on fidelity and infidelity, specifically his discarding of word-for-

word or literal translation, also stand in line with the work of many modern theorists.

Among them, Davie (1975) and Bonnefoy (1989), support that literalism leads to

quaintness and hence infidelity, whereas the translation that is most free is often more
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faithful to the ST. Moreover, for Steiner (1998:126) fidelity is that “the message of the

conversation should not be misunderstood despite how it would be expressed”. We can

say the same thing in many different ways and the message remains the same; thus,

literalism is not as important in translation. So he discusses the linguistic fact that every

person has a different kind of expression, further supporting the idea of the

impossibility of word-for-word fidelity in translation.

So as Davie concludes, “there is no perfect translation because no translation can

bring over everything that is in the original” (Davie 1975: 23). Schopenhauer (in

Shulte&Biguenet 1992:32-33) takes the point on the level of word and sentence saying

that “Rarely can a characteristic, terse and significant sentence be successfully

transplanted from one language to another to produce exactly the same effect. This

causes unavoidable imperfection in all translations”. Inevitably then, translation is

always a betrayal. Palamas likewise believes that betrayal is the most common destiny

of a translator: “unte mov elvail n yvopuio pov pe tov Aptoto@dvn TG0 GTEVN, Yo Vol

UTOPECH amd UGG opyNG Vo 100, PO EAVEPH, OV, TAY0, O HETAPPACTNG OElyTNKEV

G&Eog Tov oM TN Kol oL TLYXOV — M Hoipa GLVNOIGUEVT TOV LETAPPACTMOV — OTOUEIVE

traditore” (1900,14:45).

The impossibility of full equivalence and full synonymy has made theorists like
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Bassnett (1980) conclude that poetic art is untranslatable. A comprehensive discussion

on this topic is found in Robinson’s book, Poetry and translation: the art of the

impossible (2010). Palamas in his article «Movown kot Aoyiky] otnv moinon»

(1925:464-465) shared the view of the impossibility of translation on the one hand

«Ooco k1 av PAETNC TNV ameEATIOTIKY] A0 TG N Toinom, amd o 6€ GAAN YAOGGA,

elval apeTagpactny, but on the other hand he articulates the view that «dpmg 1 moinon

amopével M Taykoouo yAooooy. In his letter to Katsibalis in 1943, Palamas speaking

about his own translation in French, refers to “@oPepd eumoddin g peTapopdc,

advVaTNG 0€ TOAAL, EVOG TOMUATOG 0mtd pio o€ AAAN YA®oooy. Tsoutsoura (1997:379)

characterises Palamas’ antithetical view on the impossibility of translation as prudent:

Avdueca ota 600 aVTA Opla TNG HLETAPPAONG TOL TOV TPOoGolopilovtal amd ™
@rvocogio g YA®ooag (amd ™ po dniaodn to aiopa Tog kabe keipevo gival
duvaTdv va petagpactel kol amd v GAAN 10 alopa emiong mmg n amdAvT
petaepoaon eivor advvatn), o IloAapdc otéker pe T oOVESN TOL TOV
xopaKTNPilel yEVIKOTTO MG KPLTIKO, GAAL KOt LE TNV TOAUN TOV TOVL EUTVEEL TO

TAHOC Yo TN LUGTIKN TEYXVT TOL AGYOL KOl TOV KAVEL TONTY.

His seemingly rather pessimistic opinion that something is lost in translation and

that translation changes or betrays the ST yet has traces of optimism. In 1900 he utters

his belief that translation is a torturous ordeal for poetry, yet it still has the power to

remain unbreakable through translation: "Oco xt av 8o v dAAale t€tolo moinonv n

HETAQPOoN, 1| OOVOUN TG eltav apkeT yio va tepdon aydraotn, oo OBeio ovoia, Kot ™

QoPepmdTEPT doKluacio Kol TL SOKIHAGIo POPEPMTEPT GTOV TTOMTH OO TO YEPL EVOG
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petappaotn!"(4: 434). This notion of ‘force’ of a translation on the original text is also

discussed by Reynolds (2011). The aforementioned Palamas’ opinion remained stable

through time though it slightly became more resoluted and decisive. In 1912 he

expresses the view that though difficult, a translator can manage in a certain degree to

show the poetic art of a poet in his translation: “Kot o petagppactic g lptyévelog tov

Mopeag v té€xvn tov Mopedc pog Eavadivel, 660 eivar katopbwtd TovTO 0E UK

petaepoaon.” (8:135). As years passed Palamas developed this thought more and his

view on the impossibility or possibility of translation becomes even more definitive in

favour of the latter. So, in 1909 (10:368) although he repeated his thought that every

poet always loses something- either small or big- once his work is translated, he argued

that the most essential elements of art cannot be lost as they remain sturdily in place

when transferred from one language to another:

Apa Bounbovpe mwg 6A01, ca peTagpachodv, 660 ToTA Kt 060 de&ld, KATL
Ba yaoovv mavta, moldg Aydtepo, MOOG MEPICCOTEPO, GTOYULOUAOCTE: O
KOAATEYVNG, apeTappaotog! Ma Kt Gpo. 6TOYOGTOVUE TG TO GTOKElD Ta
OVLGLUCTIKATEPO TNG TEYVNG €IV’ EKEIVAL OV OE YAVOVTOL KOl TTOV OVTEYOLV,
peToQepuEy’ amd o 6’ GAAN yA®wooa, Oo movdue: 0 KOAMTEXVIG

petappaleror!

Indeed, poetry can be translated and the existence of poetic translations confirms this.

What exactly remains in translation depends on the decision of the translator. But,

the question remains to what should remain in order for the translation to be considered

good and faithful. Palamas’ answer would have been meaning (sense-for-sense rather
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word-for-word) and vividness (o1, (ovtdvia) as we can conclude from his theoretical

142

views discussed so far. "~ In Palamas' belief, keeping the form of an original poem in a

translation is also something important and valuable. That is why he pays attention in

keeping the form in his translations. Palamas believes that form is very important

because it beautifies the meaning and makes even a simpliest concept seem important:

O Adyog elval TG LoV KAPPDOVOVTOAL Ol GTiY0l TOVTOL [UE TNV OWYEYAILNOTN
HOPPY] TOVG, TNV OYOPLOTN Od TO VONUO , LE TN HOPPY] TOL TOL Oivel Ko
TOV VONLLOTOG TNV TTEPIGTL TOL Xapn, Kabdg éva mpaio TpOCOTO KAVEL Vo

HOG QOAVETOL OVPAVOGTOATY piay AtAnV YovoukovAay (8:30).

More specifically when he speaks on form and translation Palamas beholds that

translation needs exercise and patience. Verses should support each other and a

translator should make the verses to be in order and discipline:

Ot otiyor vrootnpiloviar o évag amd Tov dALO Katl 1 SOVaun tovg myalet
and v meapyio Tovg Ko amd TV TAEN TNV ATAPUGAAELTY 6€ KAOE TOLg
kivnon. BéPata 1€t010 oM TN -UETOPPAUGTH SVOKOAN KAVEIS TOV OVELPEVETAL,
TOAD TEPIOCOTEPO G'eAS €0 OV OVUE O TOAD HE TOV OKOTOTEPWV TN
SOKIUN KOL TO GLYVUPIGUO KOTOMIAGUEVOL, TOopPO HE TO OSOVAEUN TOL
ypedleTon TV AOKNGN KOl TV VTOUOVH TOV dOUoTH. ATOOEEn TmG £0M
o'epdc Kaveig axoua o Bpédnke va épn oe T€A0g OAOKANPpOTIKO TN “Ocia
Kouwdia™ (12:89).

Palamas believes that translating poems valuable for their formal characteristics rather

than their meaning is a more difficult task for a translator: «AALG mOAD dvokoAdTEPN

elval n peTdepacis momuatwv mov ailovy Hdvov amd TV KATaeKELT TNG LOPPNG Kot

142 . . .. . . . . . . .
The significance of vividness in translation as far as Palamas is concerned is discussed in section 2.3.

However, from Palamas’ practice as translator we can conclude that for him what matters most to be
faithfully transferred in translation is musicality. In poetry, musicality is, or should be, also transferred.
Musicality, which includes qualities such as rhythm, rhyme and metre is a basic characteristic of poetry.
Hence, a poem must maintain this characteristic as well as its other qualities, form, and meaning after

translation. In translation, a poem must remain a poem (see introduction).
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Oyt Kt oo G ovsiag ™ PapvtnTon (15:284).

There have been many conflicting views among scholars on whether a translator
should be fidel or not to the form of the original poem. Ricks (1990) supports the first
saying that the most important reason Thomson's translation of Palamas' Dodekalogos
failed to satisfy is that the form of the whole poem is recast: its appearance on the page
bears no resemblance to the original. On the other hand, Valéry (1958) supports that a
translator should alter the metre and stanza form of the original. Many translation
scholars of the 20™ century support the need for keeping metre and rhyme (Raffel

b1988, Moffet in Weissbort 1989:144, Brodsky in Bonnefoy 1979:374).

Even though every author has their own opinion on what is or should be
transferred in translation, references are made on the meaning, style, structure and
emotional effect of the translation. While Steiner (1998) urges for fidelity to the
meaning, Eco (2001), like Palamas, gives emphasis to the ST’s psychological
atmosphere that a translation should faithfully convey to the reader. Kendrotis
(1996/2000) agrees with both contending that there must be a rational transference of
the ST’s context but in the case of verse translation, the task is more difficult as both the
rational meaning and the emotional element, or sentimentality, must be transferred.

Nida (1969) introduces the term ‘“style” in translation (which was later endorsed by
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others like Willss in Nord 1997/2008), by considering that a TT’s loyal translation

should be first to the meaning and only then to the style of the ST. So for Nida, fidelity

to the meaning and style are more important than fidelity to the letter.
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2.2. Personal affinity, imitation and similarity

For Palamas, an important element that leads to the creation of successful translations is

the affinity between the translator and the author. This view can be found in his

comments in 1900 about Souris who translated Aristophanes’ Clouds. He says that

nobody can deny that Souris has a kind of affinity with Aristophanes which is likely to

perform miracles: “Kaveig dev pmopei va apvndn mwg £xetl éva aptoToPAvEI0 KAAEGHLO 1|

eavtacio Tov Tomtn Tov “Popiod” kot g tov €idovg avt 1 cvyyévela Bavpata ivot

wavn) va katopBwon.” (14: 46). Palamas’ opinion on the importance of affiliation

(between the translator and the poet) in translation is expressed later again in his essay

«Merappalete Tovg apyaiovey (6:361 in I pauuara I' 1904-1907):

Ma Ba elvar aAndeio oAl mog Kabhg vdpyovve Aoyotéyves mov potdlovv
avopeTa&d Toug Oyl yati évag givor Tov dAAOL HIUNTAG, Ko Yot 0 €vog
elval Tov GAAOL TVELUATIKOG GLYYEVNGS, £T01 B VILAPYOLY KOl LETAPPACTES
TPOMPIGUEVOL VO LG OIVOVV O EMTLYNUEVA TNV EIKOVA TOV TPMOTOTVTOV
ooV amd KAmoo, TPMTO KL o' OAOL, TVEVUATIKY) GUYYEVELD POTIGUEVOL LLE TO

oLYYPOEEN TOL HETAPPELOVV.

So Palamas believes that if there is affinity between the translator and the poet, the

translation is more successful. Not only the translation is more successful but also it is

more faithful to the original:

OMla petagpdlovtal, OTav 1 TEXVN TOL HETAPPACT ival KATd TOGOHV N KATA
OOV aVAAOYN TTPOG TNV TEYVN TOL TOMTH [...] aLTN M TOAUNPATATY Ao
elvar xkou mn mototepn. o tov amlovotatov Adyov OtL avtdg eivon
TEPLGGOTEPO TOMTNG OO eKelVOLE: K’ Elval Kol 6TV TOGOTNTA 1 TEXVN TOV
avaroyn p’ekeivn tov Aapaptivoor. (15:285)
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Palamas’ view on the importance of the affinity between a poet and a translator is
in accordance with many modern translators. Connolly (1998:26) in the quotation
below pinpoints that many translators consider psychological and artistic affinity

important:

[ToAlol petappactéc ToviCovv cuyvd v avdykn vroapéng Kamotov Padpov
YUYIKNG N KOAATEXVIKNG GUYYEVELNG LLE TOV TOWTY] TOV 0100 petappalovy,
Kol M aydmn mpog To €pyo Tov mowmTy, poll pe TV EUTVELOT), OITOTEAOVV
ONUOVTIKOVG Topdyovteg mov cLVNOmS arovstdlovy amd To LOVTEAN Ko TIG

Bempiec mhvo ot peTdppaon g Toinong

However Palamas uses the term to give a different meaning. In the first quotation
Palamas’ notion of the affinity resides on the level of imagination («pavtacio») and in
the second Palamas talks about the affinity of a translator with the poet of the original in
terms of their spirit, that is intellectual affinity. Palamas’ term mvevpatikog also conveys
an affinity of spirit or temperament. Spiritual affinity is most confined on ideas, values
and mindset. These can be reflected on the unwinding of subject and thought in a
literary work. In the third quotation it interestingly seems that affinity for Palamas relies
on the level of poetic art: Ola petagpdlovtor, dtav 1 (VN TOV LETAPPOCTH £Vl KATA
ToGOV 1 Katd oWV avéloyn mpoc v Téxv tov momthpy (15:284).'* Tziovas
(1986:343) similarly interpreted Palamas’ conception of spiritual affinity in terms of

literary assimilation and transformation:

' In the aforementioned Palamas’ words the theory of equivalence is expressed with

the use of the word “avéioyn».
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By means of the vague concept of imagination Palamas asserted the
freedom of creativity. For him the great artists, as opposed to minor ones,
had the power to transform and assimilate alien literary movements without
their work losing its originality. Thus whatever gave the suspicion of an

imitation was only a spiritual affinity.

However, literary similarity is a more broad idea which can also refer to the poetic form

and poetic strategies.

In the above-mentioned Palamas’ quotation from «Metagpdlete Tovg apyaiovcy

(6:361), we can furthermore conclude that for Palamas the terms affinity and similarity

are interrelated: He conjectures that there are writers who resemble each other because

they are spiritually akin. This view is opposite to Walter Benjamin’s opinion on this,

expressed in 1923, extensively supporting that “...kinship does not necessarily involve

likeness”. What is more, from Palamas’ quotation it is revealed that for him similarity is

not imitation. Actually, he openly rejects the idea of imitation later in the same essay.

For him there is only affinity which he finally again identifies with similarity:

210V KOGUO NG HEYOAOPAvVTaoTNG Téxvng mOAAES Qopég exeivo OV HOg
eoivetol peretnuévn pipnon dev elval mopd o TVELUATIKY GLYYEVELD.
"Etot umopel va eurodpe mwg pipnmg oev vapyel. Y mapyet LOvov o texvIiTng
oL potdlel evog AALov, KOOMDC 1 Opopen pG GAANG Opopen (6:369 in
I'poupazo I 1904-1907).

Palamas’ idea here seems to be rejecting mannered (peietnuévn) imitation and not just

immitation. However in 1929 the concept of imitation exists in his writings as we

conclude from the introduction to MR: “o0 kKaAAMTEYVNG OTTOL0 LAIKO Kt av KotepyaleTon

Ko ppeiton kot veotepilewy (11:214).
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Palamas' thought on the affinity of the translator is practically implemented in his
capacity as a translator. Palamas chooses to translate the work of poets he has an

affinity with. '**

He is open about this in the introduction to MR when he confesses that
he has a sympathy for these poets and that is why he chose to translate some of their
poems, for example Sully Prudhomme, who is undoubtedly his favourite poet. Based on
that, Chourmouzios (1960:367) pinpoints that the poetic sympathies of Palamas are
marked by his “individual, poetic temperament”. He superinduces that Palamas even if
he knows the famous and young French poets of his times, “Opwmg o1 £épwteg Tov givat

dArot. Toug Bpiokerl exel, 0mov pmopel va Ppn €va KOUUATL TOV AVPIKOV €AVTOV TOL-

akoun ka1 o’ €vav Baudelaire 1 6’évav Verlaine” (Chourmouzios 1960:368).

1% For more detailed discussion on this see chapter 1
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2.3. Revivifying the ST

Another component of a successful translation according to Palamas is vividness. An
example where Palamas' view on the necessity of vividness is indirectly expressed in his
comments on the translation of the /liad by Pallis in 1900. Palamas believes that Pallis
managed to revive the ancient poem: ‘““Etct avaoctaivovtol ot vekpoi- €161 o1 abdvatot
vekpoi, £€tol ko ot Ounpot 6Aot, amd aPnPMUEVES OVIOTNTEG, OO apY0iol TAPOL, oo
KUIpwicpéva Kol koloPopévo aydipota, maipvovve cdpka, oipa, ypouo, eovh!”
(6:176). In his correspondence with Pallis (1:84), Palamas writes that he eagerly looks
forward to the entire Iliad printed and that the voices and sounds of the heroic Achilles
and of Andromache are still buzzing in his ears. This is something that shows the

vividness of this translation. Palamas adds that after thousands of years the Iliad of

Homer was coming back to life.

So in 1900 Palamas through a personification describes Pallis’ translation as a

new text that revives the old one. This means that for Palamas one function of

translation is the resurrection of the ST. Three years later (1903), Palamas clearly

described translation as the procedure of destruction and rebuilding:

Avaioyo pmopel vo 6TOYOGTOOUE TS O TOMTNG, K EKEL TOL UETAPPALEL,
petappaotig oev eival. Eivor povaya, mpdta mpodTa, €voag YOAACTNG:
K’botepa  eivar évag Eavaotoyaothg, K évag 0e0TeEpog MAACTNG TOV
yohoopévov.[...] Nat. Kébe petdopaon eivor o kataotpoen. Ma eival

pali K éva kovovplo pUTp®UN o€ GAAo Teport (6:370).
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Similarly Derrida takes the notion of “afterlife (Fortleben, “prolonged life”)” (Pym
2010:109) that Walter Benjamin (1923:76) used to explain how a translation could
continue the life of the ST. These views are embedded to what is generally called
“deconstruction” in translation theories. The basic lesson of deconstruction is that all
translation involves transformation. This means that the ST disappears, and this
associates with the extreme idea of cannibalism according to which the ST is destroyed
and something else is produced. But both these translation theories imply that the ST is
revived through translation and even if the ST is not the same and has a different form,

either a piece of it small or big still exists and lives in its translation (Gentzler 1993).

My discussion so far takes on a particular colour because I refer to Palamas’
intralingual translation theories (between ancient Greek and Modern Greek) and a
particular kind of cultural politics. However, I presented this argument because
Palamas’ opinions on intralingual translation apply to interlingual translations as well.
The only quiddity is that for intralingual translations Palamas speaks about vivification
(because the old text passes into new times) whereas for the interlingual he uses the
cognate term vividness.'*> In his comments on Karasoutsas’ interlingual translation in

1885, for example, he considers vividness an important criterion of comparison between

%5 In Palamas’ case, considering that he translates mostly old poems (see chapter 1), the notion of

revivification can apply to his interlingual translations as well, because he revives them from the past.
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the source and target text and the absence of “life” in the latter is considered a serious

disadvantage:

Tov 93”7, tov tekevtoiov oavtov pVOcTOPNHOTOG, E€IdOUEV O'eVOAAAE
petoyrottilopeva tov “BovkZopydd”. [...] Tng televtaiog N HeTAPpAOIS
o Tov asgipvnotov motTov Kapacovtsa, ekdobeica katd to 1865, givan
avtoéio Tov TPMTOTOTOV, EVOC €K TOV MPOUOTEP®V £PYOV TOV O1O0CKAAOL,
TEAEIOTEPOL Kol avtov TV “ABMovV” katd TV &voTnTe. Kol TNV
KOAATEYVIKNV OATAACY, OAAG ELOTTOVUEVOD OVTAOV KATA TNV ETPOANY,
mv oMy kol v aAnbeiov. AAAG Tic ayvoel v vd tov k. [. ExvAiion
petaepacty Tov “ABAmv”; Tivog kapdiav dev cuvekivioe 10 L0VAAMOV TOV

Mapiov kot ¢ Trrikag; (15:41)

Fifteen years later, as shown in the following quotation of 1900, Palamas again

considers vividness an indispensable element, actually the most valuable element, for a

translator who yearns to create a good translation. He uses the word flame in order to

speak about vividness and metaphorically he describes the situation of enliven with the

words air, light and movement:

Eida t61e K0BapmdTepa, yioo ketvov mov Aoytapel va mAdon kdatt opaio, i
pdroto ko ti yapévo mov eivon vor kpOPN kovelc péca Tov TN yvmor, TV
VTOUOVY, TO ADYO, TOV £pMTA, YOPIG TN PAOYO, TNV 1EPT] KOl TNV APpaoTn,
mov a&ilel o moAD ar' dAa! Amd ™ eAOYa ekeivn pia omiba EpTace yio va
dmon o o1 010 £pyo Tov K. Lovpn kot ica ica 1 {on avt) Aeimel amd
copn petappacn tov PoaykaPn, pe OAo TOV Oy®dV TO YOAKEVTEPO TOL
HETOQPOOTN VO EQvoyDon G€ OVAAOYO KOAOVUTIOL TOVIKG TO HETPA TOL
TOAVTPOTO. TOL TPMTOTVNOV, GE L0 YAMOGO OOVAEUEVT] KOTIOOGTIK(, KOl
devd. O «x. Zovpng, Me omAotato péca, pe UOVO TO  ONUOTIKO
dekamevtacLALAPO, TAOLVIGHEVO €00 K' ekel e Tpoyaikd Toakiopata, Ue
TIG plUEG OmOPOITNTES KO OMOPACAAELTEG, UE TN YADGGOH TN ONUOTIKY,
EKape TN S0LVAELE TOV: amd TO £pY0 TOL O0€ Agimel aépag, eag, kivnon (14:
45-46).
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What is very important here is that some means through which vividness can be

achieved are mentioned: the fifteen-syllable, rhyme and the demotic. His opinion about

the important use of the demotic in a translation is also clearly seen in his comments on

the performance of Alcestis. Specifically, he says that he saw Alcestis revived in a

language that is alive. When Palamas speaks about Sully Prudhomme he asserts that by

translating Prudhomme’s poems in the demotic language, he puts in the poem a

vivifying colour “Cwoydvo ypodpa» which is missing from the original (11: 205). The

role of the demotic in imparting vividness is thoroughly discussed in the section that

immediately follows.
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2.4. The Language Question in Greece and the language of verse translations

Palamas supported the use of the demotic in Greek poetry and prose, including of
course translations. Two events demonstrate his support. To begin with, Palamas
praised Greek scholars who translated in the demotic. For example, Palamas (1931,
1:16) commented that Angelos Vlachos’s translation of Heine into the demotic
nourished the language of two poetic generations. Additionally, the language into which
Palamas consistently translated—evident in MR—was the demotic, despite the fact that
in his youth he translated many poems into the standard katharevousa and research is

needed to identify these translations.'*

Palamas was expected to use the demotic in his translations, as this was the
language of the people at that time. As such, Palamas believed the demotic had a
vividness that was indispensable in verse translation. The vividness of the demotic was
not only due to the fact that it was the most used living language of that time but also
was due to its grace (see his words in 11:205 quoted in the previous page). Legrand, in
his letter to Palamas, lauded him for his use of the demotic, expressing the view that
real poets must serve the spoken language of the people: “vous étes de ceux (hélas! trop
peu nombreux en Greéce) qui, unissant I’exemple au precept, pensent que la langue

populaire est le seul instrument dont doive se server un poete vraiment digne de se

146 personal communication with Professor Kasinis, G.K.
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nom .

Furthermore, Palamas’ choice of translating into the demotic was closely related
to the Language Question in Greece at that period. The demoticists wanted to establish
the demotic as a language used in literature; for this reason, they prized the expressive
and representational qualities of demotic and considered that truthfulness and
authenticity were the basic criteria of literature, qualities that would be met with the use
of the demotic (Tziovas 1986). Specifically for poetry, Psichari and his followers
believed in the need to require a natural language for true expression, and the demotic
language was in Palamas’ words “@iOoet momrici» (2: 383).'"*7 For this reason, the
demoticists discarded literary products not written in pure demotic and as such, by the
end of nineteenth century, the number of literary texts written in demotic increased
considerably (Tziovas 1986, Mackridge 2009). Palamas, as a demoticist, shared the

same views and tried to promote them by translating in the demotic.

What is more, Palamas wrote his translations in the demotic to disavow the
argument of the purists who believed, as Tziovas (1986) says, that demotic was a vulgar

language and thus inappropriate for literature. In addition to this, he translated in the

47 Such an attitude excludes the notion of style that transforms language in a way that gives the act of
speech an intransitive character. “Palamas sometimes failed to separate language from style, although in
his essays he aspired to do so in order to present the falsity of the argumentation of the purists who did

not distinguish them” (Tziovas 1986:136).
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demotic to prove that it could satisfy any aesthetic necessities and challenges in poetry.

In Palamas’ times there was a perceived gap between the longstanding development of

French poetry and the newness, at least on the face of it, of Modern Greek poetry.

Palamas believed not only that the demotic could express the peculiar meanings of the

STs (which are mostly French), but also that it was able to thrive as a language of

[13

translation: “...mov £&deyve omd TOTE TG KOPTOVS EVYLUOVG NTAV KOV Vo

yevvoBoAnon pe to otiyo...» (1:13).

Therefore, the idea of the cosmopolitan is ambiguous for Palamas. On the one

hand, he does think the modern poet, even or perhaps especially the one in ‘backward’

Greece, needs to have recourse to world literature; on the other (see Tziovas 1986), his

demoticism also commits him to the uniqueness of his own language. Demoticists,

including Palamas, wanted to establish the demotic as the national Greek language- for

them, the only literature that deserved to be identified with the nation was that written in

the demotic (Mackridge 2009). The European linguistic tradition supplied the

demoticists with historic evidence with which to argue their case: for instance, Palamas,

like Solomos himself before him, referred to the examples of Dante and Shakespeare in

order to justify Solomos’ linguistic idiom and to demonstrate the significance of his use

of the demotic (Tziovas 1986).
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Palamas also compared the situation of the Greek nation with other European
nations that, when they developed national literatures, turned to vernaculars and
particularly their spoken forms (Tziovas 1986). Those arguments received support even
from German linguistics and scholars such as Thumb, whose ideas concerning folk
songs and demotic verse were supported by Palamas unequivocally and repeated
approvingly (Tziovas 1986). Palamas then, translates in the demotic and often, as we
shall see uses folkloric vocabulary in an effort to include his translations in Greek
national literature. In other words, Palamas’ translates in this manner to facilitate these
translations’ domestication into the Greek home literary system. This is one of Palamas’
strongest and most intentional practices within his domestication and Palamisation

strategy.

What really mattered to Palamas in poetry was that a translator should choose the
language that best “interpreted” the original poem in the most faithful way.'*® On the
one hand, in 1912 he defended the translator who employed the demotic to translate
Iphigenia by Moréas, because these were the words that could express the ST’s

language in the most accurate manner:

Ta Aoy Tov petayepileton 0 mOMMG amd TNV TOPACTUTIKOTNTO KOl OO
mv avaykootntd tovc. Tic Aégelg amd 1t petdopaon g Ipryévelog mov
KoToyyEAONKAY...0 SNUOTIKIOTNG HETAPPOCTNG, O TOMTNHG TOL TN YVOPILeL,

KOl 7110 TOAD IOV TNV OUOTAVETOL Kot TAvTO TN GEPETAL TN YADGOW TOV, 0EV

'8 Here Palamas uses the musical term eppnvetooyv
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eltave 6To XL Tov Vo NV T petayelprotel. ol avtég eivar kot oyt dAieg
TOL EPUNVELOVY TA ADYLL TOL TPMOTOTLTOV (YPUPIKAOTEPA, TICTOTEPO,

napoctotikotepa (8:140).

On the other hand, if the demotic language was not appropriate for the faithful

expression of the ST’s meaning, Palamas suggested to not use it in translation. He had

reservations about the fact that Pallis used the demotic language very strictly and did

not employ even one word of ancient Greek and katharevousa, considering that Pallis’

lliada was not a translation but more of a paraphrase: “sivar kdTt TOPATOV® OO

napaepacty. Eivar amomepo petasynuotiopod Tov apyoiov ounpikov €1 Kabopdv

veoonuotikov momua” (1893, 2:127). In sum, while Palamas favored the use of the

demotic, he did not do so exclusively. He believed the demotic should only be

employed if it still respected the ST; otherwise, the use of the demotic weakened the

translation.

Palamas did not hesitate even to encourage changes in one’s own language so that

the mien of the translation became more intimate than that of the original poem.

Palamas’ comments on de Lisle’s translation of Homer in 1924 demonstrate this:

‘Eva peydro momty, to Aekdvt NTeAih, TO QNUICUEVO HETAPPACTH TOV
Ounpov, mov Pralovrog 6mov 1N avdykn To KAAOVGE Kol T O1KT TOV YAMGG,
ay®VIoTNKE VO TPOGOIKEIWO TO VYOG TOV AMOAPEUALOD TPOTOTVLITOL TOL,
oo vo tov atpafokortdalovv kdmotol dokipor EAAnvictéc, kakoeEnynm téya
(12:91).

Palamas accepted that language sometimes needed to be violated so that the style would

be faithfully reproduced in translation. At this point it should be clarified that the verb
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violated does not mean that de Lisle was forcing the French language so much, as

adapting the sense of the Homeric Greek too much to it.

Apart from affinity and vividness that 1 discussed in sections 3.1 and 3.2

respectively, Palamas considered language itself as a prerequisite for a successful

translation. The way a translator handled his language was of major significance in

Palamas’ view because he believed that the linguistic construction of the translation

offered it greatness:

‘E&apva o petappaon e Kowvng Awdnkng 1 tov leopyikdv tov
Bipyidov...to0ta, dev givor Aoy, givor épyo Kol HEGOH GTOV EPY®V TOVLG
KOUKAOVG oTékovTon o€ oteped Pabpa- Epya t€xvng eite yati {woyovovve
Kémoo, Bewpnuévo pe Eexwplotd TPOTO, 100VIKO, €ITE KOl OO TOV TPOTO
mov petayelpilovron ™ yAdoca. Kot ot pid kot otnv GAAN mepictoom, Kot
Yl T dtvonTikn mepiodo wov mepvovpe, pvnueio (1912, 8: 69).

Palamas seems to suppose that some translations are valuable for their access to an

inner essence of the original, others because they employ the original in order to bring

about interesting feats in the Target Language. So probably Palamas regarded

translation as a process which can permit the unwinding of the TTs’ language elements

and its enrichment.

For this purpose, Palamas encouraged the use of compounds by the poets, as this

is beneficial and enriches the language (16: 518-519):

Aw g xpnoemg Tov cuvBétov Katoplovel o o OprapPevtikmg va
CUUTLVKVOVN €1G piay AEEWV €VTOVMG, TAOLGIME, TAACTIKDG, TOV NYXOV, TO
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vonuo, TNV €KOva, €EOIKOVOUMV &V eloyioT® TOo HEYIOTO KOl G
peyorompenyy pvnueion cuvapuodlmv tag AéEec. [...] Kot kupiodtepov ev
TAAGEL TOV GLVOET®OV 0 TOMTNG EPAPUOLEL TO OVOPAIPETOV AVTOV dKOimULAL
TPOG TOPAYWYNV VE®OV AEEEmV: 10TL evtaBa, g v T {don, o00T® Kal gV
TOMTIKN YAMOOT, ®OC €K TOV OVOYKOV TNG KOAATEXVIKNG EKQPACGE®MG,
advvatov vo 1e0 epayurdg €1 TV AETovpyioy TOL VOUGHOTOKOTEIOV T®V

ouvvOétov.

Palamas himself generally in his poetry makes extensive use of compound words (and it

is a stylistic element as Charalabakis (2011) points out). Palamas extensive use of

compounds is found in his translations too as I shall show in the micro-level analysis

(chapter 4). But when the use of compounds becomes excessive then the quality of

poetry is destroyed:

Agv vdipyel TETPAoTLYO 6€ OAO ALTO TO OO TOV VO LNV TEPIEXEL TOVAAYLOTO
po cvvBetn AEEN, N AEEN e otepnTikd AAQA [...] AvTd OV UTOPEL VO OVOUOGTEL
moinon. Eivar avtikeipevo dtayoviopon 6mov wg Bépa opiotnke n avedpeon TV
neplocdtepmv AéEewv [...] Tloinon embBétwv [...] To eniBeto Oumg T dAAo givor
and GToAdL, M onuocio Tov oty aAndwn moinon eivon pukprn. Ta ovclooTikd
onueio Tov Adyov givar To prHa Ko TO0 0LGLOTIKO [...] AAA o Tlodapdg
oToAllel pe pmepdepévn ovvtaln, mepittég ewkoveg, ovvleteg AéEelc, emibeta.

Av16 glvar 1o TomTikd Tov ototyeio (Calas 1982:124-125).

Calas in his vehement criticism characterises Palamas’ poetry as “ctoAidl, moinon

eCotepkn, pavigpo» (1982:129) and accuses him of “Bepumoiicpdg [...] avonrog

Avptopog” (1982:130).

Above all, for Palamas, a translator should have excellent language ability.

Friedrich (in Schulte & Biguenet 1992:30) agrees that a capable translator must be a

master of his own language but adds that having an exceptional understanding of the
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ST’s language is of equal importance: “The qualification of a translator worth reading

must be a mastery of the language he translates out of and that he translates into”.

Palamas met both these requirements. He had an excellent knowledge of French (in

which the majority of STs are written) as an early second language learner; as for his

abilities in the Greek language, Seferis’ (1974:224) words are indicative:

Ba mpémel va mepdoovy apkeTd ypdvia yio va Bpebel kdmolog dAAog Gov Tov
[MoAapd mov va EEpel TV EAAMVIKT YADGGO G TNV TTLO TOPAIEPT YOVIA TNG

o€ KAOe TG amdYp®OT KO IGTOPIKY] PACT: apyoic, LECAIWVIKTY, IOUDUATIKT.
Kazazis (2011:39-40) also signalised that:

Ytov [odapd opeilovpe por AeENoykn €kpnén: TepACTIEG TOCOTNTEG VENS

YA®GGIKNG VANG UKV, LE TO TOMTIKO Kol GALO GUYYPAPIKO £pY0 TOV, GTN

Aoyoteyvia pog ™ Ypoupuévn otn oMotk [...] otov Koot Horapd (1859-

1943) opeidovpe ™ PG VEOEAANVIKT] YADOOO T®V YPOV®V TOV...

He also added that Palamas derived vocabulary from the ancient, Byzantine and

Modern Greek and especially the demotic songs, Solomos and Valaoritis.
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2.5. Domestication or naturalisation versus foreignisation

Apart from the language of translation, Palamas' views relating to the contemporary

issue of domestication in translation are apparent, in his comments in 1920 on Angelos

Vlachos' translation of the Méditations Poétiques by Lamartine:

daivopor 6TL TOAD CTOUOTO €1 £PYOV, OMOIOV 1) UETAPPOCLS 00T TOV
Ayyehov BAdyov, un dvvdhuevov mAéov va €m U MUAS mopd amAnv
otopiknv onuacioav [...JAwtt n gpyoasia tov BAdyov, Oyt mpdyeypog
HETEVOVOIS €VOG 1 000 ToMUATOV, KOONOC PAETOUEY OvVA TAGOV OPOV KoL
OTIYUNV Vo, YivEToL amd HOVGOATTOVS VEOUG, Tpoyeipwg EepuAiilovtag ta

EEva, 0ALA GLOTNUOTIKY TPOGTAdEIn TPOG eEEAANVIGLY TOMGEMC. .. (12:12).

For Palamas, Vlachos’ translation was of historic importance as Vlachos made a

systematic effort to Hellenise French poetry, that is, to translate Lamartine’s poems in

such a way as to naturalise them within the Greek environment. The use of the word

‘Hellenise’ by Palamas, comes with connotations of ennobling something. Palamas

considered that assimilating a foreign text was a great feat in a translator. He not only

accepted this translation practice but also praised it.

The connotations of the verb “Hellenise” in Palamas is relevant to Venuti’s (1995)

terms “domestication” or “naturalisation”. According to Venuti (1995: 20), the former

refers to “an ethnocentric reduction of the foreign text to target-language cultural

values, bringing the author back home”, while the latter is again a target oriented

translation strategy, but less pejorative, stressing the dependence from environmental
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factors.

The opposite of these terms is what Venuti (1995:20) terms “foreignisation”

translation strategy: “an ethnodeviant pressure on those (cultural) values to register the

linguistic and cultural difference of the foreign text, sending the reader abroad”. By

Venuti’s terminology, we understand that the determinants for both these translation

practices are language and culture. It is via these two means that the ST is either brought

home or sent abroad.

While some modern theorists like Malli (2002) have accepted and used Venuti’s

terminology, there are scholars who disfavoured their employment. Hermans, for

example (1999:156) has argued that Venuti’s position has some justification and has the

virtue of “consistency” but that

His cultural materialism also entails a politically committed stance [...]
implies a charge of timidity and complacency directed at a descriptivism
apparently reluctant to mount the barricades [...] it stands or falls with the

rightnesousness of his cause and the moral high ground of his indignation.

Loulakaki, writing of the modern Greek setting specifically (like Malli ibid), resists the

implementation of Venuti’s terms for their over-simplicity and the confusion they

produce, and has adopted the term “acclimatization” to describe Elytis’ translating

strategy, a term that comes from biology and “indicates the physiological response of an

organism to environmental changes” (Loulakaki 2010:114).
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2.6. The presence of the translator in the TT

While Palamas may not have theoretically dealt with the idea of domestication on a

daily basis, he often expressed his ideas on a phenomenon relevant to domestication,

what can be termed as a “special” version of domestication. This phenomenon has to do

with the translator’s presence in the TT. The difference between this special version

and the normal domestication/foreignisation strategy is that the former does not deal

with the home literature and culture, but rather with the translator’s own literary and

cultural values. It occurs when the translator brings the poems he translates into his

own art and culture but into his personal linguistic code as well. However, as Dryden

(1680/1961) correctly highlights, not only the language of the poet, but also his way of

expression and his individual turn of thoughts, are what distinguish him from all the

other poets. We should therefore add that this special domesticating version also

involves the rendering of the foreign poem into the private thought and expression of

the translator. The presence of the translator is so dominant in the poems he translates

that the translation reads as if they were his poems.

Palamas even though does not clearly mention thought and expression as ways

with which the presence of a translator becomes obvious, he mentions that through his

language and art a translator can be present in the poem: “npoonafei va dmdomn pay 10€a
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TOVL TPMOTOTLTTOL UE TO OAEYTA péEca mov PAlel 6 evépyela TG YADGGOS TOL KO TNG

éyxvng tov» (8:135). He also adds that the soul of the translator can indicate his

existence in the poem: “kaBpeptiletal o AIK®OTATN Kot EAKPIVESTATN Yuyn, N YOxN

tov K. [TaAAn» (2:125). With this he means the sentimentality, the sense and the

emotion that a translator can transfer in the poem which can uncloak his existence in

translation. Generally Palamas believes that the translator’s personality and grace can

be detected in the translation: delyvel mvta TeEPIGGHTEPO TN OIKN TOL YAPT OTd eKEIvN

oV TtpoTuTITOV TOoL” (1:375)/ “Mov Buuiler v wpaio TpocwTKOTNTA EKEIVOL TOV pOG

v é0wke...” (12:89).

Palamas believes that this phenomenon occurred in every translation- the

translator willingly or not passes his art into his translation, as he attests in 1894: «yw

k0be wpaio €pyo pmopovpe vo euwmoVuE: Timoto O0ev  METOPPAlETON Kol Ol

petappalovrol. timote dev petappaletal, yoti o petappaoctng, 0éAel o B eL, delyvel

mv €V TN 01K Tov, Kt Oyl ekeivn tov momth» (15:284). Palamas’ view remains

immutable, for in 1929 in another circumstance he notes that the translator always

showed more of his own grace than that of the poet in translation: “o petappactg, Kot

ndAota og oTiyovg, evOog momtn dglyvel ThvTa TEPIGSOTEPO TN OIKY| TOL YAPN Omd

eketvn tov mpotumov tov” (1:375). It is notable that Palamas believes that a translator

shows himself always and in every translation, whereas Connolly (1998) for example
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though he agrees that a translator shows his personality in translation he does not think

that this is always the case but mostly the case.'*

To describe this phenomenon in Valaoritis’ translation, in 1908 Palamas
employed the term “exBoaiawpirileTon’: “BéPora ydvetal péoa e n ATt AQLOPTIVIKN
VMO0l Kol HEVEL TO VAIKAOTEPO KATMG YPOUO TOL HETAPPACTH- 0 Adapaptivog
anoParampiriCetor”, an opinion which he again repats in 1920: “Eivol aAnbég ott o
Lamartine &g v mopdepacty Tov Bakawpitov kanwg exParamprriletal, goaiveton g
va 0€An va tpooAafn tpomovg maAinkaplov ¢ Podueing o Paciloppwv svmatpiong
tov 18207 (12:24). The same phenomenon was for Palamas present also in Vlachos’
translations of Lamartine, in which Palamas again noted in the same year that the
translations reflected the physiognomy of Vlachos rather than that of Lamartine (12:12).
In 1924 Palamas argued that in the case of Kalosgouros’ translation of Dante’s Inferno,
the personality of the translator was apparent within the translation, which resulted in a
translation that gave the impression of an original poem by Kalosgouros: “Bpickopot
UTpooTd 01N pETAPpact Tov Kaiooyovpov, kabmdg Utpootd 6'évo Tp®wTtOTLTO TOU L.
Mov OQupiler v opaio TpocOTIKOTTO EKEIVOL TOL pag TV €0wke...” (12:89). From
this quotation, another Palamas’ view appears according to which a translation is

independet, does not substitute but co exists with the ST and this is a bold tenet

149 Connolly (1998:25) gives the example of Pound: «Etot ot ‘petagpéoeic’ tov Pound powdlovy pe

TpoToTLTO Py ToL Pound kot Srafdloviat yio To Adyo avTo...».
163



influenced by Goethe and not Valéry according to Tsoutsoura (1997: 380).

Like his attitude towards general domestication, Palamas’ approach towards this

“special” version of domestication was positive. He believed that a translation in which

the translator's soul is mirrored, was a work of particular interest. Palamas

demonstrated this view in his notations on Pallis’ translations in 1893:

AALG O avtd TawTo, ico-ico, To oodOuN e Tov aviyepey o K. [TaAANg
elval peydlov evolapEépovtog Epyov: Kot ivat To100To, 00Tl HEca TOV, MG
péca amd SPavESTOTOV KPUoTaALov, kabpeptiletol o Adikotdtn Kot

EIMKPLVESTAT YUY, N Yoy Tov K. [TaAAn (2:125).

Palamas’ positive view developed in essence and formulation throughout his career. In

1912 he became more explanatory and analytical, which permitted an understanding of

the reasons behind his positive attitude towards this phenomenon in translation:

[Tavta Ba ydver petdopacn €pyov, Ko pdiioto montikod. Ma mavta o
TomTNG, mov petappaletal, eival cav va kepdiln, 6tav Oy va mEon o€
xépla opdTEXVOL, OV KoAoovveidnta dokiudalel kot mpoomadel va dmdon
pv 100 TOL TPOTOTLTOV UE TA SLOHAEXTA pEsa oL Palel 6 evépyela TG

YADOGAS TOV Kat TG Térvng Tov (8:135). 1°

Palamas’ view is repeated in the introduction to MR (11:199):
Kot 1 méptovv o yépra epunvevtdv mov 060 Kl av &ivol yvooTiKol Kot
KOAOGUVEIONTOL, TOLG APOIPOVY KATL artd TO (oL TOVS TO TPMOTOYOVO: 1
TEPTOVV OTO YEPLOL CLVAOEAPMOV TOVG GAAOPOVOV: KOl TOTE EKEIVOL TOVG
QEPVOLV GTO. OIKAL TOVG TAL VEPA:  TOVG TEPVOVV GTNV TEXVI TOV: KL OV TOVG

aAddlovy, umopel kKou dBela va Tohg Kpatovv o moAd otov aépa mov Oa

'OF F. in Skipis (1922: 16-17) also uses the verb yavet to describe the effect the translation activity has
over a poem: “Kdabe épyo BéPeta xdvel otn petdppacn. O TETA0G OUWOS TOL Ol HETAPPAUTTOL piyvouy oTa
rompota tov ‘EAAnvo momth eive 1000 d1dQovog, dote apivel va dtopaivetar oAdKANpT oxed6V 1M

Bovpacio Tov Adpyny.
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’ I 7 151
f10ehav, OV Ba ETPENE VoL TOV OVOTVEOLY-

Palamas affirmed this method because he believed it benefited the poet whose work was
being translated. But for this beneficial effect to occur, the peer-artist who translated
must act consciously. Later, in the same essay (8:136) Palamas wrote that when a
translator makes his translation in the same way as he creates his original poem, it is an
ethical practice: “Movdya eine ‘Oa mAdow® Kol T HETAPPACT HOL — UAAGTO TETOLOV
épyov petdopaot — kabnc TAG0w Kot To Tparyovdtl pov.” Kat va yati onueioca mwg n
dovAeld toutn mpémel vo. kpdn oo poe NOwn wpdaén”. So Palamas supported and
encouraged the fact that a translator works to translate in the same detailed and careful

way a poet works to create a poem, his own poem.

By some years later, in 1920, Palamas’ view on the phenomenon evolved even
more. Palamas consolidated his idea that the presence of the translator was inevitable
and always occurred in the TT, and thus the value of the translation product identified
with the value of the translator’s art. His view is obvious in his following words: “{O
Bolowpitmg} pog oewkvder aAAnv piov @opdv okOun mOGov €V €pyov  TEXVNG
HETAPEPOLEVOV E1C AAMNYV YADoGOV 0&ilel ooV agilel 1| TEQVN TOV LETOPEPOVTOC EKEIVO

(12:24)”. Notably, Palamas explained this value identification through a metaphor by

1! For Tsoutsoura (1997:376) this quotation indicates that Palamas chooses the poetic idea as his priority

and has a romantic perception of translator’s task: “H ékppaon zo {ovui tovg to Tpwtdyovo givar
TOOVOTATO Lo VETOUGON TN KOl APOUOIOUEVT TOPEUPOAT 0md TN YOAAKN YADGGW TNG essence

originelle”.
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Richter:

Ot momrai, eimev o Richter, opoldlovv tovg moAvmodag, Tovg Aaupdvoviog
TO YPOUO TOL GOYNTOV Ol TOv omoiov Tpépovtal. [locov acvykpitwg
akpBéc kabictotonr T AAAOKOTOV OVTO PHUA, €AV EQUPUOCHN €1C TOLG
momtac tovg petagpalopevovs. Eivar avtol ot moAvmodeg wor awtol
TPOGAAUPEvOVY TOTE TO YPOUO TOV UETAPPACTOV TOV, Kol atilovv, 6,11
a&iCovv kot ekeivor (12:14).

Palamas’ support of personal touch in translation was so established in his mind

that it was reflected in his own practice as a translator. In his introduction to MR, he

recognised that in his versions, his personality would be more apparent than the

personality of the poets who wrote the STs: “Yno0ét®m mmwg moAd o Aiyo ot montéc Twv

Oa Eavamapovoidlmvror péca c'ovtd: mo moAL €y®d Ba Eepvtilo péca o'exeivovg”

(11:199). In order to describe this phenomenon in his translations Palamas interestingly

uses the verb EepvtiCo that has a teasing colour. Also by using this verb Palamas

indicates that he is not entirely present in his translations but he shows only a part of

him. Indeed Palamas -in a large degree- brings the foreign poems into his own

linguistic, cultural and literary idiosyncrasy. This was also identified by Chourmouzios

(1960:368): «Kar tovg petappdler todtovg €dM, N WAAAOV TOVG...ekmalapilet!».

Chourmouzios was the first to introduce the term Palamisation to describe Palamas’

translation practice. However this term needs some clarification. Palamisation could

mean a kind of a domestication process according to which the ST obtains the

characteristics of Palamas’ poetry and idiosyncrasy through translation and thus results
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in its physical integration in Palamas’ original poetry. These characteristics could be

metrical, lexical or emotional. A translator may evoke his own feelings in the poem he

translates which may be different from the feelings of the ST and this emotional effect

rely on this sort of domestication, which, acknowledging Palamas’ dominance over a

whole period, Chourmouzios went so far so to call Palamisation.

However, Palamas argued that this personal hue in the practice of translation was

not always beneficial. For example in 1900, on the case of Souris, he argued: “Tdyo dev

glval Kamov mod wypOg; KATOV To PTMYOG; 0AALOD avoryTdTEPOG Kol TamEWVOTEPOG; Tdrya

N YA tov N Adikn Kou {ovtavn, 0g 6outoilel, 68 MPIGUEVA HEPT YOPIG ovayKn;”

(14:46). The implementation of the verb covtoilet here, makes it sound as if Palamas is

criticizing a mannerism which is perhaps excessive even in Soutsos’ own poetry.

Palamas believed that there was no need for the translator’s presence to become

excessive. In other words, the presence of the translator can occur as long as it respects

the ST. Palamas cared about the preservation of the STs characteristics and accepted

the translator’s presence only when it was beneficial for the STs. Any excessiveness on

the part of the translator’s appearance in the TT was not beneficial and thus must be

avoided. This is what might Palamas have thought of Karyotakis’ translations as well.

As long as the characteristics of the STs can be reproduced, the personification of

translation is heartened.
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Among modern translation scholars, there are of course theorists that do not

support the personification in translation. One of them is Valéry (1958) who believes

that a translation must not make apparent the personality of any person: perfection for

him is impersonality, the feeling that the poem was composed without the intervention

of any poet. However, Palamas’ opinions on the issue of personification in translation

remain in agreement with many modern translation theorists. Like Palamas, Steiner

(1998) believes that the presence of the translator in the TT is something natural and

unavoidable: in a human conversation, we conceive another person’s view or expression

based on our own mentality, perspectives, and views. Thus, when we translate such

views, it is natural that we are going to express it in our own way. Everybody has his or

her own way of expression, whether written or oral, based on how we understood it.

Actually, the translation of oneself into the other language is an indication of “a

complete mastery of another language” and “an indication of a superior mind”

according to Schopenhauer (in Schulte 1992:34). Bonnefoy (2000) also encourages

translators to write poems without losing their individuality. But Bonnefoy (1989) goes

one step further to contend that a translator does not need to be a poet for this

phenomenon to occur (even though if he is himself a poet it will be unavoidable to keep

his translating separate from his poetry). Finally, in Vayenas’ (1989) view, this

phenomenon is not only unavoidable and permissible but it is also ethical, arguing that
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proceeding in such a manner will end in the translation’s success: a translator should not

be afraid if his face is reflected in the translated poem more than the face of the original

poet, because the only way a translation can portray the face of the poet is to portray the

face of the translator.

Conclusion

This chapter analyzed Palamas’ main translation theories, as articulated in the texts that

preface MR and that are also found scattered throughout the corpus of his work.

Specifically, this chapter developed Palamas’ theories on faithfulness in translation and

his views on personal affinity, imitation, and similarity. I discussed his view on the

translation strategy of Hellenisation of the STs—a specific form of what is today called

domestication or naturalization—and more specifically his opinion on a particular kind

of domestication that is the phenomenon of the translator’s presence in the TT. Next,

the chapter discussed Palamas’ view on the importance of vividness in translation as

well as the special function of the translation process of the revivification of the ST. For

Palamas, this applied both to intralingual and to interlingual translations, an important

point even though MR consists solely of the latter. Finally, the chapter analysed how

Palamas’ theory on the language of translation significantly related to the Language
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Question in Greece that time, which had greatly concerned Palamas.

Palamas’ translation views developed in their formulation over the years, they

remained in their essence unchanged, though in some cases they became more bold and

more consolidaded as the years passed, notably on the translator’s presence in the TT.

There were however some contradistinctions between his views on the same issue as I

tried to identify in the discussion about fidelity and the impossibility of translation

(2.1.), but these cases were sparce and tenuous. Generally Palamas is quite open in his

views about translation. He is also supporter of the maxim [lav uétpov dpiorov in his

translation views, for example he neither not support excessive fidelity nor

unfaithfulness without limits. Tsoutsoura (1997:380) also speaks about Palamas’

maturity and convention of his translation theories: «To g0poc oV GTOYOGHOD TOL

avtiloppdaveror ™ oopPaon (Kot oyt v cvuPatikdtnTe) TOV AVOPOTIVOL PETPOL TTOV

VTOPBAAAEL TNV HETOPPOCTIKN Ol0OKAGI0, ONUIOVPYDOVTOS £00(pOC YOVIHO Yo TOV

BloAoyikd KOKAO TOL TOMTIGHOD KOl TNV OVOYEVVIION TOV TVELHOTIKAOV 0E1mvy. Most of

his views are not out of step with modern translation theories expressed by theorists like

Bonnefoy, Steiner and Venutti.

Palamas' case is not similar to the case of the translators of the next generation,

Elytis and Seferis. As Loulakaki (2010) points out, whoever relies entirely on Seferis
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and Elytis' theorizing on translation might easily be misled in a discussion of their
poems. Although my hypothesis is that between Palamas' theory and practice in
translation there is not a crucial distance, it would be good for judgements on Palamas
as a translator not to be based only on the texts where we can find Palamas' direct and
indirect views on translation. We need to examine Palamas' translations themselves.
Nevertheless, examining Palamas' theoretical views is undoubtedly a useful tool, which
will help the examination of Palamas' translation strategies. The following two chapters

deal with Palamas’ practice as a translator.
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Chapter 3: Palamas’ approach to translation on the macro-level

Introduction

This chapter examines Palamas’ translation practice on the macro-level through a
discussion of his translated poems’ titles and their poetic characteristics. First, a
discussion about Palamas’ way of translating the poems’ titles, which is a significant
external formal characteristic of a poem, will be undertaken in 3.1. Then a description
of the overall formal characteristics of the translated poems will take place in 3.2. This
discussion includes a general examination of the matricial norms, the metre, rhyme, the
kind and form of these poems. In the consecutive three sections I will discuss in more

depth the most important of these characteristics.

The examination of Palamas’ translation of the titles is very important, as it gives
a first impression of the faithfulness of Palamas as a translator and of the kind of
translation strategy the reader can expect. Whether Palamas makes a word-for-word
translation of the titles or provides his own version of them, adopting them to the Greek
home system or according to his own poetic creation, demonstrates his broader

translation strategy.

An analysis of the poetic characteristics as a part of a macro-level analysis,
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encompasses the examination of the formal features of Palamas’ translated poems in

comparison to their STs. The core features in the sort of poetry that Palamas translates

are rhyme and metre. Hence, I will examine whether Palamas is consistent in keeping

rhyme in his translations—when is rhyme used and when is it absent—and what kind of

rhyme scheme he follows in relation to the ST’s rhyme scheme. Moreover, for the most

part Palamas implements the Greek iambic fifteen-syllable; thus, I will try to identify

the reasons for this fact. I will also examine whether he follows the metrical rules of the

Greek iambic fifteen-syllable and what his influences are.

My examination of the poetic characteristics also includes an observation on

whether Palamas maintains the poetic forms of the poems in the TT. Most of the STs

Palamas translates are sonnets, henceforth in the last section I will examine if Palamas

translates them as such, and if so, I will investigate whether the translations have all the

sonnet’s formal characteristics faithfully transferred. I will also try to explain the

reasons of Palamas’ preference in translating sonnets.

Generally, the macro-level analysis of Palamas’ translated poems allows us to

analyze his fidelity as a translator, to understand if he follows a

domestication/naturalisation or foreignisation strategy and if he Palamises the STs.
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3.1. Palamas' translation of the poems' titles

Palamas translates almost all the foreign poems’ titles into Greek. In the whole of MR

there are only three poems whose title is not translated. The first one is «Ave, Dea» by

Hugo and the other two are «Preludio» and «Madrigale», by Carducci and Pascoli

respectively. The translation of the titles «Preludio» and «Madrigale», which are

established scientific terms referring to musical compositions, would be pointless as in

Greek there is not an equivalent term apart from their phonemic translation [Ipghovdio

and Maopiydre, so Palamas prefers to leave the titles in the prototype. Inside the poem

“Ave, Dea”, the word Dea is always left untranslated, for the reasons explained in the

first section of chapter 4, so it could not surprise us that he leaves Dea in the title too.

Still Palamas could have translated Ave with the Greek equivalent “Xaipe”. But he

prefers Ave perhaps because Ave and Dea make a better sound together: the word Ave

contains the same vowels (a and e) as the word Dea which are the only vowels heard, in

the form of ae ea.

In the cases where Palamas translates the titles into Greek, he is generally quite

fidel towards the STs’ titles. An example of his faithfulness is the poem “Un

bonhomme” by Prudhomme. The title of this poem is important because it summarises

in one word a general description and a general impression about Spinoza, whose

174



elements of character are outlined in detail throughout the poem. Palamas chooses to
translate it using a diminutive — a noun with the addition of the ending "-oxoc".'>* This
diminutive noun encompasses the meaning of a sympathetic person that exists in the
French title, while offering a sentiment of this person's familiarity to the reader. At the
same time, the title -in both poems- is ironic and disarming: we fully realise only at the
end that this bespectacled, unimpressive face masks a great and visionary mind. This
antithesis comes under Palamas' poetic trend of dualism.'”® So the title Palamas puts in
his translation is a faithful and a successful choice. The poem’s title in Palamas also
inverts the Nietzschean idea of the Superman, on which Voutouris (2006) has written in

relation to Palamas.

On the other hand, there are many cases where Palamas does not faithfully
translate the titles of the foreign poems. A reason for this deviation may be that Palamas
lost or did not note the titles of some poems, thereby making up a title of his own. In
some cases, however, Palamas’ practice of changing titles seems to be deliberate. There
is a tendency to adjust the titles of the SPs according to their subject or the poem’s
mood. A suchlike example is the poem "L'hote" by Lerberghe: Palamas translates the

title "L'hote" (which means the host) concocting the title "H &évn" (the foreigner)

152 The use of diminutives is one basic feature of the demotic

'35 Dualism which is a characteristic trend in Palamas' poetry will be discussed in detail later in this

Chapter
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presumably because he opts to give emphasis to the female figure in this dialogic poem
rather to the male encounter.”>* In the poem itself the female presence is anyway the
most eminent, therefore Palamas' title draws out the basic subject of the poem. Another
example is the poem "Offrande" by Lerberghe which Palamas translates as «Nekpaooyun
wpocspop» adding the adjective "vexpooiun" which reflects more the poem's mournful
mood. So Palamas changes the STs’ titles because he believes that another title is more
appropriate and fits better to a poem or because he wants to predispose the reader

towards a specific reading.

An important reason for Palamas’ unfaithfulness towards the titles is also implied
by the phenomenon of Palamisation and domestication. In the translations from
Lerberghe this practice is frequently encountered. The new title "Nekpooyun
npocpopd" Palamas puts for Lerberghe’s poem "Offrande" reminds his poems
«Nexpkr] QoM (7:545) and «Nexpooipog "Yuvocy (9:144). In another Lerberghe’s
poem Palamas creates the totally different title "AvatoAn" while the French title is "La
barque d'or"."*> For Greeks, East is not just a nearby proximate, though separate place;

it has historic and psychological connotations. For the French, the East was extremely

'3 Even though the title «o £&vocy prevails in his oeuvre, i.e. 11:127, 11: 286

'35 The title (and content) of "La barque d'or" is also reminiscent of the antique/classical Western

Christmas carol of the three Marys.
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exotic,”® in antithesis to the Greeks, for whom the East is something familiar related to
the emotional situtation of "komuoc". ' It is from exactly this nostalgia and obsession

for the East that Palamas’ choice of the translation’s title probably derives. '>*

Apart from Palamisation, another possible reason for Palamas’ change of the STs’
titles is that he wants to draw the attention of the reader and offer more emphasis. For
example, Prudhomme’s sonnet “Dernieres vacances” is given the title “To moudl mov
neBaiver” by Palamas, instead of having the title TeAevtaieg drakonég, which would be
the expected one. One therefore wonders why Palamas renames this sonnet. One reason
may be, as we previously discussed, that Palamas does not consider the French title
directly representative of the subject of the sonnet. Instead, the title “To maudi mov

neBaivel” better reflects the main theme of the sonnet, which is the seven-year-old child

136 ¢f. Victor Hugo’s collection Ta Avaroiitika (1829).

137 S0 the fact that Palamas' change of titles comes under the translation strategy of Palamisation is again
verified with his poem"Avatol". However, "AvatoAn" in Greek not only means East but also sunrise.
By exploiting this word’s double connotation, Palamas' title returns circularly to the presence of light —
the word the poem ends with — in correspondence with the French title: the gold boat is linked with light.
In essence, Palamas' title reflects more the sense of the poem, which is the arrival of light from the East.
The barque arrives from the East where the sun is born, and the young blonde girl who sleeps at the front
of the boat brings the light.

'¥ The subject and the feeling of Palamas’ translation correspond respectively to his two later original
poems. The reference to the light, to the travel and to the beautiful girls in the ST is obvious in Palamas’
poem "Avator)" of H acdrievtn {on 1904 (3:86), whereas the feeling of nostalgia is keenly expressed in
Palamas’ poem «AvatoAn» of Ot kanpoi g Mpvobdraccog 1912 (5:217).
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who leaves life so early. Possibly then, Palamas changes the title because he wants most
likely to focus on the child’s death. Another reason is again implied by the practice of
Palamisation: this sonnet's theme of course reminds us of Palamas' work “O Tépog”
(1898), written on of the death of his four-year-old son, Alkis. There are connections to
the autobiographical poems in H agdlevty {wn (1904), including of course the mother.
But apart from these two reasons, Palamas' title is more emphatic thus attracting the
reader’s attention and interest. Giving an emphatic character is a characteristic of
Palamas’ general translation practice as I will prove in the next chapter. So creating a
more emphatic title for a poem reflects his general strategy as a translator. This title's
change can be considered as a big translational unfaithfulness from Palamas' part-
though an interesting one- because it tilts the translation's title away from the French
title's enigmatic sense. A similar case where Palamas slightly deviates from the ST in
order to give emphasis is found in the poem «Epiphanie» by De Lisle. The literal
translation of the poem's title in Greek is «Empdveio». But Palamas prefers to translate
it as «@eopavew» -which is often semantically the same as Empdvelo- presumably
because he wants to highlight the presence of God in the title making the title more

emphatic.

When comparing Verlaine's poems and their translations by Palamas, there is

another characteristic feature in the way Palamas handles the titles. Verlaine often takes
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the first verse of his poem as the poem’s title. In his translations, Palamas does not
follow this."”® He usually keeps only the nouns from the initial verse: for example the
title “J' allais par des chemins perfides”, which is also the first verse of the French
poem, is translated by Palamas as “Ze kaxootpopéva povordartia’”’, which is also the first
verse of his translation.'® De Lisle also too often uses the poem’s first line as its title.
Palamas again does not follow this in his translations. In the case of the poem «Toi par
qui j’ai senti» by de Lisle, Palamas changes the title altogether into “Telgvtaiotl otiyor”.
A reasonable explanation for this title would be that these two quatrains comprise the
last poem of the collection Derniers Poemes, so they are indeed the last verses. On the
semantic level, another explanation would be that these are the last words of the poetic
subject who is ready to die because he has experienced the sensation of love. Also, two
poems of Lerberghe have their first verse as a title but Palamas contrives a title, which
precisely correspond to the topic negotiated in each case.'®' Similarly we can observe
Palamas’ tendency to omit the verbs of the TT’s titles and keep only elements, often the
nouns, in the case of two poems by Hugo: «Mes vers fuiraient» and “Demain, des

'aube...”, which Palamas translates as: «Ot otiyot pov» and “Avpro”.

'3 Except in the case of the poem 'Je suis venu pauvre orphelin' where Palamas uses the whole verse as
the title: "HpBa to dvotuyo opeavo'.

1% Verlaine’s poem titled “Le ciel est par dessus le toit”, does not have a title in Palamas’ volume
whereas in the later edition by Katsimbalis it has the title “O ovpavdg”.

11 n@eyyapr" and "Ta @repd" for "O blanche fleur des airs" and "Toutes blanches et toutes d'or"

respectively.
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To conclude, the examination of the titles of Palamas’ translated poems shows

that Palamas in general faithfully transfers the STs’ titles into Greek but he often

deviates. There are cases where he is obliged to invent a title for a poem because he

might had lost the original. He also changes the titles on purpose because he wishes to

give a title that would be more representative for a poem. Some additional reasons for

his deviations are implied by his translation practice of offering more emphasis and of

Palamisation. The phenomenon of changing titles is a common pratice among

anthologists (e.g. Palgrave 1861) of changing the original title when a poem is included

in the anthology, or supplying a title for an untitled original.
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3.2. The overall structure and formal characteristics of the translated poems: an

overview

Matricial norms

Matricial norms “govern the very existence of target-language material intended as a

substitute for the corresponding source-language material (and hence the degree of

fullness of translation), its location in the text (or the form of actual distribution), as well

as the textual segmentation” (Toury 1995:58). So, the examination of the matricial norms

means the comparison of the number of verses of the TT in relation to the ST, in other

words, if Palamas keeps the length of poems he translates. Matricial norms also means

the scrutiny of the structure of the poem: how the stanzas are separated in the ST and TT

and the number of stanzas.

Examination of the matricial norms proves Palamas’ broad faithfulness as a

translator. First, Palamas keeps the number of verses as in the STs in his translation;

This can be observed both in long and short poems. For example the quite lengthy poem

“Je respire ou tu palpites» by Hugo, consisting of 72 verses, has the same number of

verses in Palamas’ translation «Avacaive, 10 yvopileig» (11:233) whereas the short

poem «Toi par qui j’ai senti” has only eight verses like Palamas’ translation. Rarely and

only when his translation strategy demands it, Palamas puts an extra line, and as a

result, the number of verses of the TT becomes slightly bigger than the number of
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verses of the ST. Examples of this are the poems «X’gva véo moMrtevt» and “Eva

ta&ior ota KOOnpa» where Palamas adds one line, as I show below. In the first poem

this is because one line is not enough for Palamas to faithfully transfer the meaning of

the ST’s corresponding line. In the latter poem this practice seems more deliberate: the

participle “kpepoacuéve” could be fitted in the following verse, but Palamas seems to opt

for giving emphasis to the word. If there are rare cases where Palamas adds a verse, the

opposite never happens: no Palamas’ verse translation is shorter in length than its ST.

Vous avez beau vouloir vers ce pdle commun MdiToto To TAVTO TOAEUAS TPOG £Val Yio OAQ TOXO,
Comme I’aiguille au nord faire tourner chacun; | Kafd¢ yvpvd tpog to fopd n poryvnTikn ferova

Il est dans la nature, il est de belles choses, Noa ta yvpiong.

Des rossignols oisifs, de paresseuses roses, Opopoiég eivar otnv mAdomn, andovia

ITov {ovve oty akapatid Kot pOda OKVE TOV GTEKOLV
Gautier “A un jeune Tribun”

Palamas «X’eva véo moAttevthy (11:243)

En expiation de tes infames cultes
Et des péchés qui t'ont interdit le tombeau. | I'o va mhepdong dTyleg Aatpeieg cov K apaptieg
Ridicule pendu, tes douleurs sont les miennes! | [Tov cov T0 amAYOPEYOVE TO LVILLOL.

Je sentis, a I'aspect de tes membres flottants, | Q kpepacuéve

Pelidepéve, o1 GLUPOPEG GOV O GUUPOPES OV, Kol OTOV
Baudelaire «Un Voyage a Cythére» Eida va pedn 1o xoppi cov, aotdvinko wg andvov

Palamas “Eva ta&idt ota KoOnpa» (11:249)

Not only Palamas generally keeps the number of verses but also the number of
stanzas of a poem. For example in the translations “Ot aAvcidecy and “To TparyoHhot g
doynung adepene» Palamas follows the distinction of the ST’s stanzas. The latter poem
is a unique case in MR because its second stanza is repeated after each succeeding one
like a refrain in a song. Of course Palamas keeps this in his translation. Another

interesting case is the poem “vekpoociun npocseopd» (11:345) by Lerberghe where the
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last verse is repeated like a motif in both the ST and TT:

A la mémoire de Gabriel Vorstermans.

A ton Ombre ces fleurs, ces fleurs pures et claires;

Car les fleurs sont Lumiére.

A ton Ceeur qui sommeille, a tes yeux qui sont clos;
Car les fleurs sont Repos.

A ta Voix qui n'est plus qu'un peu du souffle immense;
Car les fleurs sont Silence.

10V {6K10 GOV T AQUTEPA, TO AyVA AOVAOVILO ALTA
TMarti etvon T°avOn oG,

2NV KOIoUéVN 6oL Kapdid, 6To AT GOV KAEIGTA,
TMarti etvoe T°6vOn avamopogs.

2N VN GOV €va TIMOTE ML GTNV ATEPAVTIN TVON
TMarti etvor 7°64vON ooz

Again, however, there are exceptions to Palamas’ faithful practice of keeping the

stanzas distinct. A striking one is the poem “L'Aveu” by de Lisle, which has three

stanzas, whereas Palamas’ translation “Eyaca to ddcog» (11:245) has six, probably

because Palamas wishes to separate the verses where the poetic subject addresses to the

woman’s figure:

J'ai perdu la forét, la plaine,
Et les frais avrils d'autre-fois.
Donne tes lévres, leur haleine

Ce sera le souffle des bois.

J'ai perdu I'océan morose,
Son deuil, ses vagues, ses €chos;
Dis-moi n'importe quelle chose,

Ce sera la rumeur des flots.

Lourd d'une tristesse royale
Mon front songe aux soleils enfuis.
Oh! cache-moi dans ton sein pale!

Ce sera le calme des nuits.

"Exoaca 1o 6ac60¢ ko Tov Képmo

Kot ta 0pocsoPodria tov Ampiiiov.

-Adcg pov Tt XA cov, M TVON TOLG

Ba gtvon T’ ayepdxt Tov dpLLOV

‘Exoca v mkpokvpatovoa

BdAhacoa Tov aydel co Vo TovN.

-Mi)a pov v’ akobom 6mo1o Gov AdYo

Ba eivol TV KOPATOV 1] QOVY).

Tovg Baciiepévoug pov nAtovg PAET®

o1’ 0velpd pov, o ti Papvg kampdg!

-KpbOye pe ot’ayvé cov othn emdve.

Oa elval ™ VOYTIAG O OVOTOUOG

Another exception to this rule is the case of sonnets. The majority of sonnets in

MR are presented as a fourteen-line poem without any break between sections or even
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between the two sonnet parts, the octave and sestet. A detailed description of this

phenomenon and the reasons begetting it are analysed in the last section of this chapter.

The form and genre of poems

In MR there are different kinds of poems something that intensifies the anthology’s
multifarious character. Most of the poems in MR are lyrical.'® Satire is absent, despite
Palamas' excellence in that area (as we see in Zarvpixa [vuvdouoara 1912), and despite
that he is very well aware of many satirical French poems. Nor is the ancient world very
prominent, for that matter. There is nothing epic, almost nothing patriotic and not many
philosophical poems- poetic themes we are very used to find in Palamas oeuvre.
Palamas set out to ignore with his anthology the tradition of epistolary, political, and

didactic verse too.

Apart from the varying kinds of poems, there are also poems of various poetic
forms in MR. The dominant poetic form in MR is incontrovertibly the sonnet. The
reasons for this are detected and developed in the last section of this chapter. There are
also poems by different poets that have musical form.'® The quatrain is also well
presented in MR (i.e. “Ot ahvcidegy by Prudhomme 11:297). What it is very noticeable

with respect to the quatrain is that Palamas chooses to translate quatrains with different

12 For the reasons see the Introduction. Also cf. discussion in ch.1 (section 1.3.c.).

19 see discussion in chapter 5
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number of stanzas and metres (and he keeps this variety in his translations).

Metre and rhyme

Fletcher’s (1984:219) observation that “Palamas never tired of experiment with new

rhythms, and the metres used in these collections are of wide variety” holds also of MR.

In MR various metres are used by Palamas: short metres like the eleventh-syllable as

well as long metres with more than fifteen syllables. Even in the quatrains there are

lines with longer metres than the iambic fifteen-syllable. This is found also in Palamas’

collections Or voyteg tov Pruiov (1935) and to a less extent in O xvklog TV

tetpaotyywv (1929) as Fletcher mentions commenting that “this is rare in the poetry of

Palamas, and it gives to these verses a stretched and flatter tone than usual. The

seventeen-syllable line is the most popular for this experiment- the same length of line

which Nikos Kazantzakis (1883-1957) used for his Odyssey” (1984:219). In Palamas’

translations there is also an appreciable number of poems in mixed metres.

The dominant metre however is the iambic fifteen-syllable, for the reasons I

explain in section 3.4. Again this is a similarity with Palamas’ late collections published

around the same time as MR: “The fifteen-syllable line once again becomes a favourite

in the Nights of Phemios and to a lesser extent in the Cycle of the Tetrastichs” (Fletcher

1984:219). Throughout Palamas’ translations we find embedded fifteen-syllable lines
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with the traditional caesura but also some innovations regarding the traditional Greek

iambic fifteen-syllable metrical canon.

The STs are also written in various metres but most of them are found in the

twelve-syllable- what is called the French alexandrine. Most frequently he converts the

alexandrine into the iambic fifteen-syllable for the reasons I discuss extensively in

section 3.4. The alteration of metre is not a serious unfaithfulness, on the contrary, for

Valéry it is meritorious in translation. In his criticism for the translator of his work

Denise Folliot, applauds that he adapted the octosyllabics instead of following the

variations of the original metre, because “he realised that prosody must suit the

language” (1958:288-89).

Regarding rhyme, it is known that Palamas defended the importance of its use in

poetry. This Palamas' defence can be found in his comments on the poetry of Hugo:

“AMA M eviédela Tov otiyov Tov OVYKD KOl 1| OHOPPLE TOV givon ay®dPLoTN Omd TIG

OHOPOLEG Ko amd TIC eVTELELEG TV opotokaTaAnSidv tov” (Palamas 1970: 191). Also

Palamas writes whole poems praising thyme like «MegBbotpeg pipeg» (11:94). In his

translations there are poems that are thymed but most of them are not albeit their STs

have rhyme. This does not mean that Palamas’ aforementioned positive view towards

rhyme is only theoretical or that it does not apply for his translations. There are couple
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of explanations for Palamas decision not to put rhyme in certain translations, which I

discuss in depth in section 3.3.

To conclude, Palamas believes that it is very important to keep the form and
external characteristics of a ST in translation as I discussed in 2.1. From this overview,
we can understand that Palamas’ belief is implemented in practice in his translations.
Palamas has the patience and the attention a translator is required to have. He also
remains faithful to the genre and form of a poem. If a poem for example is lyrical he
translates it keeping its lyrical characteristics.'® If a poem is a quatrain he translates it
as such. In the Preface to MR (11: 204) he expresses that: “Aokipaca vo peETOPPAG®
Myeg otpo@ég amd v apyn ™e Mipéylag n a&ia g SoKUNG, EAAYLOTT, GTEKETOL GTO
6T SroTnpd omapdAroyTo To 810 peTpKd oy Tov entactiyov . ® Only in the
case of some sonnets Palamas makes some changes on their form, which I present and
discuss in the last section of this chapter. In the next two sections I will discuss the use

of fifteen-syllable and rhyme.

1% Examples of lyrical poems and their translations by Palams are found in chapter 4, especially in the

section of Verlaine’s poems
' The original title of the poem is Miréio, in original Occitan and Mirélha in classical Occitan and it was
written by Mistral in 1859. Mireio was translated into some fifteen European languages, including into

French by Mistral himself. In 1863, Charles Gounod made it into an opera, Mireille
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3.3. The iambic fifteen-syllable and its varieties

The prevalent metre in Palamas’ translations is the iambic fifteen-syllable. Even

Palamas' translated sonnets appear mostly in the iambic fifteen-syllable, while generally

in Palamas' poetry we can find sonnets written in a variety of metrical forms. Actually

most are written in the eleven-syllable, as we can conclude from Mitsakis' study (1994).

In MR only five out of the twenty-five sonnets are not written in the fifteen-syllable

(Appendix 2). These sonnets are translated into other rhythms, mainly in the thirteen-

syllable. This may happen because the thirteen-syllable is more similar and closer to the

original poems' rhythm (the twelve-syllable/Alexandrine) than the fifteen-syllable, thus

it is easier for Palamas to translate using the thirteen -syllable. Actually, the use of the

thirteen -syllable is more than natural, because as Massimo Peri notices: “o0 EAAnvikog

dekatpiovArlafoc Oev eivar GALO Tapd M katd AN amddoomn Tov [oAAtkov

are&ovopvov” (in Mackridge 1990:11). At this point there emerges the question: Why

is the fifteen-syllable the predominant rhythm, and not the thirteen-syllable?

Taking into account that most of the STs are written in Alexandrines, the use of

the fifteen-syllable in Palamas' translated poems is reasonable, because the fifteen-

syllable is the national rhythm of Greek poetry (Stavrou 1992) and similarly, the

Alexandrine has been from the seventeenth century until today the French national verse
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(Grammont 2002). So in Palamas’ case the change of the STs’ metre from the

Alexadrine into the fifteen-syllable is not a kind of an unfaithful practice, but the

contrary, because these two metres had the same status in France and Greece

respectively.

In addition to the fact that the fifteen-syllable is the Greek national verse

correspondingly with the place of the Alexandrine in France, another reason why

Palamas uses the fifteen-syllable is that in Greece the fifteen-syllable is the staple verse

form of both oral and written poetry. Therefore, Palamas' choice of the fifteen-syllable

is influenced by his times and is a natural way of domesticating the poems he translates.

What is more, the fifteen-syllable is the verse most frequently used in Palamas' poems

(Politis 1990), so it is a way of Palamising the poems. His preference in the use of the

fifteen-syllable is also obvious in his following words (2:238):

A@' 6tov 0 'EAANV andiece 10 aicOnupa ¢ apyoiog mpocwdiog Kot Tov
xPOVOV 01€0€xON €v T oTYOoVPYi O TOVOG, O TETPAUETPOS 10UPIKOS, O
KOG KOAOVUEVOG dekamevTocVAAAPOC, KoTéotn Babunddv o kat' eoynv
TOTOG VP' OV 1 EAANVIKN PavTOGio OEUOPPOV TOL TAAGUATE TNG, 1 KLYEAN
ev 1 omoia 1 €Bvikn moinoig exdotote amédnke to uéA . [...] 'Evtovog
Ko omadog, yopielg kot OAMPBepds, vAPUOGTOC €15 TTaV €100 TOMGEWG, Elval
TO PLOLUKOTOTOV KOl EKPPACTIKOTATOV TOV UETPOV €K TOV OeAyOvVIOV Ta

MOTO, KO GUYKIVOOVTOV TAG Kapdiag nuUdv.

Furthermore, Palamas uses extensively the fifteen-syllble in his translations for

the sake of the demotic movement. As Tziovas (1986) points out, Palamas had to
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support the fifteen-syllable line (which he associated with the development of a national

poetry) against the onslaughts on it by the purists who deprecated the national verse.

At the beginning, Palamas, in his use of the fifteen-syllable, is affected by the

Athenian School, as this is obvious in Tpayovoia tns matpioos pov and then, as we see

for example in Yuvog oy AGnveé and Or tagpor tov Kepoueikoov, he is influenced by the

fifteen-syllable of folk songs and of Solomos' poems. But later, Palamas criticises the

fifteen-syllable of folk songs and of the Athenian School saying that: “uéca pov ywvortav

[...] ocav awoOntotepn n avdykn tov Eavoaviopod Tov €BviKoL pog otiyov, TOL

deKamevTacLALAPOL pE KvHata AyOTEPO amAd, pe véa mepmotpato. H peiwdio tov

yperdlovtav va opynotpwbel” (1: 326). He also criticizes the fifteen-syllable in the

work of Solomos (6:103).

In his most creative years, Palamas is preoccupied with the problem of the fifteen-

syllable as expressed in his article “Metpwcd” (6:147) in 1894. According to Linos

Politis (1990), Palamas was not satisfied with the standard shape of the fifteen-syllable

and wanted to change it, following the example of the French Romantics, who

beginning with Hugo wanted to reduce the monotony of the Alexandrine. Palamas' own

words attest to this influence of the French Romantics, and especially Hugo, on his view

of the fifteen-syllable (6: 149-153):

190



210V apykd TOL TOMO Kl OMMG YpApeTal cvvnOicpéva o OIKOC pHog O
dekamevtacLALAPOG O€v eivar Mydtepo- umopel va elval mo  wOAD-
povéotovog amd tov aregovtpvd dwdekacvAlafo tov I'dAlwv, dnwg eltav
apYIKA Kt ovtog, €100¢ wouPtkod TETPAUETPOL HE TN UECLOVI] TOWUN
amapdiloytn. Mo Kol KOAAMTEYVIKOTEPO YPOUUEVOG O OIKOC HOG
deKamevTacLALAPOG GYXEOOV SLOAOL deV TTNYE OUTPOS OO TOV KOPO TOL
QAVNKE TO TPAOTO YVOOTO ONUOTIKO GTIYOLPYNUO, OTo YiAo Téco pHeTd
Xpotdév, 10 moinuo tov Xmovén, amd Tov Kopd tov TCEtln ko Ttov
[Ttwyodpopov. [...] Or areEavdpvol tov (Ovykd) 0év Eeyxetllovve povo pe
vrepPatd-  Kielovve péoa tovg OAa To dvvord ToOKioUOTO TOV
dmdeKacVALOPOL Kol KAOE aKOVOVIOTN TOUN TOV UITPOSTIVAOV TOUTOV,
TOAD  GLYVOTEPO, TOIKIAMTEPA KOL PLOHIKAOTEPA OO TOLG OTIYOVS TOV
Aagovtaivov: péca ¢'avtod 1 KAKOUOPN LECIOVY TOUT KATAVINGE Vo U
umopn va Eepotion. Tové petayepileton pe tdom mokidia tov adeavipvo,

oL UE Ketvov avamAnpavel KaOe GALo pétpo.

However, Politis does not mention that Palamas was not only influenced by

French Romantics but also by French Parnassians and symbolists, in particular by

Leconte de Lisle's metrical liberties and innovations, and this is proved by his

admiration for de Lisle's bold use of the Alexandrine: “In his 'Poems Barbares' alone [

found many verses with irregular caesuras” (1991: 137). Not only he was influenced by

1 <¢

French poets, but also by Kalvos' “moAvtponog appovia” which, for Palamas, was a
mean for the enrichment of the fifteen-syllable (Garandoudis 2005). As Garandoudis

(2005) remarks, Palamas' intention was to elicit, using the new metre, the same sense of

rhythm existing in the ancient metres.

So, Palamas “took similar liberties with the Greek form of the Alexandrine, the
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fifteen-syllable line, beginning in the Mania ¢ woyns wov and culminating in the

Dlroyépa tov Baoirid” (Sofroniou 1959: 174). However, Linos Politis (1990) holds that

these liberties were apparent even earlier, in Yuvog otnv AGnva, and finally a more

personal and sui genesis fifteen-syllable is created in H gpioyépa tov faciiic and in

Bwpoi. On the contrary, Samouil puts later the start of Palamas' fifteen-syllable

renewal: “o Ilohapdg mpoetopdletar yw TV OVOUOPO®GT TOL  1opPikoD

dekamevtacLALAPBoL amd To 1895 péypt to 1900 mepinov.” (Samouil, 2007: 125). Politis'

argument seems to be the most valid, because although Palamas theoretically examines

the issue of the fifteen-syllable renewal in his article Metpixd in 1894, he is previously

concerned with it.

This new unrhymed fifteen-syllable, is less related to lyric and more to narrative

and epic. The new elements in this kind of fifteen-syllable is the abolition of the main

caesura and the variety of secondary caesuras within the verse, the concussion of the

iambic rhythm by the use of stress on the third and eleventh syllables, the frequent use

of enjambments and pauses (dots, commas) in unexpected places in the verse (Samouil

2007). Palamas applauds this practice in Hugo’s poetry (6: 153).

Not only in these works but also in Palamas’ translations we can find some of the

aforementioned innovations in the use of the fifteen-syllable. Palamas renews the
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fifteen-syllable verse without undermining its status as a national verse. So, many times
the traditional caesura after the eighth syllable that evokes traditional poetics is shifted
in Palamas’ translations. For example, in the case of the sonnet “To moudi mov weBaiver”
in the last verse, caesura is after the ninth syllable instead of the eighth. This happens in
the context of Palamas' effort to avoid monotony and of his search for new rhythmical
ways. The number of instances where the rhythm of the fifteen-syllable verse is broken

up strengthens the suspicion that Palamas was aiming at a slightly more prosaic effect.

Apart from this, there is a frequent use of enjambments in Palamas’ translations.
Most of them are strong enjambments as in the following verses from Preludio by

Carducci (11:365):

1. Mo v moinom v Kown: 10 apnvel
2. to kopui g, ywpic va Aaytapilet

Someone could hypothesise that the existence of a big number of enjambments is due to
Palamas’ failure to express in only one line of the translation the meaning of the ST’
line, something that is indeed very difficult in verse translation. But as I have just
mentioned, the use of so many enjambments is also a practice found in Palamas’ own
poetry. It is then a deliberate action. The purpose of this practice is the renewal of the
fifteen-syllable and the creation of an emphatic effect in the translations.'®® Apart from

the conceptual and syntactic section's release of its closure in the context of the verse,

1% Many examples of the latter purpose are identified and explained in the micro-level analysis
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the deliberately misplaced stresses of single syllables apart from the first syllable is

another element that Palamas uses in order to renew the fifteen-syllable through his

. 1
translations.'®’

So Palamas follows the same translation strategy as Pallis regarding the metre,

in order to avoid monotony in his translations. As Palamas himself says:

[Tepiepyo Oe elval oTL €1 TV KATOOKELN)V TOL OTiYov O K. [I4AANG dev
nkoAovOMNGCEV  amOAVT®G TO  CUOTNUO  TOL OAAGL  OETAOCE  TOV
OeKameVTACVLALAPO €Ml TO TEYVIKAOTEPOV KO EAEVOEPWG OPT|KE TNV PPACLY
TOV VO, AVOTTOCGETOL VIO ALTOV Kot Oyl KATA TNV GLGTHPN LOVOTOVIOY TOV

ONuoTKoL Acpatog (2:128).

Samely Palamas leaves himself free from the restrictions of metrical canons, to

express the ST’s meaning within the fifteen-syllable line.

'7 CF. discussion in 5.2.c.For an example of these metrical innovations see appendix 4.
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3.4. Representing rhyme

A general assessment is that often Palamas does not keep the rhyme of the STs in his
Greek translations. It is true that it may be difficult for a translator to stay faithful to the
meaning of the ST he translates and simultaneously keep the rhyme. However, for a
skilful translator like Palamas, this is not an obstacle not to be overcome, taking into
account that he puts rhyme in some poems, successfully creating a pleasant result and
remaining faithful to the poem’s meaning.'®® So the use or absence of rhyme does not
depend on Palamas’ capacity as a translator or on a poem’s degree of difficulty which
makes hard the retention of rhyme. The use and absence of rhyme hinges on a clear

decision of Palamas as a translator.

Palamas explains the reason of the absence of rhyme in his translation of
“Hypatie” by De Lisle: «H pipa, mov eivon amapaitnto ototyeio appoviog yio Tovg
YOAAMKOVG oTiyovg, €ivorl o TOAVLTEAELWD, £VO GTOAOL TOPATAVE YLl TOVG OTKOVS LOG
oTiYoVE, TOV KATEYOLY AALES, TAOLGIDOTEPEG TNYES appoviag péco tovey (14:278). This
justification that Palamas pleads can be generalised for all his translations. Palamas
feels that rhyme is not the only source of euphony. Rhyme is important for Palamas but
not as important as other poetic elements. However, this Palamas’ view applies for the

Greek verse only; for the French verse he believes that rhyme is indispensable.

1% palamas every time he decides to reproduce the rhyme he does it in a frabjous way. See for example

the poem “Avpro” by Hugo (11:239).
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Although Palamas recognizes the significance of rhyme in poetry, he believes that a

poet can create harmony in his verse even without rhyme, which is a redundant

adornment in Greek poetry. This is also evident in his following words:

BéBata, molvpopen, tpmteikn Kou n pipa givor, kabmg ko 1 idwo n Toinon,
OAAG KovéEva eumddlo de Paler otov dElo, 6TO OLVATO, GTOV TOAVTELPO
TomTY, YL Vo 0MGEL UECH GTO OTiY0 TOv, KAOMG Ko ¥péoc €xel Kol
avBOpUNTA TO EMLYEIPEL, OAN TN LECTOUEVN TEPAU MG TEPOL APLLOVID, DOTE KO
povoyf TG va KPoTlEtol Kot He T pigo vo GOUTANPAOVEL OKOMO KOl VO
pectmvn v aveCaptnoio g (Palamas 1970: 190).

While Palamas thinks that rhyme is unnecessary, Bonnefoy (2000) believes that it

can also inflict loss on a translation because it trammels the translator and does not

allow him to be freely and spontaneously expressed. Stylianos Alexiou (1989: 16)

shared a suchlike opinion contending that some translations of Shakespeare's sonnets

failed because of the use of rhyme and the fifteen-syllable:

Ot vedtepec HETAPPAOELS TOV 20VETWY, GUUTEPIAAUPOVOUEVNC KOl EKEIVIG
TV POto-Aapoavdiov, pe v mpootddetlo eppoving otn pipa Kot otn AEEN M
TO TOAD GTNV £vvold, Kl aLTO GAAMOTE KATA 0pUGIKO Kol adEEI0 TPOTO TIg
neplocdtepec Popéc (vo mavrpevtelg pabéc!), erdyiota akolovbodv tnv
TOMTIKT POY| TOV KEWWEVOL, GTAVIOL PTAVOVV GTO TPiTo £minmedo, avtd TOv
Bpioketon miow amd T AéEelg Kou wiow omd TG €Vvoleg, GTO WYuyIKo

otoyyeio, otnv moinon- [...].

Accordingly, maybe Palamas did not want to persist on the use of rhyme, as his priority

was to achieve this third level by keeping the concepts, rhythm, sounds and words. That

is why he pays more attention to create the other sources of harmony of Greek verse in

his translations rather than to keep the rhyme.
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However, in the cases where Palamas believes that rhyme is very important for a
poem, he recreates it in his translation. Rhyme in some poems functions as the core or
even as the unique source of musicality. If somebody took away the rhyme, these poems
would totally lose their musicality, their lyrical essence. Usually quatrains rely their
musicality on rhyme, that is why in most cases Palamas keeps rhyme when he translates
quatrains.'® In any case, Palamas uses his instinct as a reader in order to understand
how necessary is rhyme for a poem and acts accordingly. Being an adept poet himself
he can better assess if rthyme is indeed an indispensable element in a poem, how
indispensable it is and he puts rhyme in the translation too. In this way he preserves the

musicality of each poem, which is one of his priorities as a verse translator.'”

Samely, Verlaine’s poems are some of the cases where a translator who tries to
translate whithout rhyming has not translated at all. Rhyme is a rhythmic and one of the
musical elements in Verlaine’s poems which do not have the philosophical depth of
Prudhomme's poems for example. Verlaine is distinguished as a music poet (see p.86).
So Palamas believes that he must maximise the musicality of his translations to reach
the levels of musicality of Verlaine's poems. That is why in the case of Verlaine, all five

of his translations are thymed. Whereas in Prudhomme’s poems, Palamas is not so

199 see for example the poem «Avacaivem, to yvopileic» by Hugo (11:233) in antithesis to «Zto dwfdtn
pog Bpadiac» by Verhaeren (11:333).

' This is proved in chapter 5 and it is also visible in chapter 4.
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concerned in putting rhyme and he is content to create musical sources like assonace,

alliteration and repetition. "'

What matters to him in Prudhomme’s poems is the
creation of the logical thought and its emotional effect on the reader, because he
believes that this is what matters in the poems themselves, this is the most important

172

characteristic of these poems that should be reproduced in his translations. '~ In

Prudhomme’s poems, rhyme is not essential to them as it is to Verlaine’s poems.

However, in the case of sonnets, which abound the poems Palamas chooses to

translate, keeping the rhyme might seem to be of overriding importance. Moraitis

(1987: 18) considers rhyme as one of the basic external elements of a sonnet and he

adds that: “Eivon éva moyvidiopa, éva 6toAidl mov opop@aivel Tov otiyo.” Palamas as a

sonneteer in his own poems is very consistent in the use of rhyme- Palamas as a sonnet

translator is not consistent at all, but usually does not keep the rhyme of the sonnets he

translates. Examining the twenty-five sonnets translated by Palamas we can observe that

the lack of rhyme occurs in almost all, except from seven sonnets where there is some

kind of thyme (Appendix 5). Generally, Greek poets are consistent in the use of rhyme

in sonnets (Mitsakis 1962). Only Petros Vlastos did not conform to this rule:

H vroypewtikn oporokatainéio 6to covérto £yve ogfactn omd GAOVS TOVG

veoéAnveg momtég pog ektdg and tov [Iétpo BAaoto [...]. O Bhaotog dpmg

"I For a detailed discussion on the mechanisms Palamas implements in Prudhomme’s poems and the way

he translates Verlaine can be found in the next chapter where a micro-level analysis takes place.

172 palamas many times considers Prudhomme a philosopher poet (i.e.11: 207).
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dev glye oLVENIOTEG KOl £TCL 1) TEPIMTWGN TOL UTOPEL VO YOPAKTNPIOTEL GV
HOVOOIKY| 6TV 16Topia ToL EAANVIKoD covéttov (Moraitis 1987: 18).

The decision not to employ rhyme widely in his sonnets is clearly supported by

Palamas himself writing that: “Béfata dev givan pévo yvopiopo tov GovETov 0 aptipog

TOV OTiY®V TOV, UE TIG OTAVPMOTEG KOVOVIKA PlUES TOV TETPACTIYOV TOL KOl TWV

Tprotiymv, oAl gival To Kuprwtato” (7: 303). So, Palamas considers rhyme as one of

the main features of sonnets, but not the only one. He also notes that the sonnet has

passed through many changes for centuries, but withstands to every transformation:

“AM\' amd Tov Kapd TOV Lo TAPOVCIACTNKEY, OUMVES TOPO, OV Novydlel. Aviéyel o€

kéOe petapforn” (7:303). Moreover, Palamas' opinion on the unrhymed sonnets in

Vlastos' poem “Argo” is I think an adequate comment on his own sonnet-writing

production: “moinomn mwov mpochHitel ot SOEN TOV GOVETOV, YWPIC TIC PILES TOV, OUMC

OPKETOV Y10 VO TOL OMGCN Kol T'OVOUO TOV KOt TN o@payido Tov: Yiati Tov eTavouV ot

dekatéooepeg otiyol tov” (Palamas, 1931:309). Besides the absence of rhyme in

Vlastos’ sonnets, there are other poetic elements in the fourteen lines which are more

than adequate to preserve the sonnet’s character according to Palamas.

Finally, in the cases where Palamas keeps the rhyme in his translations, he does

not keep the same rhyme scheme as in the STs, as I show in the appendix 5. A striking

example is the sonnet “Ave, Dea” which is one of the few sonnets translated by Palamas
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that have rhyme. The kind of rhyme in this poem which has the form of
aabb/ccdd//efe/fgg, 1s different from the ST's kind of rhyme which comes in the form of

abab/abab//ccd/eed.

To conclude, for some people, Palamas’ inconsistency to produce the rhyme of
the STs could be considered as serious translation unfaithfulness. In this respect
Palamas would be considered as free translator. However, Palamas creates rhyme only
when it is necessary and he creates other sources of harmony which in his view are
more important for the recreation of the STs’ musicality and general effect. It is the
freedom not to use rhyme which he allows himself, that permits him to be more faithful.
Palamas’ translated sonnets are still sonnets, though unrhymed. Palamas has unshackled
himself from the chains of rhyme, and this seems to me a fair bargain insofar as the

musicality of the STs is still preserved.'”

' The way Palamas preserves the musicality of the STs is discussed in chapter 4 and in section 5.2.c of

chapter 5.
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3.5. The sonnet

The reasons of Palamas’ preference in translating sonnets

Taking into account Palamas' total collection of translated poems, we can easily

conclude that the form that dominates in Palamas' translations is the sonnet: Palamas

translated 98 poems, if we include «H EAévn g Endptne» and almost a quarter of them

can be categorized as sonnets. This is expected considering that of the 215 Greek

sonnet-writers, Palamas is the most prolific (Moraitis 1987).'"*

Palamas' preference for
the sonnet is clear even from his own words: “to Xovétto dev eyevviidnke yio va meTd
elevbepo ota teTpanmépata- MpOe ylo voo KeAamon oto devipi Tov. [...] N advia, Tavto
o1 ko wavta pia, Ioinom, mavta Kpotd 10 XovETTO GTOV 10K10 TNG OTapacAAELTO.”

(7:303). At this point there emerges the question: why does Palamas prefer writing and

indeed translating sonnets?

Palamas' treatment of the form reflects the importance of form in his own poetry,

as with the Parnassians. The ‘“value of form” is one of the basic principles of

Parnassianism (Marmarinou 1976:102). The Parnassians believed that Poetry could not

exist without form any more than the soul could exist without the body; accordingly,

they seek perfection of form via the persistent editing of the verse (Mortelette 2005).

' According to Mitsakis (1994), Palamas wrote 170 sonnets and translated 23, so his total number of

sonnets is 193. Athanasopoulou (2011: 64 and 69) does not agree with this number and she claims that
Palamas wrote more than 180 sonnets and only 15 of his translations are sonnets. However, as proved by

this study (Appendix 3) and earlier mentioned by Samouil (2007) Palamas translated twenty-five sonnets.
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That's why the sonnet was so favoured by the Parnassians, mainly by Leconte de Lisle
and Jose Maria de Heredia (Marmarinou 1976).'”” Palamas has a materialistically
sensuous relation with the poem which is influenced by this basic principle and he “was
the first Greek critic clearly to expound Parnassian ideas” (Sofroniou, 1959: 167).
Therefore, it is natural for Palamas, following the example of the Parnassians to use the
form of the sonnet very often and, inasmuch as he translates mainly the poems of

French Parnassians, it follows that most of these poems are sonnets.

Palamas' preference for sonnets also has to do with the structure of the sonnet in
relation to what is called dualism (“dvadikoétnta” or “durtolkodtnta’”) of Palamas.
Palamas many times in his works admits that there is a mental duplicity inside him and
he wrote a poem about this in H Iloliteio. ko n Movacic with the title Yuvog ¢ Aiming
Poyns (5: 376). Angelos Doxas (1959:199) analyses the reasons of Palamas' contrasting
expressions and argues that not only Palamas' life but also his work is filled with this
contrast and even if sometimes “Tuyyaivel vo €mKpATNGEL O &vag amd TOvg O0VO
OUVTEAEGTEG TNG OVTIPOONG, TOVTO OEV OMOKAEIEL Kl TN GuVOTAPEN Tov AoV, 1), O
KaAd, TV cvvekdnAwon tov”. Karandonis (1932: 29) also speaks of “o dvadicpodg twv
eo@tepkmV dvvapemv g [Hokapkng Woocvykpacioc”. Sofroniou (1959: 172) agrees

with this by saying that Palamas believes in the “Hegelian antithesis and the beauty of

'3 1t is indeed surprising that Palamas does not translate any sonnet by Heredia whose sonnets were

distinguished (Reid 1976).
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contradictory truths.” Tsatsos (n.d.) and Chourmouzios (1960) also speak about

1 <

Palamas' “avtipatiopnd” whereas Dimaras (1943) draws our attention to the titles of
Palamas' books where this contrast exists between the words, for example "laufor xou
Avarouoror, H [oArteio ko1 n Movaéia, H Aodievty Zon ete. Despite the fact that many
accused Palamas of his “avtipationd”, Doxas (1959: 202), however, correctly pinpoints
that: “O TloAlopdg pécao amd TOV aVTIQATICHO TOV G £0MOCE TNV VTOKEWWEVIKY] TOL
ainBewo.” This subjective truth, or better subjectivity, is a key element to Palamas' work
and hence his translations. Undoubtedly then, the use of the sonnet form helps Palamas
to present us truth through contradiction, as the classic sonnet is organised in two parts,

the octave and the sestet, and these two parts can be set against each other intellectually

or emotionally (Samouil 2007:144).

Palamas' choice and preference to sonnets has to do with musicality too.

According to Bermann (1988), the sonnet arose at a time when rules of versification

were bound to rules of rhetoric and when accepted phonic and even musical patterns

were deemed essential to poetic expression. The sonnet is a kind of poem characterised

by its musicality and its name comes from the latin word "sonus" which means sound

(Moraitis 1987). Zakythinos (1928: 369) also considers sonnet as “Lovo1KOTATOV TOVTOV

otyyovpykdv cvotnua’. Taking into account the strong relation Palamas has with
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music, his preference for translating sonnets is natural.'’® This preference serves his
priority in writing his collection of translated poems, that is the rearrangement of the

STs' music.

Moreover, the sonnet in the process was established by Dante as an eloquent lyric
expression and sonnets such as “Tanto gentil” elaborate themes of erotic and spiritual
love unique to the lyric tradition (Mitsakis 1994). Saralis (1991:160-161) also identifies
this: “...kelvo mov mpémel va Kvuplopy ota GovETTa, eivar o kabapog Avpiopdg [...] Eivan
YOPITOUEVO Ko AeTTd €100¢ TOV TPEMEL OAOKANPO Vo TAAAETAL OO AKPATO AVPIGUO Kot
va Adumel amd kabe €idovg oToAidl mov poag Owdokel 1 momtiky téxvn.” So, as
Mitsakis (1994) correctly jots, Palamas through sonnet-writing showed the breadth of
the human soul and his unparalleled skill as a lyricist. Consequently, the sonnet form
serves Palamas’ target of MR, which is to show a piece of his lyric self expressed in
1929 (11:202 and 215), in the preface. Palamas himself writes in these terms in the

introduction to Ta dexozetpooriya (1919):

Kot pe 1o mpokeipeva Agkotetpdotiyo SNADOVETOL KUKAIKA O TOALEWONG
KOGUOG, TPOGMTO Kol TPAYHOTH TOL cLYKIveL Tov oy, EvObunoceg kot
TPOGOOKIES, POVTAGLOTA TOL YivovTal TAdoUAT, OVEPO TOV lval yio TovV
TOMTH TPOYUOTIKOTNTESG, YEYOVOTA oV e&abAdvovian [...] Opmg pali kot
LECTMVOVTOL TO. GOVET' OLTO LE TNV OMNYNON TOL QEPVOLV GTOV TOUTY|
TEPLOTATIKA TNG E6OWYLYNG Long tov (7: 18).

Few years later he will write that Ta dexatetpaoriya (1919) is “10 mo whovoo Piiio

176 For Palamas’ close relation and love for music see chapter 5
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tov Ko 1 {on Tov OAN ko n drebnkn s (7: 22).

The form of sonnets in MR

Leafing through MR the volume reveals a transformation of the sonnet form: Some

translated sonnets are divided into stanzas, others are set out as a continuous whole.

Only in ten of the twenty-five sonnets are the stanzas separated with spaces (Appendix

3). This is a way of a Palamisation practice on the macro-level, inasmuch this is a

practice that occurs in Palamas’ own poetic oeuvre Ta dexatetpaoriya (1919).

Neverthless, we can observe that in some of Palamas' translated sonnets, the

classical distinction between the two parts exists even though stanzas are not divided.

For instance, in the sonnet with the title “H {won amo poxpid” there is an opposition

between life's good picture of people who have not yet lived and life's negative picture

of people who lived. We notice that this opposition in the content of the sonnet

corresponds to the differentiation of octave and sestet (though octave and sested are not

visually differentiated in stanzas) and hence, according to Samouil (2007) the two

opposite poles of its content, correlate with human thought.

However, in some of the translated sonnets, there is no such distinction. For

example in the sonnet titled “To moudl mov mebaiver”, it may be observed that there is a
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progress in the meaning of the sonnet, but not an intense opposition. The unfolding of

the meaning does not create surprises. The fact that the progress of the one,

substantially, meaning of the sonnet is not impressive, allows us to characterize it as

“ypappikd avoartvocouevo” (Samouil 2007:187). However, the two systems of sonnet

still exist.

By contrast, in the sonnet “Ilo0 Ildve;” the two sections do not exist because of

the syntax: the end of the sentence of the second quatrain does not finish at the end of

the verse but it continues in the tercet that follows. Even if the distinction of the two

systems disappears, we can say that another opposition exists that separates the two

systems: the communicative one. In the octave there is an address in speech and a

change into the second singular person whereas in the sestet we have third singular

person, there is no direct speech, no question and there is no address in speech.

This example prompts one to examine if there are other translated sonnets which

present differentiations in their expected syntactic organization, which indicates the

distinction of sonnet in two quatrains and two tercets. We may classify the twenty-five

translated sonnets, into sonnets that follow the traditional separation of the stanza and

into sonnets that follow any other syntactic division (Appendix 3).
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From this observation, we realize that in seven out of the twenty-five sonnets, any
other syntactic division, apart from the one in which the syntax would coincide with the
limits of the stanza, is followed. This is characteristic of the renewal of the sonnet form
that Palamas attempts. At this point, it must be highlighted that the perturbation of
syntax between the octave and sestet is powerful, whereas the perturbation between
quatrain and tercet is less powerful. In the six translated sonnets the syntactic
disturbance is less powerful, as it becomes between quatrains and tercets, with the
exception of the sonnet “Ilov Ildve;” by Prudhomme (11:289) in which, as we
mentioned, the barrier between the two sections of the sonnet disappears because of the
powerful syntactic disturbance. Examining all the translated sonnets by Palamas, it can
be observed that in fourteen out of the twenty-five sonnets, the syntax does not coincide
even with the limits of certain individual verses. As a result, they are syntactically

broken, multiplying the phrases in their interior (Appendix 8). '”’

Completing the observations of this last part of the work, it should be reported
that the sonnet I of the unit “Xtiyot xota Tov 'Aive” is structural organized in three
quatrains and one final couplet. This consciously makes a Shakespearean sonnet.'”® In

addition, the sonnet “Xe KakooTpopéva povomdtio” constitutes a unique translation for

""" This is something that applies not only to sonnets but to other translations in MR as I noted at the end
of the previous section (3.3.).

'8 For the form and artristry of Shakespear’s sonnets see Edmondson & Wells (2004).
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its form. As Samouil notes (2007:222) Palamas translates in the form of a sonnet a

poem of Verlaine that was written in four tercets and one last line (notably this is the

form of Palamas’ poems in Zatpixa youvaouoral912) and creates with his translation

not a usual sonnet but a deviant one, that is a “sonetto rovesciato”. This is not accidental

according to Samouil (2007), because Verlaine’s poeémes saturniens begin with this kind

of sonnet form. Still Samouil wonders why Palamas did not translate Verlaine’s tercets

with tercets and he preferred the form of a sonetto rovesciato while he could just

translate one of the sonettos rovesciatos by Verlaine, Baudelaire or Mallarmé. The

sonnet is written in verses of varying lengths, in antithesis with the majority of Palamas'

translated sonnets, which come out mostly in fifteen-syllable forms. It is also one of the

seven translated poems of Palamas where there is rhyme. The kind of rhyme that exists

is abc/bac//ddee/tfgg.

So, generally we can observe that in many cases, Palamas does not follow the

traditional form of the sonnet in his translations. His unfaithful practice towards the

poetic genre of sonnet could engender a divergent review. A negative criticism would

be that the Petrarchan sonnet is a poetic form that has been naturalized in Greece from

the Italian original so there is no reason for Palamas to depart from this form as from

something foreign to the Greek language and Greek literary tradition. The positive

criticism would be that, this form was a vehicle for major poetic statements in Greece in
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previous centuries but was conspicuously not such a vehicle in nineteenth century and
so it may be that the nineteenth century Greek-reader regards the sonnet form as old-
fashioned and not serious enough.'” That is why Palamas is not so strict in following
the Petrarchan sonnet and he makes alterations to its form. Connolly (1998:21-22) has

the same opinion:

H onuocio pog momtikng popeng aArdlel pe 10 TEPACHO TOV XPOVOL Kol
TN UETATPOTMN TOV KOWOVIK®V 0EUDV, Kol GIaviae umopel va €xel Tov id1o
avTiKTUTO ©€ po GAAN €moyn Kol o€ €va OlPOPETIKO ToATiIono. Adyov
XOpMN, TO GOOVETO Ogv &xel v 10l onuocio yw TovV GOYXPOVO
Bopeloapeptkavd avayvaoTn W auTHV TOL EiYe Yl TOLG GVYYPOVOVS TOL
Ietppyn tov 14° aidve oty Itario. ‘Etol n ypnowonoinon tov idiov
HOPOIKOV TOTOL Yo VO HETAPPACOVLE OTN GUYYPOVN EMOYN, OE &va
SPopeTIKd TOMTIGUO [...]Jmapdyel iowg to aviifero amd avtd mov Oa
OTOKAAOVCANE TOTH anddoon. Mo Avon oe tétown mpoPAnuata eivar m

avalTNoN TOATIGHIK®OV 1G00VVAU®OV 1) YPOVIK®V 1GOOUVAL®V.

The same opinion is expressed also by Bonnefoy (1979:376).

'7 Here 1 presented possible arguments both for and against keeping the sonnet form in translation, based
and in accordance to Davies’s arguments when commenting on Valéry’s sonnet translations made by

Janet Lewis (1975:24).
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Conclusion

A macro-level approach towards Palamas’ translations demonstrates that he is a faithful

translator. Palamas translates the titles of the poems in a literal manner; in fact, most of

them are word-for-word translations. In only very few instances does Palamas change

the titles and he does this either because he wishes to make them look like his own

poems—to integrate them into his own poetic corpus (such as in the case of the poem

“To madi mov mebaivewy)—or because he thinks that the translated title is more

appropriate to the sense and subject of the translated poem than the original title. We

cannot furthermore exclude the hypothesis that Palamas had lost the original title and he

must invent a new one.

Palamas is not consistent in representing the rhyme, but his inconsistency is

vindicated. He only reproduces rhyme when he believes that it is a core element of the

ST, otherwise he caters for bringing in translation the other musical sources of each

poem that he considers more necessary. He then cannot be accused for unfaithfulness

inasmuch as he still cares to preserve the musicality of the ST by reproducing in his

translations the musical qualities that he considers the most important.

Palamas faithfully follows the poetic form of the STs in his translations as

concluded in the discussion on matricial norms (section 2.1.). Most of the foreign
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poems are sonnets (and the reasons of Palamas’ preference for choosing to translate

sonnets were developed in section 3.4.) and that is why most of Palamas’ translations

are of this poetic genre. But Palamas proposes a new form of sonnet, which does not

distinguish between stanzas and does not have rhyme. Consequently, he challenges the

conventions of the sonnet form. The fact that some sonnet strophes are not distinguished

can be considered as a Palamisation strategy because it is a practice found in Palamas’

Ta oexoazetpaotiyo (1919). Even if Palamas does not keep the traditional characteristics

of the sonnet form in his translations, they still belong in the category of sonnets

inasmuch as the basic distinction between the octave and sestet exists in other ways (i.e.

in their antithetic meaning) as we observed.

Palamas also restores the Greek iambic fifteen-syllable. Scholars consider

Palamas’ derogations of the fifteen-syllable as an important renewal and innovation of

the metrical Greek poetic canon. This Palamas’ effort is vigorously imported through

his translation practice too. Palamas’ use of the fifteen-syllable is both a domesticating

and a Palamising strategy because this metre dominates not only in the Greek poetic

production but also in his entire oeuvre. It also proves Palamas’ fidelity in translation

because the most corresponding appropriated metre to the French Alexandrine is the

Greek iambic fifteen-syllable line, which was considered by the demoticists as the

national verse.
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Chapter 4: Palamas and the foreign poets: case studies comparing STs

and TTs

Introduction

After the macro-level examination, a micro-level analysis is required in order for
. 1 .. .

someone to formulate a complete view on Palamas as a translator.'™ In this introduction

I will present the methodology, the approach and the structure of this chapter.

Methodology
This micro-level analysis will be made on a comparative basis between the STs and
TTs. Through this comparison the similarities and differences are going to be marked

on the aspects shown in the table on the next two pages:

'8 For this study's methodological approach see the Introduction
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DEVIATIONS

Syntactic level

change of syntactic order

transformation of the syntactic role of the nouns (i.e. from

possessive genitive into nominative)

omission of conjunctions ) creation of asyndeton

Grammatical

level

turning the singular form of the noun into the plural form

noun translated as participle (appatmpévog)

turning from passive voice into active voice

change of verb tenses (i.e. uses of future tense instead of a

conditional)

use of direct speech

Vocabulary

omissions, additions, replacements, removals of words- change of

word order

predilection for compounds

use of words specific to the Greek language and culture

use of emphatic words

use of scholar language and high-registered words

careful selection of appropriate adjectives

capitalisation of the first letter of words (“Tinote”, "Avdaykn")

Punctuation

addition of semicolon and exclamation marks

replacement of question marks with full stop

omission of exclamation marks (7o waidi wov mwebaiver)
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use of punctuation for the creation of the poetic features of

asyndeton and auxesis

Stylistic level

plain poetic style —) simplicity of writing of the second
Athenian school

use of compound words

use of repetition

use of alliteration and assonance

use of vocative case and exclamatory tone

preservation of the foreign poems stylistic devices like irony (i.e.

Un Bonhomme) and melancholic tone (Dernieres vacances)

Emotional level/
sentimentality or

sensibility

"vroxopiopdc": diminutives (Un bonhomme) or derogatories (in

De Lisle’s “Hypatie” and “les Montreurs”)

resence of possesives (in “Ave Dea”, and is some poems b
2
Lelbelghe)

compliments(“un Bonhomme™)

personal verbs

exclamation phrases

presence of quantitative indicator (i.e. TOAD)

transposition of neutral into subjective characterisations

conversion of a verb's indicative into imperative.

214



The levels on which I am going to concentrate are chosen for their importance on

a micro-level basis. The first level, syntax, is perhaps the most stringent and least

flexible of all the constraints a translator must work under, since it regulates the order of

the words to be translated and because few liberties can be taken with that order, before

the text veers into the unintelligible (Lefevere 1992). Tsigkou (2011) correctly points

out that syntax imprints the logic of language. Like French (Tellier 1989, Maingueneau

1994, Roberge 2000), Modern Greek is a right-headed language (Mackridge 1985,

Theofanopoulou 1989, Laskaratou 1989).

The translator may often have to recur to shifts in grammatical categories to

safeguard the tone of the originals or to create a more vivid effect. So I will attempt to

mark the various deviations on the grammatical level in Palamas' translations, to justify

them and to explain their consequences for the TT. '*'

Special attention will be given on the level of lexis in Palamas' translations. It is

now a commonplace of linguistic theories of translation that the meanings and meaning

structures of one language do not match those of another (Baker 1998). From a

linguistic point of view, one could almost say that each language is full of gaps in

relation to other languages. The meaning that is transferred in translation is usually

'8! For an essential grammar of Modern Greek see Holton 2004
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contextual and often involves some form of loss. Taking into account that sameness

cannot exist between two languages, there emerges the question what is loss or gain in

the translation process. An effort is made to find the answer to this question regarding

Palamas' translations through this micro-level analysis.

The fourth aspect on which I will focus is punctuation, which is very important

because it reveals the way a poet administers a sentence structure in relation to a verse

structure (Davie 1975). The punctuation marks declaring a fixed-term pause are utilised

by the poet just as the composer handles the musical pauses in a piece of music,

indicating where a reader should stop and take a rest. These are places where the

reader’s mind and imagination can rest rather than the voice (Davie 1975). Each

punctuation mark has different conventions and a poet uses it according to the effects

his poem wishes to have. Often punctuation marks are used to lend emphasis and

vividness to a ST's meaning something that applies in Palamas' case, as we shall see.

In Palamas’ time, a dominant way of assessing verse translation was to see how
9

far the feeling of the ST was preserved in the TT. A representative example of this way

of thinking comes from the classical scholar Simos Menardos (1924:23):
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AMBoOg or momTikal PETOPPAGELS TOVTOV £YOLV  TOV OKOTOV, Va
HETOOMOOLV €1 TNV YUYV TOV avayvdotn Oyt AEEels,-0ev elvatl Kabapai
eEnynoeg-aAhd ocvvaicOnua 6cov 10 dvvaTdv OpOOTEPOV TPOG TNV

EUTVELGLV TOV TTOTOV.

Hence, I will attempt to discuss the means by which the feeling is expressed in both of

its realizations- the positive and negative. In the first embodiment there are words that

express tenderness and their diminutives -which include diminutive and affectionate

nouns, and in the second case there are reducers- expressions negatively stained

(Antoniou n.d.). I will also try to distinguish cases where properties relatively neutral

become a more subjective designation as a result of an intense emotional involvement

of the subject (Antoniou n.d.). As for the cases which are labeled as multi emotional

D.Perret (1967) indicates the presence of a possessive: Compliments indicate a positive

evaluation, an admiration, an assessment and a distinction contributing to the promotion

of a positive face of the recipient and express the deep emotional involvement of the

writer who is trying to create a relationship of intimacy and solidarity. The personal

verb constitutes a vehicle of more intense emotionality/subjectivity than the impersonal

verb while with the impersonal syntax is held a distancing of the speaker and the

emotionality of the original is not ascribed to the translation. Another mechanism that

makes the translation emotionally stronger is the use of the exclamatory proposal and

the presence of quantitate indicators in the adjective e.g. very. The replacement of the

indicative mood with the imperative mood intensifies the emotional coloring of the

original utterance (Antoniou n.d). This is the volitional function of language according
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to Jakobson (1990). Connolly (1998: 22) emphasizes the pragmatic dimension of

translation that requires a dynamic equivalence for the achievement of the same

impression and sensing to the reader, because poetry “acts as a feeling on the reader”

and brings a “wholistic communicative result”.

In this micro-level analysis, style is also going to be discussed, which is an aspect

that embraces all levels. A special mention must be made on style for this is one of the

features that distinguishes literary translation from other translation forms (Baker 1998,

Connolly 1998). Some scholars consider poetic translation successful only if style has

been conveyed together with the content (Beaugrande 1978:98, Boase-Beier 1995:184,

Connolly 1998:20) and a stylistic analysis can help the translator to establish priorities

in the decision-making process on the micro-level. Lefevere (1975) suggests that the

reason why most translations are unsatisfactory is that they do not concentrate on the ST

as a whole, presumably because of an inadequate stylistic analysis. Thus, a thorough

stylistic analysis of the text is a prerequisite in poetry translation and it is often carried

out unconsciously or intuitively by translators and sensitive readers (Baker 1998). Such

a stylistic analysis involves examination of various stylistic manners/ devices. One

powerful stylistic device which has to be clearly identified and kept in translation is

repetition as Boase-Beier (1995) notes. Repetition is behind repeated words, but also is

behind alliteration, rhyme, or concepts and repeated syntactic features which are found
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aplenty in Palamas' translation as we shall see later. The different stylistic devices (see

aforementioned table) will be identified in Palamas' translations analysed in this micro-

level study.

Approach

Inevitably, in this micro-level analysis observations on the semantic level of the poem

are going to be made. Semantics as branch of semiotics, shows the relation between

signs and the things to which they refer; their denotata (Gutiérrez-Rexach 2003). Words

are going to be examined on both the linguistic patterns of signifier and signified.

Palamas is aware of the multidimensional composition and function of the words:

Kabe A€ eivan €vac Myog k' éva mepleyOUevo, o oKEYIC, Lo 100, £VOG
600G, o eVIHTOOLS KATL TEAOOCTAVI®MV 7oL €KEPALEL O KOTAGTOOL,
Kémote pdAota évav oAOKANpo kocpo. Kor oev elvar omdvieg ot
TEPUTAOGEIS TOL KAEIVEL OTOL AMyo (POVNEVTO KOl OTOL GUUG®VO, TNG TOV
avBpmmo mov TV edtdhele péEG' am' OAeC TIG dALeg AEEELg TG YAMOGOG TOL,

TOV YOPAKTIPO TOV, TO OVELPQ TOV, TIG Temoldnoelg tov (14: 319).

In the quotation above Palamas speaks about the sound of language revealing the aspect

of musical qualities of a language. More importantly, as Bonnefoy (2000) argues, when

it comes to the translation of poetry, the language must be equivalent to both the poem’s

spirit and its musicality.

So, my approach will be linguistic only insofar as the deviations made by Palamas
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have strong implications for the meaning of the ST, something that will help me gain

insights into the issue of Palamas' faithfulness as a translator.

Structure

From all the poets in MR 1 chose to analyse in more detail the poems of five poets:

Victor Hugo, Leconte de Lisle, Sully Prudhomme, Paul Verlaine and Charles van

Lerberghe. The main criterion by which these poets were chosen is because they are the

most fully represented in the book MR (Appendix 2). This allows the analysis of many

poems written by one poet, it therefore permits a comparison not only among poets but

also among poems of the same poet. Apart from this, Sully Prudhomme was chosen

because he is Palamas’ favourite poet, he has a close affiliation with Palamas as a

thinker and he is a winner of the first Nobel Prize in Literature. Hugo, Leconte de Lisle

and Verlaine are of course major poets. Verlaine has particular importance because he is

a self-consiously musical poet. Finally, the way Palamas treats the work of van

Lerberghe, a symbolist poet, is also of particular interest. The order in which they are

presented follows the order these poets are presented by Palamas in MR. This individual

examination will enable us to study Palamas' interventions close up, and draw

provisional corollaries about Palamas' global translation strategy.

The structural unit of analysis will be the sum of the poems that Palamas chose
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from each poet, except in the case of Prudhomme and Hugo, because of the big number

of their poems presented in MR. From the thirty poems by Prudhomme I have chosen to

analyse six and from the eleven poems by Hugo I have chosen to analyse two. The

criterion for my selection was the significant interest of the comparative study between

STs and TTs on the five levels (syntax, grammar, vocabulary, punctuation and style) of

the micro-level analysis that were previously mentioned. I explain my selection for each

poem specifically inside my analysis.

I begin each analysis with summary of the paraphrasable content of each poem

and end it with a conclusion of the main findings. Also in the sections about Hugo and

Prudhomme where I analyse individual poems, I present both the whole French poem

and its translation by Palamas at the beginning. The edition I used to find these poems is

the same as the source used by Palamas which he had in his library, as we can be

informed from the catalogue of Palamas’ library created by Xourias et al. (2010).
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4.1. Victor Hugo

1. AVE, DEA moriturus te salutat

La mort et la beauté sont deux choses profondes
Qui contiennent tant d'ombre et d'azur qu'on dirait
Deux soeurs également terribles et fécondes

Ayant la méme énigme et le méme secret;

O femmes, voix, regards, cheveux noirs, tresses blondes,
Brillez, je meurs! ayez I'éclat, 'amour, I'attrait,
O perles que la mer méle a ses grandes ondes,

O lumineux oiseaux de la sombre forét!

Judith, nos deux destins sont plus prés I'un de l'autre
Qu'on ne croirait, a voir mon visage et le votre;

Tout le divin abime apparait dans vos yeux,

Et moi, je sens le gouffre étoilé dans mon ame;
Nous sommes tous les deux voisins du ciel, madame,

Puisque vous étes belle et puisque je suis vieux

Promenades dans les rochers (IV)

AVE, DEA

O Bavartog kot n opop@1d, To Sud Padid Tov KOGHOL
1660 {6K10, TOGO EOC pali cKopmTovV OV 0 AOYIGHOG OV
T AEEL OEPQLAL, KAPTEPE OVLO AOEPPLOL KO TPOLOLYTIKAL,

Kol pe ta. 1010 aviypoto Ko pe tor 1010 PuoTIKd.

Adqumet' eogic, mebaivo eym, pavpa poiid, Eavlad, patiég,
QOTIES, YOVOIKEG, TOL KOOV TOV YON Kol XApES KO COTTIES,
pec' ota peydio Kopota prytd popyopltapia,

TOLALE, TOV LAOPOL TOV dPLLOV PEYYOPOAN PAOGTAPLOL.

Dea, o1 006 poipeg pog Kovtd toco iv' n o oty GAAn!
Kaveig ta dv6 pog mpoécoma va kotaddpr o pmopet,

oTo patio To d1kd cov Oeia k'n dfvoco TpoPaiiet,
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070 Bépabpo 10 péca Lov TPEUOVY TOV ACTP®VY 01 YOPOt,

vyt elpaocte TV ovpavav, Kupia pov, yeitoveg K' ot dvo,

Dea, ywot' eicon mpaio €00 kot vEog yiati dev il Y.

ZEavaroviouévny povoikn (1930)

Hugo’s poem “Ave, Dea, moriturus te salutat” which Palamas translates as “Ave,
Dea”, is the first poem presented in MR by Palamas and this is not accidental.'® This
poem is more or less an admission of the incompatibility of old age and youth (a theme
found in Hugo’s early poetic dramas), which is expressed in the last verse of the poem
(Frey 1999). It is also about beauty that is connected with youth. In the first place, Hugo
with the use of religious language in the title of this poem (Ave Dea means hail
goddess) and the reference to the name Judith inside the poem reminds Judith of the
Book of Judith (a deuterocanonical book of the Old Testament). However, out-of-poem
information uncloaks who real Judith is in the poem. She was Judith Gautier (1845-
1917), a French poet and historic novelist who was daughter of Pierre Jules Théophile
Gautier and Ernesta Grisi. On July 12, 1872, Hugo sent this sonnet to Judith Gautier;
Hugo, who appeared that was courting Judith, was then seventy and Judith twenty-two

(Frey 1999).

The first time the poet refers to the beautiful woman in the poem, calls her with

182
82 For the reasons see also 1.2.a
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her name, Judith (v.9). However this name is nowhere mentioned in Palamas’
translation. Instead Palamas prefers to address her with the noun Dea. However, when
Hugo invokes the charming woman for a second time using “madame”, Palamas is not
boggled to address her with the Greek corresponding “kvpia pov”.'™ Palamas avoids
the name Judith maybe because he does not wish to specify the female poetic subject
but to give a more general character to his poem. It must be noted that Palamas invokes
the woman three times (“Dea”, “xvpia pov», “Dea”) so the invocation “Dea” is repeated
twice in the translated poem (at the beginning of the first and last verse of the sestet),
whereas Hugo addresses her only 2 times (“Judith”, “madame”) and the word Dea does
not exist but only in the title of the ST.

Also, Hugo addresses her using the plural (i.e. “dans vos yeux”, “puisque vous
étes belle”). The use of the plural is a tyical feature in French literature all the way to
early 20" century. On the other hand, Palamas speaks to her in the singular, because
plural is not used in Greek lyric poetry. So this is a sign of domestication: Palamas does
not preserve the characteristic of the foreign text but complies with the rules of his
home system literature. Nevertheless, because of this grammatical deviation, in
Palamas’ translation there is a more personal tone, a closer and friendlier relation with

Dea, who is presented not as unapproachable as in the French poem for the Greek

'83 Here Palamas could use the word “kvpé pov» instead, but he prefers “kvpia pov™ as a respection to the

ST’s polite character and in order to create synizesis which so much likes using in poetry
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reader. The same phenomenon occurs in Verlaine’s «Xe KoKOGTPOUEVO, LOVOTATION

(section 5.5) which is also a lyric poem.

Not only Palamas makes Hugo’s poem more general and more personal but he

also offers more vividness to the poem, revivifying it through his translation. He

achieves this again through deviations on the grammatical and vocabulary level. In the

second verse instead of translating the verb “contiennent” as mepiéyovv, Palamas

chooses to use the transitive verb “okopmotOv”. This means that beauty and death do not

just contain but diffuse the light and shadow and so they impact on something. Thus, by

this change, Palamas gives a more energetic character to the meaning of the verse.

Moreover, in the same stanza, Palamas puts the nouns “énigme” and “‘secret” into the

plural and by this change, the mysterious character of beauty and death is stressed, as

they don't have one, but many secrets and mysteries. Palamas replaces the nouns “voix”,

“éclat”, “amour” and “attrait” using equivalent but not literal words and phrases.

Therefore, in a way the meaning is preserved, but it also becomes more intense. By

choosing, for example, to use the word “pwtiég” instead of Aduyn, Palamas not only

creates internal rthyme with the noun «oaitiéc», but also he manages to express the

meaning of the word “éclat” in a more intense way. Similarly, the nouns “yépeg” and

“oc0it1ég” have stronger meanings than the corresponding words of the ST. Specifically,

the noun “yapeg” has a more multidimensional meaning than the ST's word “attrait”,
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whose meaning alludes only to the attractive outer beauty. The noun “caitiéc” refers to
the arrows of Cupid, it is then inextricably linked with the noun “amour” of the ST and
together with the phrase “tov Kampov Tov yon» the power of love with its consequences

becomes more intensive on the semantic level.

Insofar the word “caitiéc” reminds us of the God Cupid, whose history starts in
ancient Greece,'®* we can say that the choice of the noun “caitiéc” was made in the
context of Palamas’ domestication strategy. Another sign of this Palamas’ translation
strategy is found in verse four, where Palamas omits the verb “ayant” and adds the
conjuction «xo» making the phrases of the two half-lines syntactically and
grammatically similar. Actually the first half-line is repeated in the second half-line
except from one word. This reminds us of folk songs, where there is repetition of the
meaning of the first half-line in the second half-line. Finally, the Solomian colour of

Palamas’ poem reaffirms his effort to domesticate the ST in the Greek environment.

Palamas not only domesticates Hugo’s poem but he also Palamises it. In the
second verse, we notice that in order to translate the word “azur” (yaAdlwo), Palamas

uses the word “@a¢”. Through this deviation, an antithesis is created between the noun

'8 There are many versions in Greek mythology about him and he is represented in many forms, but the

predominant one is the one given to him by Romans: Cupider is represented in the form of a winged

baby with arrows in his hands.
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“pi¢” and the noun “ioxwo0” preceding in the same verse. The antithesis is found

reguralry in Palamas’ poetry.'® So this is an example of Palamas' dualism.

Palamas also makes deviations on the level of punctuation. In Hugo's poem, there

are two exclamation marks in the second quatrain, whereas in the translated poem by

Palamas, there is only one exclamation mark in the third stanza. In the ST, more

emphasis is given to verses six and eight because of the exclamation mark. Palamas also

tries to give emphasis to verse six by placing it at the beginning of the second stanza.

However, he avoids using an exclamation mark at the end of verse eight or emphasizing

it by any other means, maybe because he does not feel that the meaning is so important

to be stressed. On the contrary, he considers the meaning of verse nine important

enough and he wants to draw our attention by adding an exclamation mark at the end of

it. As Davie correctly proclaims (1975:17), “but to look at the punctuation is to see that

despite appearances the poem is not structured in that way at all; its form- so we might

want to say- is more like a piece of music than a piece of architecture”. And Palamas as

a translator has the right to bring out his own music.

Not only punctuation makes a poem seem like a musical piece but also the

presentation of musical elements in its verses. Palamas deviates from the ST in order to

185 See 3.5.
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create musicality in his translation. In the second stanza he reverses the order of the
nouns: he places the word “yvvaikeg” after “povpa poAid” and “potiés”. The resulting
effect of this word change is that Palamas achieves internal rhyme between the nouns
“noties”, “omties” and “caitiég” that does not exist in the ST. The addition of “Dea” in
the last verse creates internal rhyme with the word “wpaia” and for this purpose
Palamas leaves the word “Dea” untranslated. Dea also matches in sound with the Greek
word véa, which coincides with beauty and contrasts with the French “vieux” (“véog
ywti dev eipon €yd»), hence the last verse of Palamas’ translation better reflects the
main subject of the poem which is based on the anthithesis youth and beauty/ old age
and death. Apart from internal rhyme, repetition and alliteration are created by Palamas,
which are additional sources of musicality. In verse three, there is a repetition of the
noun “adép@ia’” in the same verse, a repetition that is absent from the ST. Due to this
repetition, the alliteration of r is created between the words “adéppa”, “kapmepd”,
“adépera” and “tpoupaytikd”. Palamas here changes the gender and puts “adépoia”

(brothers) instead of adeppéc (“soeurs” which means sisters) of the ST because the

Greek language grammar demands it. '

All the aforementioned musical features- alliterations, internal rhymes and

repetitions- are different sources of harmony in the translated poem which together with

'8 The word death in Greek is masculine “O 6Gvatoc» while in French it is feminine «la mort», so its

Greek plural with the word beauty «opop@iéd» must be in the masculine form.
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the non-ordinary use of language based on their unexpected combination, fulfill the

reader's expectations. There are some cases, however, where Palamas fails to reproduce

the ST's musical characteristics, but he manages to replenish this sense by other means.

For instance, in verse seven of the ST, Hugo produces the assonance of -e between the

13 99

words “perles”, “que”, “mer”, “meéle” and “ses

2

in an impressive way. This is

something that Palamas fails to reproduce in his translation. He, however, succeeds in

keeping external rhyme between verses seven and eight by adding the word

“Braoctdpra”’ that does not exist in the ST.

Overall, we can say that Palamas creates a great translation which stands decently

towards Hugo’s famous poem and is faithful to its meaning. The next poem I chose to

analyse is designed to illustrate other aspect of Palamas’ technique because of its

particular poetic design/structure. I also chose it because it is in a different form, which

possibly was harder to translate.
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2. Mes vers fuiraient

Mes vers fuiraient, doux et fréles,
Vers votre jardin si beau,
Si mes vers avaient des ailes,

Des ailes comme I’oiseau.

Ils voleraient, étincelles,
Vers votre foyer qui rit,
Si mes vers avaient des ailes,

Des ailes comme I’esprit.

Pres de vous, purs et fidéles,
Ils accouraient nuit et jour,
Si mes vers avaient des ailes,

Des ailes comme 1’amour.

Les contemplations

O1 otiyol pov

210 Aapumpd GOL KNTO 01 GTIYO1 LoV,
AEMTOKAU®TOL, TAOPOT,
Bapevyav, av elyave ptepd,

QTEPA GOV KOl TO TOVAL.

®a omiBoPorovcave TPog T
yehOoTH YOViTGO GOV, O!
av ot oTiyol pov glyave Qtepd,

QTEPA GOV TO AOYIGUO.

®o TeToHoUVE VOYXTONUEPQ,
ToTol, ayvol, 6’ €6€ KovTd,
oV 01 6TiY0l LoV PTEPA ETYAVE,

ooV TOV £pOTA PTEPGL.

Zavaroviouévn Movaikn (1930)
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This poem is about poetry and love. Actually the poetic subject repeats in every
stanza that if his verses could had wings they would be all the time next to the woman
he loved. In the poem “Mes vers fuiraient” we note that a clear poetic structure is
consistently followed. It is based on the grammatical shape of three past conditionals,
each one found in the three stanzas. Each stanza has only one verb (if we exclude the
main verb of the past conditional 'avaient'/'siyav' which is repeated once in each stanza)
and there is one simile at the end of each stanza. Palamas keeps this poetic structure
unchanged in the TT and this testifies to his fidelity towards the ST’s structure and
form.

The verbs of each stanza (here I am referring to the verbs excluding the main verb
of the past conditional), though synonyms, differ in intensity. These are presented in the
ST in an upward escalation starting with the less emphatic and ending with the more
vivid: fuiraient, voleraient, accouraient (would flee, would fly, would flock). In the TT,
the first verb is translated in a literal way but this does not happen with the other two.
Instead of translating the second verb as '0a metovoav', Palamas choses to replace it
with '0a omBoPorovcoave' (would sparkle). He sacrifices the accurate translation of the
word in order to use a compound verb which is more lyrical than the corresponding
French verb.'®” Overall, Palamas’ obsession with compounds (see also discussion in 2.4.

and 5.2.) is something that has wide implications for his translation strategies, as we

'87 The lyricalness offered by the use of compound words is developed in chapter 5
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will see later on, and his pursuit of use of compound words in his translations is also a

sign of the phenomenon of Palamisation. The general meaning of the ST’s verse,

however, remains the same because this compound verb was created by the combination

of the ST’s verb and its following noun (voleraient, étincelles/ would fly, sparks). As for

the third verb, we witness a weakness in Palamas’ translation as “accouraient” becomes

simply “Ba metovoave” (would fly) instead of “omevdwy», «mpootpéym» (Mandeson

1972). In this way, the intense and vivid meaning of this verb is not reflected. Palamas

manages to compensate for this loss in a skilful way by making another deviation that

has to do with the verse sequence. Palamas reverses verses nine and ten and in this way

the verb '0a metovoave' is found at the beginning of the verse and of the whole stanza,

thus, releasing an emphatic breath and colour in his effort to create equally the same

.. 1
effect of vividness.'®

Not only does Palamas manage to preserve the vividness of the ST while

remaining faithful to the meaning of the ST, but he also creates even more emphatic and

intense verses. Emphasis is created, for example, in the last stanza of this poem by the

alternation between the verb and object on the syntactic level as the following table

shows:

'8 For a linguistic explanation on the production of emphasis through word order and syntax see (Adger

2003)
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1 st dtepd oav / des ailes comme Av glyove @tepd/ si mes vers avaient
str.
ond g4 dtepd oav/ des ailes comme Av (o1 otiyotl pov) elyave tepd/ si mes
str. .
vers avaient
3 g Yav (tov épota) etepd/ des ailes | Av (o1 otiyol pov) @tepd giyove/ si mes
str. .
comme vers avaient

While Palamas in the first two stanzas follows the standard syntactic shape of the

French poem, in the last stanza he reverses it and this results in focusing the attention of

the audience on that point. This syntactic deviation is in accordance with the general

meaning of the poem constructed over the wish lines to obtain wings like the ones of

'oiseau, esprit and amour' (bird, spirit and love). Like the verbs of this poem, the nouns

are each one presented in each stanza respectively, in an upward escalation with the

notion of the last noun (love) to be the most important and the strongest. By altering the

syntactic structure Palamas wants to offer even more emphasis to the already strong

noun of love. The image of the wings of love here evokes Cupid, something that we

have already seen happening in the previous Hugo’s poem “Ave Dea”.

Finally, Palamas’ treatment of the adjectives in Hugo’s poem conforms to his

strategy to remain faithful and at the same time create vividness in the TT. The

transliteration of adjectives in the translation process is central because it exposes a real

difficulty for any translator: “It is less the difficulty of finding an equivalent as the

difficulty of finding an affinity of outlook” (Ricks 1990: 278). Palamas achieves both,
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as we conclude from his manipulation of all the adjectives in the poem: “doux” is
rendered “iAap06g” which has overtones of liturgical language and describes in a faithful
and poetic way the meaning of the French epithet,'® “fréles » is translated with the
compound adjective «Aentokduwrtory which is more delicate and lyrical than its literal
translation g0Bpavctog. Also «beauy is turned into «Aaumpd» (bright) which is more
intense than its literal translation 6popeo, «purs et fidéles» are literary translated into
«ayvot and motoi» respectively. So Palamas manages to remain faithful to the sense

and meaning even of the elusive adjectives of the ST.

In conclusion, Palamas is proved to be a matronal translator of Hugo, as this
micro-level analysis shows. He procedes to deviations (i.e. replacements, word’s and
verse’s change order) on many levels like syntax, grammar, vocabulary, punctuation but
these deviations result to the creation of vividness and musicality in his translated
poems. In the first poem we watched how he managed to give the impression of a more
personal tone to his poem for the Greek reader augmenting the erotic atmosphere
whereas in the second poem we saw how he managed to remain faithful even in a poem
with such a particular poetic structure and so many elusive adjectives. Moreover, from
the analysis of both poems we conclude that Palamas Palamises and rather domesticates

than foreignises (if we want to use Venuti’s terms) the poems he translates.

'8 Doux in the poem “Un Bonhomme” is translated by Palamas as 'tpéoc'.
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4.2. Leconte de Lisle

Palamas gives us an indicative picture of Leconte de Lisle's total oeuvre in MR, as he
chooses to translate poems from all his poetic collections — two poems from the first

collection and one poem from each of the other collections, in total five:

Leconte de Lisle's Collections | Palamas' translations

Poémes antiques (1852) 1. Yrotio

2. Kieopiotn

Poémes barbares (1862) 1. O1 eoxémaotes
Poémes tragiques (1884) 1. Ocopavela
Derniers Poeémes (1895) 1. TeAevraion otiyot

«Hypatie», the first poem analysed in this section, belongs to Poémes antiques. It

is also one of the Greek-themed poems written by Leconte de Lisle, illustrating how he

made use of history and legend to convey an exemplary stance or attitude for imitation.

So here he uses the historic legendary figure of Hypatia as an example of braveness and

courageous resistance to the status quo. Hypatia was a scholar of mathematics and

astronomy of considerable prestige in Alexandria and (tradition has it) a beautiful Greek

woman who revived the teachings of Plato (Dzielska 1995). She was killed by a mob

incited through the bishop Cyril's denunciation against her because she instigated and

encouraged the persecution of Christians in AD 415. In this poem we find an exposition

of Leconte de Lisle's attitude towards religion. Besides the fact that the poet's beliefs
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converge with Hypatia's cult of the Greek gods and of Greek thought and her antipathy
to the Church, Leconte de Lisle defends all divine cults (Brown 1924).""® As Denommé
(1973: 52) announces, Hypatia in this poem "represents the last though futile expression
of faith in an ideal" and it is because of this representation of Hypatia, that de Lisle has

an emotional identification with her.

Simultaneously De Lisle has fashioned Hypatia into a symbol of beauty. His cult
of the ideal of feminine beauty is also found in the next translated poems by Palamas
entitled “Kieapiom” and “Oco@dvela”. In Palamas' translation, the sanctification of
beauty is manifested in the following verse where beauty is put in capitals something
that does not happen in the ST: "L ’hymne mélodieux de la sainte beauté!/ Tov vuvo 10

HeA®dUCo C dytag Opopeadac" (v.72). 1!

In the verses below, the omission of the imperative "dors!", of the noun "rien" and
of all auxiliary verbs, is dictated by the conservation of the fifteen-syllable.'”> Because

of these omissions the emphatic effect caused from the use of the imperative and the

"0 This is apparent in verses 9-10 of the poem: "Toujours des dieux vaincus embrassant la fortune/ Un

grand cceur les défend du sort injurieux;"

YA similar cult of beauty and its conception of holiness is found in Palamas' translation of Hugo's poem

Ave Dea analysed in the previous section. The word “Opopedado» here is a characteristic noun used in
Mavilis’ sonnets (Sakellariadis 1976:15).
"2 There are plenty of omissions in order to keep the fifteen-syllable i.e. "au fond de" (11th stanza), "tes

regards" (13th stanza).
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noun "rien" is lost in translation. Palamas replenishes this loss by making other

deviations which congest the creation of emphasis: the addition of the phrase "timote

oav mpmta" which adds a more intensive colour to the verse's meaning than just the

noun “rien”, as well as the addition of the conjuction «kow» which makes more emphatic

the two characteristics of beauty and its significance in the world (and also helps

preserve the fifteen-syllable)."”

69: Les dieux sont en poussiere et la terre est muette :
70: Rien ne parlera plus dans ton ciel déserté.

71: Dors! mais, vivante en lui, chante au coeur du poéte
72: L’hymne mélodieux de la sainte beauté!

73: Elle seule survit, immuable, éternelle.

Xtaytn ot Bgoi, BovPn kai 1 yn ma Timote cav TpoTO
GTO PNUACUEVO GOV oVPAVO d€ Ba Eavapidnon.
Ma {\oe pésa 6oV TOMTY| TO GTTAMY VA, EKEL TPAyOVOQ

TOV DUVO TO HEA®OTKO NG drylag Opopeadog.

Movdya amavov o oAo {1 Kot acEGAELTN Kot oDVl

Another kind of deviation at the vocabulary level made by Palamas is the change

of word order in the ST:
v. 21: O vierge, qui, d’un pan de ta robe pieuse,
v.22: Couvris la tombe auguste ou s’endormaient tes dieux:
Tov nebapévov cov Bedv to pvrua, eov, [apbéva,
oL W'Eva PUAAO GKETOGES A0 TO POPEUA GOV,

Because of the change in the sequence of words there is a delay in the appearance of the

'3 Wherever possible, Palamas creates even more emphasis that does not exist in the ST: i.e. addition of

the adjective "doPvotn" that emphasises the meaning of the adjective "movtotiviy" that follows (v. 28).
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adjective which is hence emphasised in the TT- as happens with the adjective

"mpwtdeavto" in verse 8: "Vers un jeune soleil flotte 1’esprit humain;/ Tpog A0 0 voug

o avBpomvog mpwtdeavio oppeviCel'. Sometimes the epithet is removed at the

beginning of a following verse making the meaning of the verse more intense. An

example of this projection is found in the following verses where the epithet "yvdaioc"

is moved offering more emphasis to the characterisation of Jesus:

v.61: Le vil Galiléen t’a frappée et maudite,

v.62: Mais tu tombas plus grande! Et maintenant, hélas!

V.61: Xtomnoe, avobepdtioe k' ecéva o ['aAthaiog

V.62: yudaiog, po o peYIAn €6V COPLACTNKES: Kol TOPO.

Another consequence of the removal of words is the creation of enjambments. In

the previous verses, the noun "T'oAMAaiog" is segregated from its adjective "yvdaiog",

something that does not happen in the French poem. This is not the only time in this

poem when Palamas creates more enjambments than the ones found in the ST (while of

.. . 194
course he keeps the existing ones), as we see in verses 10-11:"

Un grand cceur les défend du sort injurieux :

L’aube des jours nouveaux le blesse et ’importune,

KOl ot TNG LOIPOS T XTUTLE TOVG O1aPEVTEVEL TAVTOL
KapOld peyaAn: véa k' n avyn ) OAIPeL, v TAnydVEl

The use of enjambment is one of Palamas' translation strategies extensively found in his

1% More enjambements are found in verses 10-11, 19-20, 35-36, 38-39
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own poetry and in his translations of other poets' work as I will show later. '*°

Another thing in common at the lexical level with the rest of Palamas' translations
and his own poetry is his predilection for compound words.'*® These words are found
scattered in the poem Hypatie: "peyyoapompocwnn", "aotpamoxapévor”,
"tpeprosaiedony”, "avepddopto”, "Aatootépavo”."”’ Also these specific words belong
to Palamas’ vocabulary and are frequently found in Palamas’ own poetry (see Nakas
2004). Also the word “acdievtn» resonates with the title of Palamas' whole poetic
collection H acdrevtny (own.'”® We are henceforth in front of a sign of Palamisation

strategy performed on the vocabulary level.

At the level of style, Palamas' predilection for the stylistic and aesthetic poetic
mechanism of repetition is found in «Ymoatio». Repetitions are not extensively used by
De Lisle taking into consideration the great length of the poem. Palamas, wherever
possible preserves the ST's repetitions, and creates even more. So for example the word

pure in Palamas’ translation is found three times ayviy mévayvn/ ayvd (in sixth,

'3 This is in accordance to Palamas macro-level strategy developed in 3.3.

1% see also 2.4. and 5.2.

7 Lotus is a religious symbol of chastity, a symbol of the four elements of nature and a symbol of
reincarnation. Also cf Lotus-FEaters of Homer.

'8 The word is also found in many translations i.e. in the translations of Lerberghe’s poems, see footnote

229.
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fourteenth and fifteenth strophe respectively) whereas in the ST this repetition is not
found."” Conversely, in the verses below, the pronoun "leur" is found twice in the
same verse of the ST, something that does not happen in the translation. But Palamas
creates an additional repetition of the noun "co@o®" which in fact is found in

consecutive verses- hence these two verses are linked through this mechanism:

v. 37: Comme un jeune lotos croissant sous 1’ceil des sages,

v. 38: Fleur de leur ¢loquence et de leur équité,

Kdartov an' to pdti 100 60900 oo véog Awtog mov avOilet,

™G OiKoog Yvoung tov co@ob PAAGTOS Kol TS YAVKLAS TOL

At the syntactic level, Palamas' tendency to alter the way some words are
determined by others in the ST, is notable. So, in the TT the adjective "mpoentikn"
characterises Hypatia and not the tripods, the adjective "@iAticévioc" characterizes
Olympus and not the Parthenon. Palamas does not hesitate to change the syntactic role
of a word, i.e. the epithet "beaux" turns into the adverb "wpaia" to describe the verb
"murmurent" and not the noun "noms": Les poétes en choeur murmurent leurs beaux
noms;/ Ta y1Bvpilel o momtg wpaia to ovopatd tovg (v.18). These are incidents of
Palamas’ unfaithfulness on the syntactical level in this poem which though do not

importantly alter the general meaning of the ST.

Contrarily, Palamas is very faithful on the grammatical level. Especially in the

"9 The word “mévoryviy» is characteristic of Mavilis’ sonnets (Sakellariadis 1976:15).
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use of verbs, we see that he maintains the ST's verb tenses, even the mood of verbs like

the optative in verses 13-14:

Pour un destin meilleur qu’un autre siécle naisse

Et d’un monde épuisé s’¢éloigne sans remords:

IMa o KaAd popodypapta Kapoi ag Tpofdriiovy GALOL,

Kl amd €va KOGHO YEPIKO EEYVOLAOTOL OC AACPYEVOVY

Another example of his faithfulness is that he deputizes the absence of the grammatical

form of infinitive in Greek language preserving the meaning of the ST's verse:

v. 39: Tu faisais, sur la nuit moins sombre des vieux ages,

v. 40: Resplendir ton génie a travers ta beauté!

YADGGOS, TO TVEDUO, GOV EAQUTE HEG' o' TNV OLOPPLEL GOV

o1 VOYTO TOV TOMOV KOp®V, Kot 0poimvey 1 pavpila

The tone of the French poem is a sorrowful one with some flares of rage at certain
points. The sadness in the poem rests on the fact that Hypatia, this great mind and
beautiful woman, was murdered. The historic Hypatia turns not only into the symbol of
a "dying pagan civilization" (Denommé 1973: 51) but also of the whole thought-world
of the Hellenic East.””’ The poet's anger has as its target "Le vil Galiléen" who was the
cause of Hypatia's doom.?”' But within this anger and sadness there is optimism based

on Leconte de Lisle's view that though the body will die, the mind will remain eternal

20A ccording to Denommé (1973: 51) "the sadness projected in both poems emanates from de Lisle's
realisation that the imminent extinction of Greek Polytheism underscores the irreconcilability of man's
limitless aspiration and his limited achievement".

2As Brown (1924) claims that, by "vil Galiléen" Leconte De Lisle does not mean Christ, but his

misguided followers. In disagreement with this claim I believe that here de Lisle refers to Christ.
241



202

like Hypatia who still survives in the human soul (Brown 1924).” The French poem's

sad tone is augmented by the use of many invocations- some of them subversively

n A

echoing liturgical language- like " 6 vierge", "O sage enfant", "O noble front", and
exclamations like "hélas!", "va!". Contrarily, in Palamas’ translation there are not any
exclamations. Yet he keeps the invocations of the ST. Notably he creates an emphatic
invocation when the poetic subject refers to Hypatia, patently echoing Solomos:
"TlapBéva peyardmpenn, yoipe, €pwtd pov, yaipe!" (v. 21), at a point where this

salutation is not as direct in the corresponding French verse: "Je t’aime et te salue, 6

vierge magnanime!”.

The difference in the frequency of use of exclamatory tone in the two poems is
reflected in their punctuation. In the French poem there are sixteen exclamation marks
in total, whereas in the translation there is only one exclamation mark. Palamas opts to
create a more modest atmosphere in the translation, which is fulfilled by the absence of
exclamation marks, presumably because he thinks that this is the best way to reproduce
the dour tone and the sad effect of the ST on the reader.””® So, though he avoids the use

of exclamations in the translation the tone of sadness is also predominant in Palamas'

202 Elle seule survit, immuable, éternelle.

La mort peut disperser les univers tremblants,
Mais la beauté flamboie, et tout renait en elle,
Et les mondes encor roulent sous ses pieds blancs!
2%The same attitude is followed by Palamas in his translation of the poem “Derniéres vacances” by Sully

Prudhomme.
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translation.

Another translation deviation at the level of punctuation is the replacement of the

question mark with a comma at the end of the verse 50: "Ne possédais-tu pas cet idéal

cherché?"/ "Awod cov €6é 10 WaviKO mov amol{ntovoav GArotl". The omission of the

question mark takes place in the context of Palamas' effort to create certainty in the

meaning of the verse. The assuredness in the poem's meaning constitutes one of

Palamas' translation strategies also identified in his translations of Sully Prudhomme's

poems, as we shall see later.

What is unprecetended in this poem is Palamas’ recourse to the inherited language

of pastoral. This is obvious in the transliteration of the ST’s biblical and liturgical

n o nc n.n

adjectives: "mavayvn", "dypavto",

Znon n.n

evAafntikn", "emayyeApuéva, "ueyoardmpenn". Such

vocabulary is repeatedly found in Palamas' general oeuvre (see Hirst 2005) and it is also

. . . 204
found in some of his translations. 2°

204§ e. Biblical and litourgical language is found in the poem «H E&vn» analysed in section 4.4.
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Other poems by Leconte de Lisle

Not coincidentally, “Hypatie” is followed by the poem “Klearisti” in MR. Both belong

to the same collection Poemes antiques. In both poems the protagonist is a beautiful

woman, and the singing of her praises is one of their themes. The only difference here is

that apart from the beauty of Cleariste, the beauty of Sicily's landscape is also lauded

and these two beauties are merged together: "the beauty of the dawn above the fields is

blended inseparably with the beauty of the sweetly laughing Sicilian girl" (Brown

1924). The poet chiefly expresses himself through descriptions of nature — not only does

he use the landscape to objectify his emotions, but he uses it to delight the senses.

The ideal of beauty is expressed through the use of many adjectives in the French

poem, which are faithfully transferred to the TT by Palamas. i.e. Et, sur son cou flexible

et blanc comme le lait,/ Atyepdg eivan cav to yaAa oAdonpog o Aopog tng (v.4). Palamas

implements the use of many compound words, too, offering a lyric character to these

descriptions: "yopyotwvdletan", "koAdewvoc", "dpocoovpavd", "yAvkoyelovoa',

"peyyoPolovve". Interestingly Palamas from a noun he creates the participle

"napyaprrapopévn” which is more poetic (and someone could easily say it is too poetic,

a poeticism) than the equivalent French phrase "en perles" (v. 12). This word belongs to

Palamas’ poetic idiom (see Nakas 2004). Also as Nakas (2004:174) discusses, Palamas
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in his poetry, unlike in folk songs, used to put participles in —uevog at the end of the

verse in order to create rhyme. This is the case in this translation as we can observe

(kpoppévovpapyoaprtapopévn). This practice, together with the use of words specific to

Palamas’ vocabulary and the use of compound words show how Palamisation takes

place is Palamas’ translations.

As in the poem “Ymatio» here too Palamas manages to create more vividness. In

the French poem there is only one enjambment in verse 5-6 between the adverb "ou"

and the verb "voit". Though this enjambment is not found in Palamas' translation,

Palamas fashions two enjambments that do not exist in the French poem (verses 2-3 and

8-9). These enjambments stress the adjectives "povpa" and "kadloemvog", emphasising

the description of the beautiful girl's eyes and the mellifluous lark's singing. With the

grammatical change of the verbal phrase "on voit" into the second singular person

"BAémerc" the verse directly addresses the reader and thus becomes more emphatic than

the French one. The repetition of the question "ITowdg Epety" twice (in v. 16) in the

translation also creates emphasis - something that does not happen in the ST.**

“Klearisti” has a companion piece in Palamas' collection of translations:

“Epiphanie”, the last translation by Palamas from Leconte de Lisle entitled

293 This repetition also serves the preservation of the fifteen-syllable: "TIowdg Oa to mfy; TTowdg Eépet, ®

QOG, O KaAlovn], Totog EEpet” (v. 16)
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“Oeopaveln”’. Dawn provides the same temporality in the two poems, and as in
“Klearisti”, in “Epiphanie” a beautiful landscape is depicted transporting us to a dream
world of the far North.”°® Brown (1924) considers the poem unique in modern French
literature — for a parallel, he asserts, one must go to Plato and Dante — adding that in
Epiphanie grace and delicacy is combined with strength and depth and the
spiritualisation is complete. So this poem is interesting because it leads us to ask how

Palamas will handle a hyperborean theme.

Two main characteristics of this poem are its rhyme and its language-as in
“Hypatie”, there is religious language: “avéonepnc” and anti-realism is strongly present:
"tg metaAovoag to PovBd @TEpd/ depactn TéEpo/ avéomepn Avyn". A third
characteristic is the accurate and felicitous choice of verb and adjective. By only using a
suggestive verb "Elle passe, tranquille, en un réve divin"/ "Awpaivel ovelpopdviact,
yoAnvepévn, Oeia”, the poet offers the sense of evanescence that characterises
Epiphanie. The verb "dwoBaivel" is repeated three times in Palamas' translation (verses
1, 7 and 19) whereas in the French poem it is found only once. In the following example
it is the qualifier "movnovya" that gives interest to the verse: "ta patio oVTA TOVHGLYO
otov ovpavo vyouéva'(v.16), which has stronger meaning than the French "calmes". In

these paradigms, someone could say that Palamas’ language is over-emphatic and

2% 1n the poem Klearisti at the end (v.22) the reader understands that this was an image of the Hybla

shepherd's dream as that time the sun was rising in the horizon.
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unrestrained. From this perspective Palamas could be considered an unfaithful translator

towards the ST. Nonethless, comparison and metaphor are under the employment of the

verb and adjective both in the ST and TT:

Le sang rose et subtil qui dore son col fin

Est doux comme un rayon de I'aube sur la neige

Tov KovTLAEVIO TNG Ao aipa pOSIVO ¥PLGMVEL

Yav v oytidoa yYAukepo v opOpivi 6To YoVt

Comparison is used to give clarity and force to the image and not to embellish it. The

accumulations of metaphors and comparisons do not abandon their imaginative faculty

in both the poem and the translation.

Furthermore, Palamas' predilection for the use of adjectives is distinct in this

poem, as evidenced by his consistent replacement of several of the ST’s phrases or

nouns into adjectives: "de l'aube"/ "tmv opBpwvn" (v.4), "Dans I’étincellement et le

charme de I’heure"/ "opa payedtpa, eeyyofoinuévn!" (v.6), "Purs d’ombre et de

désir"/ "aBolwta, avepotevta'. Another of Palamas' penchants is the use of

compounds: "ovelpopdvtaot", "KpvpopovppovpIGHA", "peyyoPoinuévn",

"oyvoyaraln".

“Les montreurs” is one of the poems which belongs to the last cycle of Poémes
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barbares and "Modernisme",**” showing de Lisle's estimation that nineteeth-century

sacrificed spiritual and intellectual values — among them natural and artistic beauty — on

the altar of material goods and the acquisition of power (Denommé 1973). In Les

montreurs, the poetic subject is likened to a chained animal who parades his

enslavement for the low entertainment of a vulgar public. The implementation of this

form of allegory conveys the poet's indictment of the masses —the new barbarians— who

in order to appease their morbid curiosity require that authors openly avow their

personal lives, something which constitutes nothing less than a prostitution of art.

In contrast to “Epiphanie”, in the poem “Les montreurs” there is realism. This is

obvious in the images of the poem, which are quite brutal:

v.1.: Tel qu'un morne animal, meurtri, plein de poussiere,

v.2.: La chaine au cou, hurlant au chaud soleil d'été,

v.1: Zav 1'a0A0 10 Loviopforo otn 6KOVY|, TANYIAGUEVO,

v.2: 1e 10 KPEAAL opiyyet To Aatptd Tov, ovpALaLEL 6TO AOTTOPL,

Palamas is very faithful in transferring the brutal character of the ST's descriptive

images. Sometimes the images become even more intensive in the translation by virtue

of the translator's deviations. In the aforementioned example, in Palamas’ poem the

chain is not just around, but also tightens, the neck. He employs the word "a0Awo

Covtopforo" for "morne animal" (that is a beast of burden, that is why Palamas does not

27 For this categorisation see Vianey (1955: pp.7-19)
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literary translate it as such and neither translates it as just {00). The word «{wvtoBoioy»
has a strong emotive dimension in the context of Greek naturalism. Karkavitsas uses it
many times for example in his novel “O (ntidvog” 1897. Moreover, Palamas omits the
phrase "plein de poussiere" and replaces it with the phrase "ot ox6vn, TAnylacuévo”,

which is as intensive as the French expression and keeps the plosive.

Together with realism, the poem features a vigorous emotion. But here especially,
there is a heroic violence of implacable and categorical sentiments.””® The poem itself is
permeated with intense feeling and sensitivity, all the stronger for being restrained. The
poem’s sharp vocabulary evokes this sentiment (i.e. "morne", "ensanglante", "héb¢te",
"volupté", "mal", "banal", "histrions", "prostituées"), and Palamas opts to literally
transfer their meaning and sense in the translation ("&OA0", "omapoacuévn",
"aotdvrpona, "moovn", "movouc", "tpoctuya, "taldtoovg", "tdpveg"). He is so much
concerned with being close to ST that he sometimes chooses a Greek word with a
similar sound to the French equivalent, i.e. "hurlant"/ "ovpAialovtac", "huees"/
"yiouya". This feature can also be seen in Palamas’ translations from Prudhomme (i.e.
“La vie de loin” see 4.3). These two possibilities are the two dangers of Benjamin’s case

of the translator’s task being to effect “an echo” of the foreign (or source) language in

the target one as part of creating what he calls “the pure language” (Lehto in Perloff &

2%8 This is the case with all the poems included in Poémes barbares, which are also less impersonal than

Poémes antiques (Denommé 1973).
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Dworkin 2009: 50).

Again there are some cases where Palamas' verses are even more intense than the

ST’s. The verb "voudra" of the French poem expresses simply the meaning of volition.

What is more, just before this verb in the translation there is a striking enjambment that

highlights its already accentuated meaning. Intensiveness builds in verse ten, where

Palamas adds an exclamation mark at the end. In verse six of the translation the

adjective "grossiere" is missing, but its meaning is not lost as it is integrated in the

meaning of the verb "opéyetan". The most apparent difference in the degree of intensity

between the ST and the TT is found in the last verse of the poem. The final stanza

contains two negatives in the French poem, whereas the translation comprises three

negatives due to the addition of the negative word "6y1" in the poem’s last line. The

translated poem closes with a negative word followed by a full stop, stressing this

negative reaction more definitively. In this way, the animal’s refusal to yield to the

satisfaction of the vulgar public’s desires becomes more bold and categorical:

Je ne livrerai pas ma vie a tes huées,
Je ne danserai pas sur ton tréteau banal

Avec tes histrions et tes prostituées.
™ (o1 pov ota yovyla cov d¢ Ba TV TapadOcw,

010 TPOGTLYA GOVidl 6oL O Ba YopEY® amdvoL

padli pe Toug TAAATCOVE GOV Kot [UE TG TOpveEG Gov. Oyt
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In the poem “Toi par qui j'ai senti”, by contrast, there is a discernible attenuation
or softening of the kind of harsh expression encountered in the previous poem.”” As
Denommé (1973:114) correctly marks: "the mood and tone which pervade the poem are
representative of the kind of tempered emotions that inform the Derniers Poémes". This

poem is the shortest of all Palamas' translations of De Lisle's poems.

Palamas is faithful on the macro-level in that he keeps the rhyme and the matricial
norms of the ST. As for the micro-level there are few deviations on the level of
punctuation and vocabulary. Firstly, Palamas omits the initial phrase that the poem
starts with, and replaces it with another phrase, followed by a full stop on the eighth
syllable — at the place where the main caesura in a fifteen-syllable line is found,

separating the verse in two hemistichs:

Toi par qui j'ai senti, pour des heures trop breves

EvAoynpévn va gioon €00. Xe pa yopyoetepn dpa

This deviation emphasises the noun "Evioynuévn" and creates repetition in verse three

of the same stanza:

Sois bénie a jamais! J'aime, je puis mourir;

Evdoynuévn! Ayannoa! Ag épBet o Xapog tdpa

In the previous lines, Palamas in order to translate the verb «mourir» he puts the phrase

2% This is a general antithesis between the Dernieres poémes and the Poémes tragiques

(Denommé 1973).
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«Ag £épBel 0 Xapocy offering a Greek touch to the verse.”'® Also, he adds two
exclamation marks in the same verse, after the noun and the following verb. Palamas
seeks to underscore not only these two key words ("EvAoynuévn", "aydnnoa'), but also
the whole verse, which sums up De Lisle's philosophy that identifies love and beauty as
man's only solace in existence. As in his other translations, here too Palamas generally
remains faithful towards the ST. Besides the different deviations on various levels

marked on the micro-level, the sense, tone and letter of the French poems are literally

transferred.

If we compare Palamas' translations of Leconte de Lisle to those examined in the
previous sections we see that there are some broad translation strategies implemented by
Palamas. These are: the use of compounds and enjambments, the change of word order,
the creation of more active, certain and intensive verses. However, the difference in
relation to previous translations is that here there are no alliterations or assonances.
Palamas respects Leconte de Lisle's special characteristics and arranges to reproduce
them all in his translation. Still we can identify some signs of Palamisation and

domestication strategy.

?1% Charos means death and has been personalized in Greek folk tradition (Babiniotis 1998:1961).
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4.3. Sully Prudhomme

1. Un Bonhomme

C’était un homme doux, de chétive santé,
Qui, tout en polissant des verres de lunettes,
Mit I’essence divine en formules trés nettes,

Si nettes que le monde en fut épouvanté.

Ce sage démontrait avec simplicité

Que le bien et le mal sont d’antiques sornettes
Et les libres mortels d’humbles marionnettes
Dont le fil est aux mains de la nécessité.

Pieux admirateur de la sainte Ecriture,

Il n’y voulait pas voir un dieu contre nature;
y ;

A quoi la synagogue en rage s’opposa

Loin d’elle, polissant des verres de lunettes,
I1 aidait les savants a compter les planétes.

C’était un homme doux, Baruch de Spinoza.
Sully Prudhomme Les Epreuves
"Evag AvOpondkog

[Ipdog avBpomarkog eitave pe KAoviopévn vyeia,
pa ekel Tov 00VAEVE, YVOM®MDY LACTOPEVTNG Y10 LATLOL,
1 Oela ovoia v éPare og TOHmOLG pPEGa TOGO

KaBAp1ovg KoL YEPOTIAGTOVG TOV TPOUAEE TOV KOGLO.

Me Aoy1o amAd 0 GOQAC aVTOG LOG E0ELYVE TTMG NTOV
KOl TO KOAO KOl TO KOKO YEPOVT®V Topopvdio
K' ot térya eAeOepot BvnTol GuppEVES HaplovETTEG

om' TIC KAWOTEG IOV TIG PacTdy Ta YEPLO TNG AVAYKTC.
Oavpale v Ayia I'paen tavta p' evddfetov: dpmg

K' exel dev NBeke 10 06 €€ va 1M am' T evon,

Yo TOVTO Kol 1 Zuvaymoyn He ADGGA TOL ovTIoTAo.
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Moakpod Kt o' T Zovayyr, YOoOMOV Yo KAl epyatng,
OTOV TAOVNTAOV TO PHETPNUE Borifae TOVE AGTPOVAOLLOLG.

Eitave npdog avBpwmdkog o Bapovy Zmivoloc.

23/10/19

Prudhomme's poem Un Bonhomme is presented first in the sixth section of MR

where all thirty of the translations of Prudhomme's poems are found. This poem is about

the philosopher Spinoza whom Palamas mentions many times in his oeuvre (17:571)

and also writes an article for him (see 13: 153).*"

Undoubtedly then, Palamas decided
to translate this poem because he was attracted by its content. Within the poem there are

several deviations made by Palamas at different levels and this is interesting for a

micro-level analysis.

At the syntactic level there are cases where Palamas inverses the ST's syntactic

order. One example is found in verse five, where instead of the adjective "co@dc"-

which is a translation of the French"'sage"- the phrase "ue Adywn amdd" - which is a

translation of the adverb "simplicité"- is displayed at the beginning of the verse. This

syntactic alteration serves Palamas' intention to emphasise the notion of simplicity in

the verse, which implies not only the simplicity of Spinoza's character but also the

21 palamas’ poem Zmvolog (13:153) is the same poem with “un bonhomme” but with a different title
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simplicity of Palamas' general poetic style.”'> Similarly, in verse 3 the syntactic object

"t Oela ovoia is moved at the beginning of the verse and thus it is emphasised.

Apart from these syntactic shifts, Palamas deviates from the punctuation of the
ST. An example of a punctuation change is found in verses nine and ten, where
Spinoza's belief of God who is not segregated from nature, is presented. The opposition
between God and nature in the ST is attributed by the word “contre” while in the TT
Palamas puts just the word "é€w" that is different from "contre" and not as strong. But
by adding the antithetic conjunction "6pwg" together with the addition of a semicolon
just before it, the contrast becomes more conspicuous and intense than the one of the
ST. Hence all the aforementioned shifts contribute to Palamas' effort to create more

dynamism in his translation than in the ST, while remaining faithful to the sense and

meaning of the ST.

Palamas takes some liberties at the lexical level too. One example is the addition
of the word "taya" that emphasises the shortage of people’s freedom as verses seven
and eight express. However, he faithfully translates any emphatic words wherever

possible, as in verse eleven where he manages to find an equivalent word for "rage"

212 palamas translates this poem into the plain style of the second Athenian school although it consists of

a portrait of an intellectual. The reason for this Palamas’ general trend, according to Athanasopoulou

(2011), is that he opts for an alternative poetic origin for himself in relation to the first Athenian school.
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using the Greek word "Aboca" which has exactly the same vigorous meaning as the

French one. In addition, Palamas makes many "[optional] shifts" (Toury 1980: 115 and

Broeck 1985: 57) by using vocabulary items specific to the Greek language and culture.

This comprises one domesticating strategy in this poem's translation by Palamas. The

following list of words exemplifies this strategy:

Words in the ST Words in the TT
Doux TPAOG

le fil KAwotég
nécessité Avaykn

Palamas chooses the word "mpdog" instead of "yAvkoc" which is the literal
translation of the French word "doux".*'* The notion of meekness (mpadtnta), is
reminiscent to the Christian Orthodox tradition and also to a school of Hellenistic
philosophy: Stoicism.*'* Instead of translating “le fil” as vijua he chooses “khooTéc»
evoking Fates. In Palamas' poem "Avaykn" is written with a capital A and is
personified, whereas in Prudhomme's poem "nécessité" is not. The use of “Avéyxn”

carries a sense from Greek tragedy.”’> Palamas' choices at the lexical level specific to

213 This is according to the Dictionnaire historique de la langue francaise (2000: 1132) “Le mot se
rattacherait au grec glukus de meme sense (gluscose)” although the meaning of doux partially includes
the sense of iog (gentle) which is similar to Tpdog (meek).

21 For the emotion in Stoicism see (Graver 2007).

215 wAvayin" alludes the idealized anthropomorphic deity; particularly Aeschylus 1% chorus in

Agamemnon includes a famous example. For a translation of the 1% chorus see Georgousopoulos (1992).
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the Greek language and culture, conform to a domestication strategy. Yet generally he

uses a simple language as the ST which also presents a philosophical genius in a non-

philosophical way.

Another translation mechanism employed by Palamas is the use of enjambments.

Palamas uses enjambments in verse nine between the conjunction "6pwc" and the verb

"dev NBere", in verse three between the word "t6c0" and the adjective "kaBdéplovg"

which emphasises the meaning of the latter giving vividness to the verse. The most

striking enjambement in the whole translation is found across the caesura in the last

line, where the word that creates the enjambement is also the title of the poem.

Furthermore, Palamas' predilection for the use of the stylistic device of repetition

as a translation mechanism is faintly distinct in this poem as in translations of Hugo and

de Lisle examined in the previous sections. In the ST the adjective 'nettes' (clear) is

emphasised due to its repetition in verses three and four. In the translation although this

repetition is not produced, Palamas manages to replenish this loss by creating another

repetition, which does not exist in the ST, in verses eleven and twelve with the word

"Yuvayoyn". The existence of this word especially in the v.11: “A quoi la synagogue en

rage s’opposa’” presents Spinoza Christ-like. Palamas prefers to miss this repetition of

the phrase "en polissant des verres de lunettes" in verses two and twelve, in order to
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offer variation in the TT and to conform the verse to the corresponding stanza's

meaning: the first time Spinoza is presented as an expert of optical lenses and then as an

expert of binoculars that help astronomers. Hence, he translates the same phrase of the

ST in two different ways as shown below:

en polissant des verres de lunettes (verse 2 & 12) YOOADV HOGTOPEVTAG Y10, ATl (verse 2)

YOOA®V Yo KIGALo €pyaTng (verse 12)

Palamas also preserves the image in this poem found in verses eleven and twelve.

Prudhomme -mainly in his first poetic collections- makes an extensive use of graphic

images and this is one of the main characteristics of Parnassianism. In these two verses,

there is the image of people likened to marionettes manipulated by the hands of the

personified necessity. Palamas, by changing "humbles" into "cvpuéveg" emphasises the

sense of manipulation.

In the micro-level analysis of this poem we can conclude that Palamas makes

deviations on the level of syntax, punctuation and vocabulary. Due to these deviations

Palamas creates more emphasis. Yet he generally remains faithful to the meaning and

the simple style of the ST. Finally, if we again want to use Venuti’s terminology, we

could say that Palamas domesticates and naturalises the poem into the Greek

environment.

258



2. L'art sauveur

S’il n’était rien de bleu que le ciel et la mer,
De blond que les épis, de rose que les roses,
S’il n’était de beauté qu’aux insensibles choses,

Le plaisir d’admirer ne serait point amer.

Mais avec I’océan, la campagne et 1’éther,
Des formes d’un attrait douloureux sont écloses;
Le charme des regards, des sourires, des poses,

Mord trop avant dans I’ame, 6 femme! il est trop cher.

Nous t’aimons, et de 1a les douleurs infinies:
Car Dieu, qui fit la grace avec des harmonies,

Fit I’amour d’un soupir qui n’est pas mutuel.

Mais je veux, revétant 1’art sacré pour armure,
Voir des levres, des yeux, I’or d’une chevelure,

Comme 1’¢épi, la rose, et la mer, et le ciel.

Sully Prudhomme Les Epreuves

H téyvn Aotpopog

Av 0 ovpavég k' 1 BGdhacoa pova gitave yordlio,

puova EavOd ta otdyva, poéva podtva ta pdoa,

av 1 opopeada ot dyvya eeyyoBforovce povo,

tov Bovpacpod k' n ardroyn mukpn o€ B4 eitav. Opwmg
avTapo pe T1g HAAacoES, TOVG OVLPAVOVE, TOVS KAUTOVC,
Bwpiég avBohve pe YNTIEC TOL GLPOPES YEVVOUVE.
Koppootaciég, yapodyeia, patiég, To pdyepd cov

pog Tpmet kotdfabo, o yvvaika, akptorAnpmto ivat.
T mikpeg TIC anépavteg 1 aydmn Gov T PEPVEL

IMati 0 Oedg mov W' apuovieg v Emiace ™ xapn,
vévvnoe amd £vo GTEVAYLO TOV AVTIYTLTO OEV EXEL,

Tov £pata. Ma pe TNV TéXvN apUoTOUEVOS BEA®

VoL 100 T LATI0, TO YPLGA HOAALY, TO YEIAMO, COUTOG
va gtv' ovpavol Ko 06A0cGES, TPLOVTAPLAAL Kot 0GTAY L.
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This poem is about the art of Poetry. Prudhomme in this poem refers to poetry as

a sacred and redeeming art and he considers it an armour for a poet who can praise love

and feminine beauty as well as the beauty of nature through it. What in the poem seems

to be the main challenge for the translator is the existence of many adjectives and nouns

that follow one another. It is interesting to see how Palamas can translate these in a

faithful way and simoultaneously create musicality in order to replenish the absence of

rhyme in his translation.

The poem “L'art sauveur” starts with a negative conditional sentence which

Palamas translates as a positive conditional sentence and because of this deviation, the

word “uoéva’ is repeated three times in the first two verses. Thus, verses one and two of

the translation are linked by the stylistic and aesthetic poetic element of repetition

(Myers 1989; Boase-Beier 1995), something that does not happen in the ST, while the

meaning of the ST remains unchanged. Palamas also preserves the repetition of the

words “rose” and “roses” in verse two by choosing two words in Greek “po6dwva” and

“p6oa” which have the same meaning with the ST's words. Moreover, in the French

poem we can notice that all the nouns of the two first verses are found in the last verse

of the poem. In the translated poem we can behold that all these nouns are repeated in

verse five too, with an exception: “tplavia@uAla” instead of “pdda”, for reasons of
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variety and for keeping the iambic fifteen-syllable. So, Palamas keeps the ST’s

repetitions and creates even more, without losing the meaning of the ST.

Apart from repetitions, we can also find many examples of internal rhyme in

Palamas' translation. For instance, in the sixth verse there is internal rhyme between the

verbs “avBovve” and “yevvoive”. Between the noun “yntiéc” and the noun “potiés” in

the next verse internal rhyme is achieved too and in this way, the sixth and seventh

verse are rhythmically linked. In order to achieve all the aforementioned internal

rhymes, Palamas does not hesitate to make some changes, as we observe in the sixth

verse: two verbs “avBovve” and “yevvovve” instead of the one verb “écloses”, the noun

"oveopég” instead of the adjective "douloureux", grammatical change of the noun "d’un

attrait" which turns into the plural form "yntiég" and change of its syntactic role: from

possessive genitive into nominative. However, he keeps the meaning of the words

nn nn

wherever possible i.e. the nouns "regards", "sourires", "poses" are literally transferred.

There are notably some more deviations at the lexical level in Palamas'

translation. For example, in the third verse of the poem the verb “était” is translated as

“peyyoPorovoe”. This lexical deviation strengthens the meaning of the third verse and

makes it more intense. The creation of more emphasis is not always a good practice in
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translation and Palamas could have received negative criticism for this.”'® In the next
verse the word “point” which means “ka06Aov” is omitted in the translation, as Palamas
wants to keep the iambic fifteen-syllable. Palamas could also put wxeavovc- which is
the literal translation of the French “ocean”- rather than “Odlacceg” but this choice is
implemented in order to keep the repetition of “OdAaccec” in verses 5 and 14 that exists
in the corresponding verses of the ST with the noun "la mer". This deviation is part of
his effort to domesticate the poem, as the picture of sea is more familiar to Greek
readers whereas if he had chosen wxeavovg it would have had a different resonance for
Greek readers.”'” So the significance of his choice is that he goes for a more everyday,
folksy, familiar word, rather than one with literary and mythological connotations.
Moreover, in verse 5, the word “éther”” which is a French semantic loan from the Greek

language, instead of been translated as o1fépac which is also more poetical,”'® i

S

translated as “ovpavovg”. Palamas makes this deviation in order to achieve the

repetition of the word “ovpavovg” in verses 5 and 14 which is correspondingly found in

218 T present my commentary on Palamas’ general practice of offering more emphasis and making more
vivid verses in the conclusion of this chapter

217 For the perception of Okeanos see the mythology of Okeanos (Smith 1849) and Kalvos’ ode X O
Qxeavog (1997: 159).

218 According to the Dictionnaire historique de la langue francaise (2000: 1325): "éther est un emprunt
ancien au latin aither, lui méme emprunt au grec aithér 'région supérieuse de l'air' [...] Repris en frangais
avec le sens du grec, éther designe poétiquement l'air le plus pur, les espaces célestes [...] Dans ce sens
éther a des dérivés littéraires." So thought phenomenically different, the word Palamas chooses, faithfully

translates “1'éther” into Greek.
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the ST.2"

Apart from lexical deviations, Palamas deviates at the syntactic and grammatical
levels too. At the syntactic level there is a change of the word order in verse 5: instead
of “I' ocean, la campagne et 1'éther”, Palamas puts “tic 0dAaccec, TOVG OVPAVOVCS, TOVG
Kkapumovs”. In the same verse a grammatical deviation is also made as all nouns are put
in the plural form. With this deviation the word “OdAaccec” matches with the words in
verses 6 and 7 which end in -e¢ and is repeated in verses 5 and 14 like the noun

"ovpavovg" as previously mentioned.

A notable grammatical deviation is found in verse 12 where Palamas translates the
noun “armure” (ravomAio)) with the participle “appatopévoc”.?® This change has many
consequences. First, with the use of a participle a personal character is given and in this
way the meaning becomes more emotionally charged. Secondly, he creates the same
alliteration between the Greek and French word (armure, appatopévog). Thirdly, the
word dppa is a medieval word (Babiniotis 1998:285) and Palamas’ verse has more

ry?0

heroic echoes of folk song and the medieval romance, whereas “roavomAia” might sound

1% The noun "ovpavong" like the noun "0dhacosg" are found in the singular form in the first verse and in
verses 5 and 14 in the plural form.

20 The word "armures" is also found in the poem “La vie de loin” and Palamas translates it as "Gppata”
instead of mavomAieg: “les grands chocs d'armures” for “Bpdvtovg Tpavovg apudtmv” instead of peydieg

GLYKPOVGELS TAVOTAM®V (verse 3).
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more like St Paul. Nevertheless, we can say that the general meaning of the verse is not

altered by this word change and so Palamas remains faithful to the ST's meaning.

Not only Palamas draws vocabulary from the different epochs of Greek literature

(like medieval words as we have seen) but he also draws in different Greek precursors

in order to find a fit idiom to translate French poets. So, in order to preserve the richness

of the ST, Palamas employs the Solomian in colouring verb “pgyyofoiovcoe” for “était”.

This verb is also a compound and augments the effect of the equivalent word “frav”

would have. These are signs of a domestication strategy. An additional evidence of the

ST’s domestication into the Greek culture is the affiliation Palamas’ translation has with

Mavilis’ sonnets. Specifically, the word «avtdpay» is one of the most important words of

the vocabulary in Mavilis’ sonnets, the verb “1d®” which keeps 1 though it is toneless

and the use of the asyndeton are core characteristics of Mavilis’ sonnets (Sakellariadis

1976: 21, 13, 10).

In “H téyvn Avtpouds” we witness an extent use of compound words not only as
a lyrical device but also as a mechanism of intensification of the ST. Palamas translates
many words as compounds that multiply the effect of the ST like “koppoctoaciéc”,

“katafada”, “axpiBoripwto”, “avtiytvmo”. Compounds beginning with “kata-" also

intensify the effect of the second part of the word. More often than not, compounds
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offer the translator the opportunity to express the meaning in a compressed way, i.e. the
French verse “Mord trop avant dans I’ame” is faithfully translated with only three words
because of the use of compound “pog tpoer kardfaba”. So Palamas exploits the
synthetic capacity of the Greek language for brevity and in order to create a more solid

Vverse.

To conclude, in this self-reflexive poem there are many deviations, some of which
are warranted by Palamas' effort to keep the iambic fifteen-syllable and enrich it by
creating more sources of harmony.**! An important source of harmony is the creation of
internal rhyme wherever possible, and this, along with the use of enjambment,
compensates for the loss of fixed rhyme scheme. Other sources of harmony are
repetition, alliteration and the extent use of compounds as a lyric device by Palamas.
Some of these compounds are specific to Palamas’ idiom in his own poetry and this
allows us to speak about a Palamisation strategy. The Solomian colour of this
translation cannot go unnoticed and together with the use of words drawn from different

epochs of Greek language allow us to speak about a domestication strategy too.

221 For a definition of the term "sources of harmony" see next Chapter of this study
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3. La vie de loin

Ceux qui ne sont pas nés, les peuples de demain,

Entendent vaguement, comme de sourds murmures,
Les grands coups de marteaux et les grands chocs d’armures
Et tous les battements des pieds sur le chemin.

Ce tumulte leur semble un immense festin,
Dans un doux bruit de flots, sous de folles ramures;
Et déja, tressaillant au sein des vierges mires,

Tous réclament la vie et le bonheur certain.

Il n’est donc pas un mort qui, de retour dans 1’ombre
Leur dise que cet hymne est fait de cris sans nombre

Et qu’ils dorment en paix sur un enfer béant,

Afin que ces heureux qui n’ont ni pleurs ni rire
Ecoutent sans envie, autour de leur néant,

Le tourbillon maudit des atomes bruire?

Sully Prudhomme Les Epreuves

H (o ané paxpua

Avtoi mov d¢ yevvnOnkav kit avtoi mov BapBovv avplo
Boviocuo SVGKOAOEAVOLYTO GOYPOIKAV HOKPLADE,

Bapid yrompato ceuptdv, BpOvTouvg Tpavols apuUdToV,

Kl amtd To TOO10, TOV TOTAY KO TEPTATAVE, KPOTOUVG.

Kt avt n Bon, Toug paivetal yioptdot anépavto, Eva
KUUATOV YAVKOVAGAGLO KATOV 0O YA®POKAGSL,

K' oL ay€vvnTol 6ta cbiKd oKipTOVTIS TV TopBEvmV,

) dtakovevovy T {on oo BERamv gvutvyia.

Kaveig vexpdg o€ Ppioketar ot viyta yopiopévog

Yo va Toug 7T «O DUvog avtog Tov aKoVTE, £V’ amd popla
okov&ipota, K' €0€lg KOYWAOTE amdvov amd 'vav aonv oAdvoryto!»
Noa wéyouvv d o1 EVTVYICUEVOL EKETVOL,

o1 addKpLTOL K' 01 AyéA0GTOL e amoBud V' 0KOVVE,

010 Tov Tovg {dvel Timote, T0 APOPESUEVO GKOVGLLAL.
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This poem consists of two antithetical philosophical ideas about life. From the point of

view of those who have not been born yet or are about to be born, life seems like a feast

(“yioptdot”) and it is consubstantial to happiness. Those who lived and left life have a

totally contrary view: they are well aware that life is full of unhappiness and hardships

as this is conveyed by the cries of agony (“oxov&ipata”). Such antithetical ideas are a

recurrent theme in Prudhomme’s poetry, who as a philosopher-poet has the ambition to

exhaustively develop the theme of his poem by dealing with all its possible sides, all its

aspects and possible extensions (Marmarinou 1976). A similar trend is found in the

poetry of Palamas, since he also tends to negotiate ideas that are opposite or

contradictory - he himself admits this (see 1: 76, 77, 492 and 522). According to

Dimaras (1962), Palamas' dualism is due to the deeper duality of his temperament.

Marmarinou (1976: 342-343) adds that Palamas' familiarity with “Adyov kou avtidoyov”

is also an effect of his preoccupation with the work of Prudhomme. Palamas chooses to

translate this poem apart from his attraction from the anthithesis in the poem, because it

is also a challenge for Palamas to prove that the demotic is capable to appropriately

express complex ideas such as the philosophical ideas of this French poem. The

rendition of the ST's images by Palamas to describe this binary view about life is a

distinctive characteristic of this poem. As we shall discuss later, these images are

accompanied by enjambments and alliterations used by Palamas with such dexterity as
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to intensify the positive notion of life on the one hand and increase its hard and negative

view on the other hand.

Already in the first line of this poem a basic translation strategy is identified: the

use of repetitions. In order to achieve this, Palamas deviates on the level of word:

v.1 les peuples de demain

Literal translation: o1 Aaoi Tov avplo

Palamas' translation: avtoi mov 6apOovv adplo

Due to this deviation the word "avtoi" is repeated at the beginning of the two

hemstitches. So, an equivalent syntactic structure is created between the two parts of the

same verse which are also connected with the addition of the conjunction “kt” that does

not exist in the ST. Not only the syntactic structure but also the meaning of the two

hemstitches of the verse is the same. This is another characteristic of the traditional

Greek folk songs called "isometric parallelism" (Kiriakides 1990) according to which

the second hemistich repeats the meaning of the first hemistich with synonymous

words.

The next verse of the ST consists of six words. Palamas succeeds to give the

meaning of this verse using only four words. Consequently, a more solid and robust

verse is created than the corresponding verse of the ST. The fact that Palamas gives the

meaning of this verse using fewer words than the words in the ST, is again achieved by
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the use of compound words, as we also saw in the previous analysed poem. The

compound word “dvckoro&dvoryto” (verse 2), is an adjective defining the noun

"Bovicpa". Such adjectives are found aplenty in Palamas' poetry as Marmarinou (1976)

annotates. So this is a sign of a Palamisation strategy.

The alliterations found in this translated poem are impressively characteristic. In

the third verse, Palamas by changing the phrase “grands chocs d'armures” (peydieg

OLYKPOVGELS TAVOTALDV) into “Bpoviovg Tpavoig apudtmv” achieves the alliteration of

r and t in the whole verse (Bapid, cpupidv, Bpdvtove, Tpavoic, apudtwv). The same

alliteration exists in the same verse of the ST between the words grands, marteux,

grands, armures. So, Palamas manages to preserve the alliterations of the ST. Not only

does he preserve them, but he also enhances them as we can see in the next verse where

there are alliterations of k, p and t (k1 a6 Ta TOS TOL TATAY KOl TEPTATAVE KPOTOVG),

whereas in the ST there is only the alliteration of t in only two words (tous, battements).

In both the aforementioned examples we can see that a sense of hearing is created: with

the alliteration of r it is as if we hear the sound of hammers and shields and with the

alliteration of p and t Palamas manages not only to describe but also to revive and

reenact the footsteps. With these sounds the negative picture of life is described.

On the contrary, the positive picture of life is described using pleasant sounds
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both in ST and TT. In the ST there are alliterations of 1 and r. Equivalently, Palamas

translates the phrase “folles ramures” with only one compound word: "yAwpoxAdown".

With this deviation, the alliteration of yA, YA and «A is created between the words

“yhopokAaodia” and “ylvkavdcacua”. Alliteration can create a pleasant sound when

liquids are repeated i.e. A, p. (Stavrou 1992), and these pleasant sounds add an effect of

jubilation in a poem. These acoustic effects (which are more in Palamas’ poem) also

compensate for the lack of rhyme. They moreover have many important consequences

according to Vayenas (2004: 65):

Avtd Tov dnovpyel To Voo o€ [ TomTiky AEEN, avtd Tov TN PopPTILEL
pe ovykivnon, €ivor o TpOTOG pe TOV 0moio GLVOEETOL e TIC GAAeg AEEELC.
[...] Ztov momtikd AOyo PAémovpe To €ENG mepiepyo: pe OGO TEPIOCTOTEPOVC,
dvvatdtepovg Ko Pabitepovg decpohg cuvodetal 1 o AEEN pe TNV GAAN,

1060 TTEPLGGATEPO JLTNPEL TN HLOVAOIKOTNTO TNG Kot T0c0 mo Pabdid pével

KOPPOUEVN OKEPOLOL GTY| VI LLOG.

In verses ten until twelve we have four consecutive enjambments that do not exist

in the ST. The first two are considered strong enjambments because the adjective is

separated from the noun: “popio/ oxovéipara” and “aonv/ oldvoryto”. The compound

word “oAdvoryto” intensifies more the meaning of the verse than the equivalent “béant”

(avoyto) does. This intensification augments due to the enjambment and the

exclamation mark that follows.

The phrase “qui n'ont ni pleurs ni rire” is attributed by Palamas with the adjectives
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"aodkpovtol" and "ayélaoctor'. These two adjectives belong to the category of
Parnassianism's negative adjectives and specifically are included in the adjectives
indicating “éAhenyv cuvanodfpatog kot cvppetoxic” (Marmarinou 1976: 384). **2As
Marmarinou (1976) and Nakas (2004) correctly point out,”* these adjectives ont fait
fortune in Palamas' work. So as we have seen so far, again here Palamas Palamises the
poems he translates insofar he uses lexical items belonging to his specific poetic idiom
which is moulded from different sources-here the French Parnassianism. Another source
from which Palamas draws vocabulary, as evident in this translation, is the Greek folk
songs. This is revealed by the use of the word Hades in translation while in the ST this
word is not found. Also, again in this poem reminds Mavilis’ sonnets: the change of
vowel into another vowel at the end of a word (“kdétov»), or in the middle of the word

(“apopeopévor) and the use of many elisions (“eiv’ amd”, “amd’ vav’) are

characteristics of Mavilis’ sonnets (Sakellariadis 1976).

In the last verse of the translation, Palamas creates an oxymoron that does not
exist in the ST. He accomplishes this by putting in capitals the first letter of the word
“Timote” and hence he gives substance to the nil. In this way he highlights and

emphasises the non-existence of the people who have not come into life yet. Giving

2221t also enhances a philosophical tinge (Halliwell 2008)

22 Nakas (2004) of course in more general sense speaking about the use of negative words in

Palamas’poetic idiom adding that this is a characteristic of Greek folk songs.
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substance to the non-existent is something people want in poetry according to Palamas'
words: “Eivatl otrypéc mov poag eaivetol mmg o kOcpog ydrace. [...] Kot tog yio tovto

elval yoyég mov 0EAovv va PAETOVY avasTIEVO GTNV TEXVN TO avOTopKTo (8:23).

Perhaps the key difference between “La vie de loin” and “H (o1 and pokpid” is
that the French poem ends with a question whereas in Palamas' translation there is not
any question at all. In this way the meaning becomes more glaring and more certain
than that in the ST. Thus, the opinion of the negative picture of life is stressed and
emphasised and so the contrast between the octave (where a positive picture of life is

presented) and the sestet of the sonnet becomes more intense.

Even at the lexical level, there is more intensification in the words Palamas
chooses. For example the word “murmures” of the ST is translated as “Bovicpa” instead
of povppovpntd. The adjective “grands” is translated as “tpavovg” and not just
peydiaovg, but also the word tpavdg was common in the poetic language of the period.
The adjective “maudit” which means «oatapopévo/piontd, is translated as
'apopeopévo’.”** Moreover, the word “cris” is translated as “ckov&ipara” which is a
stronger and more intense word than just pwvéc or kpavyéc. All these examples reveal

that the language used by Palamas in the translated poem has a more violent and more

224 Here 1 use the word “apopeopévo™ as it is in the first edition of Favaroviouévy Moveui. In the

Katsimbalis’ edition the word is “a@wpiouévo”.
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intense meaning than the language in the ST. So, we see that Palamas is so masterful in
using the Greek language that can subordinate the language in poetry according to the

topic and his technique.

But the most important thing in this translation is the way Palamas subordinates
language in order to create acoustic effects and new sounds that do not exist in the ST
reviving its meaning and resetting its music.”*> This matters for the content of the ST
because the two anthithetic images are mostly presented through the antithesis of their
sounds: through words whose meaning imply a sound and through words which make
sound themselves i.e. alliterations. On the one hand the good picture of life is described
as bruit des flots and evoked with sounds of pleasure. On the other hand the bad picture
of life is a cris and it is represented with the alliteration of the consonants r and t in ST
whereas in Palamas with r, t, p and t. So we saw that Palamas meets the challenge of

this poem’s translation as [ mentioned at the beginning.

22 For the relation of Palamas with music and for a definition of the term music see next Chapter
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4. Ou vont-ils?

Ceux qui sont morts d’amour ne montent pas au ciel:
Ils n’auraient plus les soirs, les sentiers, les ravines,
Et ne goliteraient pas, aux demeures divines,

Un miel qui du baiser piit effacer le miel.

Ils ne descendent pas dans I’enfer éternel:
Car ils se sont brilés aux levres purpurines,
Et I’ongle des démons fouille moins les poitrines

Que le doute incurable et le dédain cruel.

Ou vont-ils? Quels plaisirs, quelles douleurs suprémes
Pour ceux-1a, si les coeurs au tombeau sont les mémes,

Passeront les douleurs et les plaisirs sentis?

Comme ils ont eu I’enfer et le ciel dans leur vie,
L’infini qu’on redoute et celui qu’on envie,

Ils sont morts jusqu’a 1’dme, ils sont anéantis.

Sully Prudhomme Les Epreuves

ITov mave;

Oocot yabovv and Epmwta, 6TOV 0OVPAVE eV TTAVE.

Tic pepatiéc, ta povomdria, T1g Ppadiég 0€ Bdyyovv,

Kol EA 6TNG TaPAdEIGOS 0€ Ba yopoHv T yALKA

OV V0. TOVG KA TOL PIA0D TO HEM Va EeYAGoLV.
Y10V dn Tov TavtoTevd dev KatePaivovy, ovTe.

Ti kKénkav o' to KOKKva xeihia, Kot Tov dadVoy

TO VUL OEV TOVG TO TPLTLAEL TO. CWOKA GTOV AOM

ooV TNV AYLATPEVTN VTTOYIO Kol GOV TO, KOTAPPOVIK,
okAnpd...ITov mave; [To€g yapég vaéptateg, molol mOvoL,
KL oV AtOUEVOLY 01 KOPOES KOl LEG' TOLG TAPOVG 101G,
Oa Eemepdoovv kot yapés kot TGVoug Tov aichavinkay;
Mt mov 6Aa Ta glyave ot o1, TOV ovpavd, ToV Adn,
T'amépavia Tov amoOVUAS, T OTEPAVTA TOV TPEUELS,

YOvVOVTOl, TAvE COWYVYOL: GTO TIMOTE TEPVAVE.



As in the poem “La vie de loin”, the idea of the continuity of life after death exists
here as well. It is however examined from a more specific angle: the case of those who
die of love. The theme of this sonnet is the power and the consequences of love.
According to the idea expressed in the sonnet, the joy and the pleasure that people who
are in love feel, are more intense than the happiness offered in heaven, and similarly, the
pains they feel are stronger even than those of hell. Another similarity with the
aforementioned sonnet is that again Prudhomme develops two opposite views. At the
beginning, he supports the view that “ceux qui sont morts d'amour” do not go to heaven.

Afterwards, he claims that they do not go to hell either.

After Palamas - just like Prudhomme - explains and supports the two opposing
views in the sonnet, we eventually reach a conclusion about where people who die of
love go. This conclusion is expressed in the last verse of the sonnet: “ydvovton, mave
ovyvyolr oto timote tepvdave”. As in the poem “H (on and pokpvd”, the noun “timote”
is used, which again signifies the notion of non-existence.”*® What is really impressive
is that, if the first half-line of the first verse is joined with the last half-line of the last
verse, a full iambic fifteen-syllable is created: “0cot yabBobv amd épwta, oto TimOTE

nepvave” that gives a completed answer to the question which arises in the sonnet (v.9)

22 The only difference is that here the word tinote is not written with capital T, because Palamas- unlike

in the previous poem- does not want to emphasise to the notion of non-existence
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and has already been formulated in the title: “where do they {people who die of love}

g0?”. This is also the case in the French sonnet.

However, in the translated sonnet, the opposition of the two antithetical ideas is
more intense. In verses two and three of Palamas' translation, the grammatical form of
the verbs is changed. Palamas uses the future tense, while in the French sonnet a
conditional is used (&€ Bdayovv, 6¢ Ba yapovv cf. Ils n'auraient, ne golteraient pas). With
this grammatical deviation, the meaning of the translated verses becomes more definite

and certain than that in the ST.

What is more, in the second verse, impressively all nouns are stressed on their last
syllable and that they are put in such a sequence in a way that until the word “Bpadiég”
there are stresses on every four syllables (4th, 8th, 12th). Therefore a rhythmical verse is
created. In order to accomplish this Palamas chooses the word "pepotiec” for translating
the French word "ravines". Even with this lexical choice Palamas remains faithful to the
letter, *” while he manages to convey in an unrhymed ‘sonnet’ the poignancy of the

original sonnet.

Palamas also manages to keep the different forms of speech found in the ST like

227 Although he translates the word “ravines” as “streams” instead of torrents, nobody could accuse him

of changing the meaning of the original because gullies most times become torrents.
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metaphors and personifications - “le miel du baiser”, “Car ils se sont briillés aux levres

purpurines”, “le doute incurable et le dédain cruel fouille les poitrines", while remaining

very literally faithful in the meaning of the ST. Keeping the metaphors in translation is

very important because as Lefevere (1992: 37) suggests: “Concepts that do not normally

belong together are linked in such a way as to increase the illocutionary power of the

passage, preferably without overly straining the reader's credulity or sense of propriety.”

Also, in the French sonnet there is repetition of the word "miel" and Palamas

manages to keep the repetition of the corresponding Greek word “uéi”. The word

“né” is found in two consecutive verses (in the third and fourth) and not in the same

verse as in the French poem, hence these two verses are linked by the stylistic figure of

repetition. Also the word “enfer” is repeated twice in the ST whereas in Palamas’

translation the word «adn» is repeated three times.

Apart from keeping the figure of repetition and the forms of speech, Palamas is

also concerned to preserve the two images of the French poem's second stanza in his

translation. Not only does he manage to transfer faithfully these two images, but he also

enlivens them. The element used to achieve this is the enjambment. Initially, there is an

enjambment in verse six, as the possessive genitive “tov daipévov” separates from the

noun “to vOyU”’. Then, there is another enjambment, a weaker one this time, as the verb
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“tpumdel” is in the seventh verse and the adverb “oxAnpd™ is in the ninth verse.

According to Stavrou (1992: 19), a poet uses enjambment “yio vo ypoUATIGEL

evtovotepa o AEEn, Balovtog v oe Béon Eexwprot|”. It follows that, with the use of

enjambment, the word "oxAnpd" is emphasised and in combination with the signs of

ellipsis that follow, the word is stressed even more. Therefore, the image's sense of

cruelty here increases and the emotional intensity is heightened.

Palamas creates much alliteration in the translated poem which is really

noteworthy. In verse nine, we have alliteration of 7 (“mov”- “mave’- “moléc”-

“vméptateg”) that does notexist in the ST. Also, with the repetition of the word

"m m

anépavta'" at the beginning of the two half-lines in verse thirteen, the alliteration of ax

2 (13 29 13

is created between the words “amépavta’- “amoBopds’- “amépavia” which again does

m

not exist in the ST. Although the repeated word "'anépavta™ has the same form, it has

the opposite meaning: The first instance of the word “anépoavta” refers to the sky, to

paradise, whereas the second one refers to hell.

A more striking change that can be observed in verse thirteen is that Palamas uses

the second person singular instead of the first person plural used in the ST. With this

change, directness and vitality are achieved, inasmuch the poetic subject directly

addresses to a poetic receiver. In this way, the sentiment of fear becomes a more
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personal issue for each reader, whereas in the French poem it is more general.

Finally, the last verse of the translated sonnet is syntactically separate, since we
have three punctuation marks that are put seriatim according to their 'strength': firstly
there is a comma, then a semicolon and finally a full stop, that is a more powerful
punctuation mark than the other two. With the colon the limits of the two half-lines
become more visible. With these three punctuation marks, the iambic fifteen-syllable is
divided into three parts. These three parts correspond to three graded seriatim actions. In
other words, Palamas creates an auxesis,”**while there is a tautology at the respective
point in the French sonnet. This poetic figure is a very common characteristic of Greek
traditional folk songs termed the "rule of three"**’ (Romaios 1963; Beaton 1980), the
implementation of which here constitutes an example of Palamas' domestication
strategy. Interestingly in this verse, the three parts of the "pattern of three" present a
sequential increase of the signified (yavovtai, mave cOYLYOL, 6TO TimoTE TEPVAVE), Of the

signifier (in the number of syllables: 3, 5, 7) and of punctuation marks.

The poem analysed here consist of two antithetical arguments, such as generally

28 Auxesis is a figure of argumentation or a figurative expressions indicating a gradual increase in
intensity of meaning and it is a related term for amplification (Myers 1989: 28).
2 The "pattern of three" or the "rule of three" in Greek is called by Sifakis (1988: 45) "tpueéc 1

Tpik®AoV 0vENTIKO oynpa.
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appeal to Palamas. On the one hand, there is reference to the underworld of Hades,**’

which is described in the darkest terms: exaggerating epithets (ayidtpgvtn, okinpd,
apopecpévo), embellishing nouns (amoBvuid, ckodopa, dapdvov voyl) and emphatic
verbs (tpumdel, amobovudc, tpéueig, ydvovror). On the other hand, there are positive
images describing a lover's paradise. A special issue that conforms to a domestication
strategy in this poem is the use of the expressive figure of auxesis that is a characteristic
feature of Greek traditional folk songs called "the rule of three". Palamas' preference for
internal rhyme, compounds, repetitions, enjambments, direct speech and alliterations
was discerned. He also opts to create musicality wherever possible in the verse. Once
again Palamas is proved to be a faithful translator as he manages to keep the repetitions,
the forms of speech and the images of the ST, offering more assuredness and more
emphasis in some cases than the one in the ST. This matters because insofar the
antithesis in the poem is bolder, the meaning is faithfully and clearly brought out in the

translation.

2% The nouns "cOwd" and "adnv" are also found in the poem H (wij amd pakpu.
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5. Derniéres vacances

Heureux I'enfant qui meurt dans sa septiéme année

Avant l'age ou le coeur doit saigner pour jouir ;
Qui meurt de défaillance, en regardant bleuir

Sous les orangers d'or la Méditerranée!

On ne tient plus son ame aux lecons enchainée,
Et, libre de s'éteindre, il croit s'épanouir.
Plus de maitres ! c'est lui qui se fait obéir,

Et sa mere est pour lui comme une soeur ainée.

Par sa faiblesse méme il fait céder les forts ;
Il prend ce qu'il désire avant qu'on le lui donne,

Et sa paleur I'absout avant qu'on lui pardonne.

Indocile et choy€, paresseux sans remords,
C'est en suivant des yeux la fuite d'un navire

Qu'un soir, pendant qu'il réve un voyage, il expire.

Sully Prudhomme, Les Epreuves

To madi mov ntebaiver

Evtuyiopévo to mondi mov eptd xpovd medaivet

TPOTOV Y10, TNV OmOAY™ Vo LotmOn 1 Kopdid Tov.
[TeBaiver amd popalopo po BAAUcoo KOTOVTag
AVAUES' ATl TIG YPLGEC TOPTOKUAMES, YOAAL L0

Agv TOV KpATAV oL TNV Yuyn 610 padnua depévn,

K' eAe00epo Yo va ofuotn, TioTevEl mwg avOilel.

Agv 10 Bapaivel dAGKOAOG, TPOSTALEL KOl TO AKOVVE,
o0 LEYOAVTEPT QOEPPY| 6TO AL TOL GTEKEL M PLAVVaL.
Tovg duvartoHg N appdGTIC TOL V' amoTPAPLEVTOL KAVEL,
maipvet 0,11 av emBupEl, TPOTOV VO TOL TO ODGOLVV.

To ocvumada n yYAopdoo Tov Tpv 10 oY®WPEGOVY 01 AALOL.
Xaidepévo, avomotayto, EEyvolaota okvo, Eva Bpadt
70 OpOLO KATO10V Kopaflov Kabdg akolovboHve

T pLatio Tov, k' va ta&idl ovelpeveTat, ofvvet.
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This poem is about a seven-years-old child who is going to die.”>' This poem has
two different challenges for a translator in relation to the previous poems discussed so
far. One challenge is the paradox that drives the poem: the mournfoul mood the reader
has because he is aware that a child is going to die is opposite to the fact that the dying
child has never felt so in command, so alive. The other big challenge is that in the ST

232

there is the characteristic figure of asyndeton.”” It is interesting to see how Palamas

addresses these two challenges.

Palamas is very faithful in keeping asyndeton in his translation. Looking through
the verses of the translated poem, we can discern the array of phrases and words which
are lined up only with commas, as any conjunctions are omitted. A glaring example is
verse 12: “Xoaidepévo, avomdtayto, EEyvoloota okvo, €va Ppddw. With the use of
asyndeton Palamas goes against any traditional writing of the iambic fifteen-syllable. In
this poem the asyndeton enables an effect of retardation and lassitude, but meanwhile it
offers a consistently sad sense making both the SP and the TT sound like an unrelenting

elegy. >

2! More on the content of this poem is found in section 3.1.

2 The asyndeton implies an unconnected manner of phrases' or words' presentation within the verse.
Words or phrases are not joined by conjunctions but they are presented in series, separated only by
commas. Homer and Aristotelis used asyndeton, but the figure was especially favored by baroque poets
in France, Spain and Germany and also used by many modern poets, like Pound (Myers 1989; Preminger
etc 1993).

33 Elegy is a formal poem lamenting the dead and has come to indicate a type of mood poem rather than
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Palamas opts to enhance this mournful mood wherever possible in the TT.

Therefore, in the first verse of the first and second quatrain, internal rthyme is created

between the words "meBaivel" and "deuévn". This internal rhyme adds to the overall

impression of wistfulness and maybe inevitability too, the incongruous pathos of a child

looking back on life and forward to death. Due to the assonance of €, this impression

becomes even more augmented than the one in the ST.

Also, in the translation, ‘not’ is getting attached to the following verb twice so we

have repetition of 6ev and two negative sentences

v.5: Agv TOV KpaTdy Lol TNV Yoy 6TO AN depévn,

v.7: Agv to Bopaivel 04oKaAOG, TPOSTALEL KOt TO 0KOVVE

In the ST there is not even one negative sentence but there are two exclamation marks

which are omitted by Palamas in the translation, perhaps because he covets to balance

the rough impression caused by the two “not” with a gentle, muted and less ironical

impression. In the poem the argument that the child is happy "heureux"- "gvtuyiopévo"

to leave life so early is developed. So we can say that there is an effort to present this

tragic event in an optimistic side, which is of course in a way ironical and a paradox as I

noted at the beginning. This optimistic side reminds the previously discussed poem ITo¥

néve; where people who are alive believe that life after death is a pleasant situation.

a form (Myers 1989). Here I prefer to use the term elegy instead of dirge or threnody and monody which

are forms of dirge, because "elegy is more meditative than the outpourings of the dirge" (Myers 1989:84).
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The different moods in the poem culminate in the last verse where the crucial

moment of the child's' death takes place during night. In this verse Palamas does not use

the verb "neBaivel" but the verb "oBvvel". This verse reminds us of the Cavafian verse

"o LoVoIKT, TNV VOYTa, pakpuv, mov cfvvel” found in the poem “@wvég” (Cavafy

1904). There are many similarities with this verse: Cavafy uses exactly the same verb,

at the end of the last verse like Palamas does, he also makes use of the asyndeton and

like in Palamas' poem the fact described happens during night. So we can say that

Palamas translates the French verse in such a way so as to submit an emotional

atmosphere to the reader.

Not only does Palamas manage to preserve the meaning, but also the rhythmic
features of this verse. In the French poem, "bleuir" is separated from its subject "la
Meéditerranée" with an enjambment. Looking at the corresponding verse in the
translation, we see that Palamas also creates an enjambment separating the noun
"0dlacca" from the adjective "yoAdlia". Palamas, however, opts to create more
enjambments than in the ST. So, in the last stanza of the TT there is a strong

1 234

enjambment between "pdtia" and "akoAovBovve".””" Palamas achieves this enjambment

by moving the word "pdtia" to the last verse. This happens metri causa. But also a

2% It is a strong enjambment because the subject 'nétwa’ (eyes) is separated from the verb 'axorovBobve'

(follow).
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reason for this is to give emphasis to the eyes of the child. The eyes are a strong

indication of a person’s death. While the eyes are open, the child is still alive.

Apart from enjambments, the mechanism of repetition is a key feature in P’s

recreation of the SP. Palamas manages to keep all the repetitions of the French sonnet.

In the first and third verse of the ST the verb 'meurt' is repeated and in the

corresponding verses of the TT there is the repetition of the verb "neBaivel". Because of

these repetitions, the seven-year-old child's impending death is emphasised. This notion

is further accentuated in Palamas' poem because the verb "meBaivel" comes at the

beginning of the third verse after a full stop and not after a comma as in the French

sonnet. Due to the replacement of the comma with the full stop, the reader makes a

prolonged pause, giving more attention to the verb "meBaivel" that follows. So with

Palamas' deviations at punctuation level, more vividness is created and by keeping the

repetitions, the TT's basic structure is maintained.

In this translation Palamas' predilection for certain mechanisms like repetition,

internal thyme and enjambment are clear. The deviations at different levels were also

discussed. With his deviations especially at the level of punctuation and with the

creation of more enjambments, vividness is created in his translation. Palamas preserves

the meaning, the stylistic feature of repetition and the rhythmic features of the ST. But
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apart from these preservations, the most significant thing here is that Palamas manages

to reproduce the melancholic tone, the irony (except in the case of the title) and the

mourning feeling of the ST while implementing the stylistic device of asyndeton. In

other words, he offers the reader the "overall effect" (Brooks and Warren 1979: 298) of

the TT. The fact that he translates the word and the sense of the ST leads us to his

characterisation as a faithful translator. Finally, Palamas tries to make his translation

more universal when he replaces the word Méditerranée with Odiacca (this is

something we also observed in Hugo’s «Ave, Dea» in 4.1.). But also the Mediterranean

would be the place for a warm climate for someone from Northern France, whereas the

Aegean is always warm.
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4.4. Paul Verlaine

J'allais par des chemins perfides

J'allais par des chemins perfides,
Douloureusement incertain.

Vos chéres mains furent mes guides.

Si pale a I'horizon lointain
Luisait un faible espoir d'aurore;

Votre regard fut le matin.

Nul bruit, sinon son pas sonore,
N'encourageait le voyageur.
Votre voix me dit: " Marche encore! "

Mon coeur craintif, mon sombre coeur
Pleurait, seul, sur la triste voie;
L'amour, délicieux vainqueur,

Nous a réunis dans la joie.

La bonne chanson

Y€ KOKOOTPOUEVO, LOVOTATLO

Y€ KOKOGTPOUEVO LOVOTTATLOL
TEPTOTOVCA, ALVATOPAGIOTO OAUUEVOL...

Ta xepdxia cov pov &ytvav oomnyot.

21" 0KkpoovPOVOL TOL TOAVILOKPEUEVA
KaTL yapace Baumd- Ta Svo6 Gov pdTI

W' eldave Kot Lovywvoy ouyn.

Ola oAoyvpa BovPd otov melodpdpo.

Movo tov MydoTeELE TOV TPOUO

NG TEPTATNGLAG TOL O PLOLKOG

YTOTOG" Lo 1| @V 6oL ToV gime: - Eumpog!
Axopa!



H xapdid pov n poPiopévn, n Lopepn-povayn
EKAarye otV Epun otpdTo povay.

Ma k' ) aydmn, peAoTaAaytn Kopd,

LOG OVTAUMGE VIKNTPO GTN YOPAL.

26.6.16.

Palamas' translations of Verlaine are of particular importance, and any micro-level

examination has to involve a discussion on the musical issues which Palamas

foregrounds through his book title. Palamas translates poems from the following three

very important collections La bonne chanson (1870), Romances sans paroles (1874)

and Sagesse (1880).

The poem I first chose to examine is “J'allais par des chemins perfidesy/ «Xg
KaKootpouéva povordatia’” which is an inverted sonnet. Looking at the French poem in
its whole, we notice how Verlaine worked out its structure and how he paid attention to
every detail of the verse, thus constructing a really virtuosic masterpiece especially
when it comes to its musicality. Even the way the stanzas end is of particular interest.
At the end of each one of the first three stanzas, there is a reference to the hands, glance
and voice (“vos mains”, “votre regard”, and “votre voix”) respectively. The order in
which these are presented exemplifies the importance of each one for Verlaine: starting

from the hands, it ends to the one with more importance, that is the voice. The

importance of these three features is obvious by their charm and their effect on the
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poetic subject: hands are the guides, glance is the aurora that lights the way and voice

has the psychological function to encourage one to move on, thus it matters most,

although the contribution of all is undoubtedly essential in the poem. The appearance of

these characteristics evokes an erotic mood, which culminates at the end of the last

stanza with the reference to love (“L'amour”) and happiness (‘“joie””). Simultaneously,

by the correspondingly similar way the stanzas finish, a kind of structural unity is

achieved in the poem. Palamas fails to achieve this structure in his translation because

even though these nouns exist in the translation they are not put in the last verse of

every stanza. So the translation does not fully follow the organized structure that

Verlaine’s poem has.

In the first verse, Palamas starts with the phrase “koxkooctpopéve povomdtia”
instead with the verb “mepmatovca” and by this syntactic movement the noun
“novomdtia’” and its adjective “xokootpopéva” are highlighted. The choice of the word
“kaxootpopéva” is very successful. The French word “perfides” literally means
treacherous and in Greek it can be attributed with the word “06A10¢”, “emifovioc” or
“oMcOnpoc» (Mandeson 1972). Here, Palamas uses a compound word that expresses
the meaning of the word perfides in an appropriate way, giving emphasis to the

difficulty of the pass over the pathway. Not only this, but Palamas also manages to

create internal rhyme between the word “koaxootpopéva” and the word “Olppéva” in
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the next verse. A kind of sound repetition exists at the same point of the verses in the

French poem, by the repetition of the phoneme 'ai', between the words “allais” and

“incertain”.

In the next verse, the words are literally translated; however, there are some

deviations in word order and punctuation. Palamas reverses the order of the words,

putting the word “avamopdciota” (uncertain) first and then the word “Ohppéva”

(painfully). Maybe this way of order is in accordance with the scale of emotion: he

leaves the word that is most emotionally charged to the end. The word “OAppéva’”

becomes even more intense because of the punctuation: Palamas uses signs of ellipsis

instead of a full stop after it. There is also a suggestion that the mournfulness is itself

unmotivated, the product of ennui.

Another deviation in the first stanza is the phrase “chéres mains” which Palamas

translates using only one word: “yepdxia’”. The word “yepdxia” is a diminutive of the

word yépla and hence in a way it encompasses the meaning of beloved and precious

hands. We find the phrase “cheéres mains” many times in another Verlaine's poem “Les

cheres mains qui furent miennes” but there Palamas translates the phrase as “ta yépwo

taxkpBd” (11: 308) maybe because in the next verse the adjectives “wpaia” and

“mkpd” appear, so the use of the word “yepdxia” would be redundant. The notion of
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small hands is often found in Greek literature, i.e. in Drosinis' poem “Ta pikpd cov
épla”’, hence we can say that this is another example of domestication on Palamas’

part. Generally, Palamas often uses diminutives in his translations. **°

In this poem, once more we notice Palamas' predilection for compound words that
offer him the opportunity to compress meaning and simultaneously intensify the poem's
lyrical aspect: namely, in the second stanza: “l'horizon lointain - axpoovpava To
moAvpaxpepéva’. Also the word “akpoovpava” has a more heavenly implication as
compared with opifovtac. The lyrical aspect is also reinforced by the use of the noun

799

“avyn” (dawn) - instead of the noun 1o wpwi that is the literal translation of le matin - as
the word “avyn” is a more poetic word than mpwi. Of course, by this replacement, the
meaning of the ST remains unchanged. The use of this word by Palamas is again a way
of domestication taking into account that the existence of the word dawn is very

frequent in Greek poetry and Literature i.e. Giannis Ritsos wrote a poem entitled

“Avy”"® and in Solomos’ poetry it is found many times: “tng avyfic 10 8pocdto

233 For example, in De Lisle's poem Toi par qui j ai senti there is the phrase chers yeux que j'adore, which
Palamas translates as pozraxio ayornuéve (11:260).

236 Tévvng Pitcog, «Avyn»

A1dyapn peyordyapn

g Gvoiéng avyovia

KoL IOV “YEL PATIO VoL o€ 10€l

Vo 6€ KOA®oopioel

Avo kapPovva 6to Bopiato

Kol SVO KOLKLA APAvt
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votepo aotépt” (in “H Huépa g Aaumpnc”), “kai v avynq pod pi&ave 1 pavo otod
mmydaor” (in “O Kpnrikdg” 1833). In his translations Palamas consistently translates the

noun “le matin” as “n ovyy”. =’

Besides this replacement, we note some omissions as well as additions in the same

stanza. The verse “Luisait un faible espoir d'aurore” is translated as “xdti yapoée

Ooumo”. Basically, only the verb “luisait” is kept in the translation, but although

Palamas uses different and fewer words, he still achieves to preserve the meaning. On

<

the contrary, in the next verse, Palamas adds some words in his translation: “votre

regard”- “Ta 0O cov patio K eidave’; in this way the verse is more descriptive than the

equivalent verse in the ST, offering a higher degree of emotion to the reader.

In the next stanza Palamas continues being more descriptive and explanatory than

Verlaine. For example, in the French poem there is the phrase “nul bruit” which

Palamas translates as “O0ha oAOyvpa PouPd otov melodpopo” (everything around is

mute). So, again he achieves to create an atmosphere of theatricality (setting the scene),

hence intensifying the mood of quietness in the poem. In addition, he intensifies the

voyager's emotion of fear, with the reference to the word “tpdpog” (terror) in the phrase

Kl évag 6TavpOg omd KamTvid
oT’ OVOPAL TNG TATPIdOG

27See for example verse 5 of the translated poem Tekevtaior Ttiyot (Palamas, 1930: 260)
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“Mydoteve tov Tpouo”, as a way of translating the verb “n'encourageait”. Palamas

carefully chooses the words he adds. Specifically, the addition of the word

“neCodpopoc” contributes to the creation of rhyme between “nelodpdpoc” and “tpopog”

(and this is maybe one reason he moves the accent of the word ne{6opopog one syllable

after). So in these two verses we can observe that Palamas prefers to tranfer the effect of

the negative sentences of the ST, using a more bold vocabulary rather than translating

them as negative into Greek.

There is only one limitation that can be discerned in this stanza of Palamas'

translation. In verse seven of the ST there is alliteration of the letters n and s and an

antithesis between the phrase “nul bruit” and the word ‘“sonore”. These two

characteristics are not produced in Palamas' translation. However, Palamas creates an

enjambment between the adjective “pvOuik6ds” and the noun “ytomog”, one that does not

exist in the ST. Immediately after the enjambment, there is a semicolon. In this way, the

main caesura of the verse is left out and another caesura is found after the second

syllable. This is in accordance with the context of Palamas' effort to avoid monotony

and of his effort to seek new rhythmical ways.

In the last stanza, we notice that Palamas translates all the adjectives in a very

literal way. In the ST, there is a repetition of the word “coeur” in the same verse,
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something that proves once again Verlaine's characteristic as a supremely musical poet
and the strong relation of his poetry to music (see section 1.3.a). However, Palamas
replenishes the lack of repetition in this stanza as he creates musicality in another way:
by changing the word order of some nouns and adjectives, he manages to create a kind
of thyme between the words “Copepn”-“povayn” and “xvpd”-“yapd’”. Palamas deviates
on the punctuation level, and instead of a colon he uses a full stop after the word
“novaym”. As previously mentioned, on the lexical level, Palamas is generally faithful

despite some deviations, additions and omissions of adjectives and nouns which do not

influence the general meaning of the poem.

One of the most impressive things in Palamas’ translations of Verlaine’s poems is

how he achieves to reproduce their musicality, which is a challenge for him. In the

poem “Il pleur dans mon Coeur” musicality is found in its greatest grace, glory and

sovereignty. As Waldrop (in Perloff & Dworkin 2009:62) correctly notes:

The poem is almost sheer melody woven out of very few notes. It works by
constant repetition, of the opening “statement” (with small variations), of
whole words (especially the key word heart), and of sounds. It is the latter

that is a problem for the translator.

But this problem did not intimidate Palamas. In order to see how Palamas artfully

managed to surpass it, we have to examine the poetic mechanisms of Verlaine’s poem

and compare them with the mechanisms on the micro-level implemented by Palamas in

translation. These mechanisms are in both cases musical, based on sound creations. So
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we have to analyse how sound is used and more generally what is going on in the poem,
what Benjamin (1923) called its “mode of intention” and what Waldrop (in Perloff &

Dworkin 2009) called the poem’s “genetic code”.

In each stanza of Verlaine’s poem the last word of the first line is repeated at the
end of the stanza. These words always rhyme with the word on the third verse. For

example in stanza 2:

O bruit doux de la pluie
Par terre et sur les toits !
Pour un coeur qui s'ennuie,

O le chant de la pluie !

Also, “coeur” occurs in every stanza, and as Waldrop (in Perloff & Dworkin 2009:62)
aptly points out:
In stanza 3, it comes doubled (with grammatical variation: ce coeur qui
s'écoeure) and intensifies the listlessness to disgust, dejection,
discouragement. The repetition of the same sound makes for a monotonous,

melancholy music that perfectly embodies the situation.

Also, “pleure” is found twice in the first stanza (though in another grammatical form

29 ¢¢

“pleure”-“pleut”) and as a result there is internal rhyme with “coeur” and “langueur”.
“Pleure” is also repeated in the third stanza and as a noun in the second stanza (“la
pluie”).

In the Greek poem though “kapdid» (for “coeur”) is not found in every stanza, it

is found in the first and third. The verb «xiaicw (for “pleure”) is not repeated. But the

mournful mood is produced because Palamas creates a repetition in another place which
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[3

is not found in the ST between the words “movd» and “mdévocy» (pain) found in the
immediately following verse. The key words “kapdid» and «xhaicw have little sound in
common than the French “coeur” and “pleure”, so their connection is less convincing,
but this has to do with the restrictions of the Greek language and not with the
translator’s capacity. On the other hand Greek language has rich possibilities to offer
which Palamas exploits by creating the compound «yAvkootalew to describe the sound
of the raindrops which is sweet. So when Palamas fails to reproduce the sound impact
of the ST he makes an effort to replenish the musicality in another place in his

translation. In this way with his translation he approximates the sound effect of

Verlaine’s poem.

What I consider as the greatest achievement in this poem by Palamas is the fact
that he managed to reproduce the ST’s three rhymes in every stanza™® (kapdid
pov/Bpoyny/ autio/ mepiccsog at the end of the first and last verse of each strophe) without
any sacrifice on the lexical, stylistic and emotional level. The meaning of each line is
just the same as the meaning of the corresponding line in Verlaine’s poem. As for the
punctuation, it is characteristic that Palamas prefers the use of a question mark, a full
stop, a semicolon or a comma instead of an exclamation mark. With the use of the

question mark instead of an exclamation mark in verse eight the poetic subject that

2% Only in the first stanza there is not normal but approximate rhyme: “kapdié pov, aAAotd pov, Kapdid

pov» and in this way the personal pronoun «povy is repeated too.
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suffers is addressed to the rain and the meaning becomes more vivid. Also the addition

of ellipsis sign after the question mark in verse eleven attracts more the attention of the

reader in relation to the French poem. The only exclamation mark in the translated

poem is found in “aAAold pov!» (verse 3). This interjection is a filler for the metre in

Palamas’ poem, that does not exist in Verlaine’s poem. But its choice is successful as it

augments the state of weeping and heavy heart in Palamas’ poem. The melancholy of

the poem is also produced on the syntactic level by the mechanism of the asyndeton:

«otn Y1, ota kepoapidwy (verse 6) which is not found in any verse in Verlaine who

prefers the use of paratactic syntax.

Finally, in Palamas’ translation the weeping becomes more personal: “ce deuil est

sans raison” is translated using the first person singular verb “mov®”. In the last stanza

suddenly the person changes into the second singular whereas in Verlaine’s poem it

remains the same: “No punv Eépeig yati, o€ kaiel Kompodg nepicsogy/ «Mon coeur a tant

de peine!». In this way again Palamas makes the heard suffering a personal situation of

each individual reader and the poem becomes not only an expression of the emotional

situation of the poetic subject alone. It thus becomes ecumenical, universal. A similar

deviation is found in the previous poem too where there is the change of the persons in

the pronouns: In the third stanza of Verlaine's poem, there is a reference to the third

person (“son”, “le voyageur”) but at the end he uses first person (“me dit”) whereas
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Palamas translates using only the third person. The grammatical change of person is a
big deviation, according to my view. However, here it emerges the question of
legitimacy in translation. Is Palamas allowed to make these changes? The answer is
probably yes but they definitely consist a translation unfaithfulness on the level of

sense, emotion and tone.

My conclusion is that Palamas’ translation approximates the effect of the original
when it comes to musicality and sound, and he seems probably right to place that above
all else in his Verlaine versions, in a way that would not be justified, say, with
Prudhomme. In the cases it is difficult for him to reproduce the repetitions and all
rhymes he creates other repetitions i.e. «movd», «mdévocy, in order to replenish the
absence of the repetition of «coeur» for example, but in places it overpasses it on the
emotional level. Because Verlaine bases the production of feeling on the musical pattern
only (which he handles in an unrivalled artistic way) Palamas as we saw implements not
only as many sound patterns possible but also other additional mechanisms activating
all the micro-levels and making the feeling sometimes more intensive and vivid. The
way Palamas treats Verlaine's poems is of special interest. The fact that the sound is
primary in the poems of the supremely musical poet Verlaine, is not a problem for a

musical translator and a musical poet like Palamas. **°

239 palamas’ relation to music and its importance for his poetry are examined in chapter 5.
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4.5. Charles van Lerberghe

Charles Van Lerberghe (1861-1907) is a Belgian poet writing in French whose
reputation rests largely on two collections of poems: Entrevisions (1898; Glimpses) and
his masterpiece La Chanson d' Eve (1904; “The Song of Eve”). He is also a Symbolist
poet; as Lerberghe himself recognises when he comments on this oeuvre in his letter to
Emile Lecomte (in Trousson 2001:291): "je crois qu' aujourd'hui nous sommes revenus
a la bonne voie: celle de la poésie vraie, de 1'universel symbolisme de la nature, de son
interprétation libre et infiniment multiple au gré de toutes les ames". Palamas translated
five of his poems, from the following collections: "Barque d' Or" in Jeux et Songes of
Entrevisions, "Toutes blanches et toutes d'or" and "O blanche fleur des airs" in La
tentation of La Chanson d' Eve, "L’ hote" in La Roulotte, "Offrande" in Vie Nouvelle.
None of these five poems address ambitious themes, nor do they build on learned
subjects in the way that Sully Prudhomme’s poems take philosophical subjects.”*’
Instead, these poems are characterised by great elegance. It is their technical
construction that compels Palamas to translate them. He is also attracted by their motifs,
such as the theme of death in "Nekpoowyn npocpopd”, or the leitmotif of erotic and
love in "Ta @tepd”, and the presence of Mercury/Hermes, god of travellers in Greek

mythology.
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A phenomenon found twice in Palamas’ translations of Lerberghe, which we

have not met so far in micro-level analysis, is that of a verse ending with the same

phrase with which the following verse starts. This occurs in the poem “H Avatoin”:

Dans une barque d'Orient Méoa og pa fapka TG AVOToAng
S'en revenaient trois jeunes filles; yopilav tpeic mapBEveg,

Trois jeunes filles d'Orient Tpeic avatolitiooeg mapOiveg
S'en revenaient en barque d'or. o€ pa Bapka yopilav ypvon

and in the poem “®gyydpw» with the difference that in the latter poem this phenomenon

occurs only in Palamas’ translation and not in the ST:

Dans un ciel solitaire; Kol KaBadg 0 Bavartog, tog Adumreg! 'OAn n 1,

De toi toute la terre KL OAN 1 YN TN VOt €TOVTN

This is a poetic mannerism of Palamas found mostly in O Awdekaioyos tov I'dpTov

(1907). Henceforth, it is a sign of the phenomenon of Palamisation.

The phenomenon of Palamisation is also found on the lexical level, specifically

in the use of liturgical language in these translations. In the first poem the noun

"TlapBévec" 1s used instead of "jeunes filles", and in the poem "H &évn" Palamas adds

the exclamatory phrase "Kvpd EAeovoa!" in order to translate the phrase "Comme un

divin exaucement". Palamisation is also patent in the following verses of the poem

"Avatoiy":
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Nous rapportait des gestes d'ange, COAELOTA LG EPEPVEV AYYEAMV,

En son immobilité! acdrevtn!
Palamas chooses to translate the word "gestes" - meaning gestures (yeypovopieg) - with

the word "coAépata", and the following verse with just one word, characteristic of

Palamas’ poetry "acéievtn".>*' With the lexical opposition of the words "calépota”

and "acdAievtn", the antithetical meaning of these verses becomes more prominent and

forcible than in the French poem. Another example of a vocabulary use specific to

Palamas' lexicon and with special importance for him is the word "avomapytov" in the
n 242

poem "®gyydpt".”"* Palamas does not hesitate to invert the sequence of the two first

verses of the French poem in order to emphasise this word:

O blanche fleur des airs, Q tov AVOTOPYTOV AOVLAOVOL

Fleur de I’inexistence, dompo avhepa cL TOL ovOElg

By choosing to start the poem with the flower's characterisation as ‘inexistent’>*’

instead of the description ‘white’ of the ST, he produces a more mysterious and

metaphysical atmosphere in the target language, piquing the reader’s attention and

%! This word is found as an adjective"acéievta" in the translation of Lerberghe’s poem "®eyyapt” in the

3rd verse of the first stanza for the French "immobiles"; and as a verb "caAebovv mhvto apyd" in the
poem "Ta @tepd" as a translation of the French "sont toutes lentes". With this lexical deviation Palamas'
translation is closer to the meaning of the ST, which becomes stronger as the word "caAevovv"
emphasises the impression of the slow movement of the wings ("lentes").

%2 This word is associated with the word "tinote" whose special meaning for Palamas is discussed in the
micro-level analysis of the poem "Ou vont-ils" by Sully Prudhomme (4.3.).

23 A flower of the air cannot mean anything but lust and licentiousness (Guillaume 1962). That is why it

is linked with death which is signed to bring rest athwart desire, cf. the noun in the following verse

"inexistence" and the phrase "au-dela de la vie" which closes the poem.
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. 244
Iinterest.

Palamas often resorts to replacing many lexical items with compounds. Some
examples exemplifying this strategy are: "radieux"-"eeyyoPoin" and "blanche fleur"-
"AomporlovAovdo" (in "deyyapt"); "Toutes blanches et toutes d'or"-"OAdAevka,

Ln

ohoypuoa” (in "Ta @tepd").*® In the poem "Avatohfy", the opposition between the
verbs "levant" and the foregoing "tombaient" is lost in translation, due to the use of the
compound in the phrase "¢ tov TpwtOPyartov NAlov" for the ST's "Comme du soleil
levant". What is sacrificed is small compared to what the translation gains, as all these
compounds express the French equivalents in a faithful way; yet simultaneously offer a
more lyric character to the poem. In the poem "H &&vn", the compound "Oa
T'aloppootepavocm”, which transliterates the verbal phrase "je mettrai", reflects
Solomos' compound "aAoagpoickiwte" in EAedbepor [loioprnuévor (1826-1844).

Another example is the word «avagpa» (v.2. in «Deyyapw) found in Solomos, “O

Kpnrucooy (1833) for example.”*® Palamas' choice, then, creates connections with the

% Some other words which keep evolving in Palamas' translated poems and are frequently found in his

ocuvre (Andriotis 1943, Katsiki 1985, Nakas 2004) are: TplavTdQUAAO-TPLOVTOQPUAALYL, HOPYAPLTAPLO-
HOPYOPLTUP®UEVE, OAOGYPLGO, OAOAEVKO, OYVA.

% In Greek there are two ways to translate the word "blanche": "Gompo" and "Agvkd". The former is used
as a prefix and that is why in the first poem Palamas uses "donpo" in the compound. Also "dompo" refers
to the colour of the flower which symbolises the moon (Guillaume 1962). The word "Agvko" is used in
metaphoric concepts in Greek. In the second poem the adjective "blanche" is less perceived under the

cover of beauty rather than opposite of Love (Guillaume 1959 and 1962).

8 Palamas regularly uses words drawn from Solomos' vocabulary both in his poetry and in his
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home system that are perceptible here. So, the use of compounds is not only a way of
Palamising strategy (Palamas in his whole oeuvre consistently uses compounds) but it is
also a domestication strategy, as we generally find many compounds in Greek poetry,

especially of Palamas' times.

On the emotional level, Palamas conserves the sentimentality and emotion of the
ST, whether that may be humorous or melancholic. An example of the first case is
found in the translated poem "Ta @tepd" where, as with the ST, there are elements of
humour (i.e. apada-apdada, Tprovtaguiriévia). But Palamas' choice to end his translation
with the verse "kapdodAeg powdlovv" intensifies the already facetious spirit.>!’
Significantly, there is an impression of continuous mobility propelled by Mercury's
wings (or Cupid's wings as the attributes "pieds...ailles" implies) that are supple,
restless and never at peace (even the gentle and slow movement of the feathers does not
withstand impatience). This unsteadiness is reflected in the poem's metre with its

varying and unpredictable number of syllables.***

translations as well as we have seen so far: Characteristically, the verb "tpepodgeyye" in the poem "H
&&vn" is reminiscent of Solomos' same verb in "O Kpntikdc" (1833); this evinces his admiration and
apprenticeship to Solomos and his poetry.

47 Palamas likes to use the diminutives of the noun "kapdiéc” (kapdoviec) not only in his translations but
also in his rest poetic work, i.e. in the poem "H yévvnon tov kpivov": "ot kopdoOAeS yuo va
CevyapwBouv"(in “Apyaior Ocol” of Ta udzio e woyns pov 1892).

8 This continuous mobility is disturbed sometimes by enjambements i.c. "ou s'ouvre/ le baisser du
soleil" which is faithfully transferred by Palamas at the same point in his translation but not between the

same words "tnv opa/ wov ™ AMyovouv". Generally there are not many enjambements in these five
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Palamas transfers the melancholic mood in the same masterful way. This is
apparent in the poem "Offrande", written in memory of Gabriel Vostermans. Here,
silence has a psychological affinity with night (Guillaume 1962) and Palamas'
translation emphasises the poem's woebegone mood through the addition of the word
"timote", which signifies loss — the cause of sadness.”** A mournful spirit also exists in
the poem "®eyyapt", which rests with the words "plainte"-"poipoAdi" and "sanglot"-
"Avyunot”. This is what exactly the moon expresses in Palamas' poetry: melancholic and
simultaneously erotic mood "kdétt oAdAapumpo pali Kt epmTikd Kot TadnTiKd Kot kabdplo
Kol Aayopd Kot oAOYLTO: [...] HE TNV avEKPPACTN HeAayyoAia TG oAdayvNG YAVKOG TOL"
(4: 301) Generally Palamas does not like elegies but he has a special preference for the

metaphysical element in a poem: 1 Mobca pov dev ayomovse Kot TOAD ta TadNTIKA

Holpordyla 0To 100G TOL (4:431).

A noteworthy case where Palamas not only preserves, but in some cases increases

this emotional weight is found in the poem "H &&vn". For this purpose Palamas makes

250

different deviations in order to employ the intensifying mechanisms:”" the addition of

Lerberghe's poems.
9 ¢f. sadness in Hypatie (4.2.) and the word “timota» found in the last line of both “H {o# amd poxpién
and «ITov wéve;» by Prudhomme (4.3.).

20 For the various significant elements which emotionally charge the poem see discussion in the

introduction.
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the quantitative indicator "mov-"("mavopla" instead of just opoaio "bel"), of the
exclamative phrase "Kvpé Ereovoa" and of compliments "t' wpaio 10 pétand cov".>"
Moreover the replacement of the phrase: "sois salué" with the courteous exclamative
phrase "Xapd pov!" and the presence of the possessive pronoun "pov". These are

paradigms showing that Palamas prefers to stay faithful to the sense of the ST rather to

the letter.

Apart from the emotional effect Palamas retains in his translations, he also closely
attends to matters of style. It is notable how he reproduces the oppositions of the STs as

"o

if they exist in images.*>* "La barque d'or"’s theme of the coming of light from the East
(Guillaume 1962) and its structure is based on the stages of this arrival, and it is
respectfully treated in Palamas' translation. In both poems, the crescendo of light as the
day moves westward, which may correspond to the description of the three girls’ hair
(“padpr, «pekaypwip, «EavOn»)>> that gradually lightens from dark to light, is

disproportionately apparent in relation to the decrescendo of action "tenait", "tenait",

"dormait". The poem "®eyydpt" represents another example of Palamas' faithful

! This adjective is very frequently used by Palamas even in his prose (see word Iavepaia in 4:377 &

379). Another noteworthy deviation on the vocabulary level is that Palamas changes the gender to

n. nAa

feminine, in his characterisation of the female figure in the poem "H &&vn": "6 bel Enfant"-"Ma movapio
madovra”

32 Oppositions can be stylistic mannerism when they are often implemented in a poem.

233 These three colours apply more to the hair rather than the skin colour of the three girls (Guillaume

1962).
305



treatment of the poem's special style. In this poem, oppositions are found to such a
degree that the element of antithesis becomes its structural poetic element, and,

remarkably, Palamas translates them all.”*

Another stylistic matter is that he conserves the French poem's repetitions to a
large degree. In this poem's first stanza, the words "barque", "trois" and the phrases
"s'en revenaient", "jeunes filles" and "d' Orient" are repeated twice. Palamas retains all
the repetitions except from "d' Orient". Instead of translating it as "tng avatoAng" — a
choice that would offer a thyme between the first and third verse as in the ST— he
renders it into the adjective "avatoAitiooec".”>> This could be described as an

unfaithfulness towards the ST on the syntactic level, but a minor one as the meaning

remains unchanged and another rhyme is created between «mapOévecy.

Dans une barque d'Orient Méoa oe o Bapka g AVOTOANG
S'en revenaient trois jeunes filles; yopilav Tpeig napOévec,
Trois jeunes filles d'Orient tpelc  avatoAMrtiooeg  mopOEveg
S'en revenaient en barque d'or. o€ pa Bapka yopilav ypvon

Ln

Likewise, in the poem "Ta ¢@tepa

Ln

, the word "@tepd" is repeated three times and in the
two last stanzas Palamas replaces the word with "@tepovya, whereas in the French

poem only the word "ailes" is repeated five times. Palamas fails to keep all of the

repetitions, but this is a justified deviation metri causa. He compensates, however, by

254 n_n n_n

These oppositions are: "frisson"-"immobiles", "calmes rivages"-"immobiles mers", "calmes-
tremblant", "rivages-flots" (the first one refers to the sea and the latter to the ocean) and "sauvage" found
in the jealous heart is opposed to the calm of the moon (Guillaume 1962).

255 Palamas’ translation also misses the inclusion of “or” in “orient”
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creating repetitions that do not exist in the SP: In the last stanza of “®eyydpt" the
pronoun "pag" is repeated twice. Also there is a type of repetition between the words
"Ayovouv" in stanza 2 (a less faithful but more poetic translation of the verb "s'ouvre"
and "Myepd" in stanza 4 (a faithful translation of the adjective "agiles"). In this way the

translation’ second and last stanzas are linked. Finally, he creates a repetition in the

poem "®eyydpt" that does not exist in the ST by adding the phrase "6An n ynq":

Comme la mort tu luis 210 HoVayIKO TOV 0VPOVO GOV

Dans un ciel solitaire; Kol KaBadg 0 Bavartog, tog Adureg! 'OAn n 1,
De toi toute la terre KL OAN 1 YN TN VOt €TOVTN

Est pale, cette nuit. oav €céva gtvat yhoun.

In the above stanza, we can also note a deviation from the second verse’s

punctuation where Palamas adds an exclamation mark. This exclamation mark draws

the reader’s attention to the glow of the moon and emphasises its likeness to death. A

similar case is found in the poem "H &vn". Here, Palamas adds three exclamation

marks: at the end of the first stanza and at the beginning of the fourth and fifth stanzas.

In the first two cases the exclamation mark has an emotional function: it preaches the

poetic subject’s bursting enthusiasm as he addresses and salutes the female figure. In

the last case, Palamas adds an exclamation mark to enliven the dialogue, rendering it

more vivid. It also affects the poem's meaning because, together with the addition of the

interjection "va", the dialogue is re-enacted, as it appears to the reader that the female

figure shows and is willing to offer the pearls and roses to her interlocutor. This is not
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depicted in the ST, where the female figure simply supplies information about what she
holds in her hands, answering the question of her interlocutor. Another change on the
punctuation level is found in the poem "H &&vn", which ends with a question mark
instead of the ST’s exclamation mark. The use of the question mark invigorates the
dialogue between the two people. In this way, Palamas imbues the SP with a more vivid
colour. This colour is however too vivid and someone could accuse Palamas for

translation unfaithfulness because of this.

Palamas takes some liberties in order to create rhyme or "approximate" rhyme **°
(Perrine and Arp 1992: 380) in his translations. For instance, in the first poem he
translates the phrase "aux roses essences" (7th verse) with only one word
"tpravrapuAld" in order to make rhyme with "oryold" (9th verse). In the poem "H
&vn" he translates the phrase "comme un divin exaucement" with the exclamation
phrase "Kvpad EAeovoa!", yearning to create rhyme with the preceding "tpayovdovca'.
Similarly he adds the exclamation "va!" and changes the order of the consecutive
verse's nouns and consequently creates thyme with "yaAavd". Notably, in the last stanza
he creates more rhyme than that found in the ST: @pa-tdpa, 10éc- Khaic. In the French
poem there is only one rhyme between "heures" and "pleures". In the subsequent poem

"Ogyydpt" the following remarkable change occurs: each second verse shares the same

movvi", "HoAMG ™G

nn non

2% Found for example between the words "pelaypwvn BrEpaps TS, "eumpoc-
¢og" (in the poem "AvotoAn").
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last-syllable sound as the fourth verse of the same stanza and there is found one perfect
rhyme between "orapalovv'"- "apdlovv" in the penultimate stanza. The most frequent
use of rhyme is found in the poems "Ta ¢tepd" and "Nekpoouyn mposeopd',
something perhaps to be expected if we consider that these two poems are the smallest
in length.”>” Rhyme, then, is the only thing that provides structure in these poems, so
Palamas is forced to find solutions to rhyme and takes creative directions. This is also
the case, to a lesser degree, for the other poems translated from Lerberghe; hence it is
natural that Palamas respects their technical characteristics and attempts to create rhyme
whenever possible, finally managing to create a comparable effect. The fact that rhyme
is not found in each stanza of the translated poems (unlike in the STs) means that the

reader is kept alert to the changes.

Like Palamas' translations discussed in the previous sections, his translations of
Lerberghe are also marked by certain appropriative strategies. The choice of vocabulary
is strictly demotic, deviates from the SP, and, embodied in the target language,
illustrates his domestication strategy and Palamisation. In these translated poems, we
witness the same abundance of compound words that we first noted in his translations
of other poets. Generally, Palamas captures the spirit of the ST; he is quite faithful in all

the levels examined. The few liberties he takes are implemented boldly and he translates

37 For a discussion in the use of rhyme in Palamas’ translations see section 3.4.
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more informally than in other cases. This is resulted by the fact that he chooses a minor
poet so that he feels more free to make some deviations, which though bold, are not

major and do not affect neither the meaning nor the ST’s special poetic character.

Conclusion

To conclude, in this chapter, the poems of five French poets translated by Palamas, and
each of value to him in different ways, have been analysed at the micro-level. All these
poems were examined in comparison to their STs. The different deviations at the levels
of syntax, grammar, vocabulary, punctuation and style were marked. The record of
these deviations showed that Palamas does not hesitate to make changes like
replacements, omissions, removals and additions, in order to replenish the absence of
rhyme, keep the iambic fifteen-syllable, create vividness and other sources of

. )
musicality. >

Regarding the creation of vividness, we noted that Palamas creates a TT as intense
and emphatic as the ST. According to Bassnett (1995) when a translator can enrich,
clarify, revive and offer a more intensive character to the source language, the act of
translation can be beneficial for the ST translated. In some cases however, which I

noted in my analysis, Palamas creates too vivid verses in relation to the ST and

38 For the sources of musicality see chapter 5.
310



overemphasises its meaning. This practice can be considered as illegitimate from

Palamas’ part challenging his faithfulness as a translator. But any excessive vividness

and emphasis derives from Palamas’ theoretical views on vividness and translation

discussed in 2.2. As far as Palamas’ translation target is this, we must accept it and not

judge him, according to the theory of Skopos (see the Introduction). Surely, however,

one is allowed to judge, Skopos theory does not absolve the transe of all his translation

“sins”. Nevertheless, the Skopos theory was challenged as having limitations as a

translation theory (see Pym 2010).

Regarding the creation of repetition, there can be two types of criticism.

Repetition is a stylistic feature that has a strong effect in the TT. For example in the

poem “To moudi mov mebaiver”’, because of the repetition of the verb "mebBaivel" the

notion of the seven-year-old child's death is accentuated and the poem's emotional effect

becomes more intense. On the other hand, the persistence on creating repetition frankly

seems a rather unsatisfactory move on his part, because Palamas’ own poetry could be

accused of being repetitive.

As for musicality, all these changes were confidently coordinated by Palamas so

as to create musical elements like internal rhyme, alliterations etc. We also noticed the

way Palamas subordinates language in order to create acoustic effects analogous to or
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differing from the ST’s sounds -sometimes he even creates more new sounds that do not

exist in the ST- reviving its meaning and resetting its music. We saw that in order to

maintain equivalence of sound patterns, Palamas usually sacrifices equivalence on the

other levels (mostly on syntactic and vocabulary level). This means that he gives special

importance to the preservation and the enrichment of musicality in his translations and

does not hesitate to make losses elsewhere in order to achieve this.

In some cases what was often seemed to have been lost from the ST context was

replaced in the TT context. The fact that in most cases the loss resulting from one

constitutive shift was restored at some other point in the poem shows that the structure

of the French poem was clear in Palamas' mind. Thus, an important aspect of Palamas

as translator is that he yields to the differences by being eager to make up for the losses.

Not only the poetic structure but also the language structure of a poem is understandabe

for Palamas:

H yolhum yldooo oamd v omoio kvpiog petéppoce o IMoiapdg etvon
yA®Goo doviepévn péca ota Pipiia. ' avtd kol oTIg HETAPPACELS TOV
emruyydvel O6mov 10 Kelpevo elvar 1dwitepa SOLGTPOCITO YAWMGGIKA M
wlaitepa 0OIGONTO VEOAOYIKA. TNV TPOTN TEPIMTOON VG KOAVTEPOG
YVOOTNG TG YOAMKNG YAOOOOC, aAAd e Atyotepo mdhog yia T YA®GoH TV
eEMNVIKY, B amotvyyave {6mG, GLPOUEVOS OO TN GOIVOUEVT ONUOGIO TNG
AéENG (Tsoutsoura 1997:378).

I do not consider Palamas' deviations of major importance within the framework
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of the overall composition of the STs, for these deviations do not alienate the
translations' general meaning in relation to their ST. When for example Palamas
manages to keep the repetitions by changing the word order of the nouns, this is
considered unfaithfulness at the syntactic level, but the general meaning is not altered
and simultaneously the ST's stylistic feature of repetition is preserved. This entails that
certain of Palamas' unfaithfulnesses make him a more faithful translator. Palamas is
particularly interested in offering the emotional effect of the ST. This was mainly
evident in the poems “@Deyydpw» (11:342), «Nekpmowun wpospopd» (11:345) and “To
nodi mov webaiver” (11:291), where the melancholic feeling of the ST was reproduced
in Palamas' translation, but again without losing the meaning of the poem. Other
examples of Palamas' faithfulness are that the various stylistic devices (repetitions,
irony, tone), the forms of speech (i.e. metaphors) and the images of the ST are preserved
in translation without Palamas making decisive interventions in the TTs.”’ His

faithfulness as a translator applies to all the different poets (Tsoutsoura 1997).

This micro-level analysis also unveiled Palamas' strict use of the demotic (see also
2.4.). His strict use of the demotic language is obvious from his strain to avoid any
words belonging to katharevousa. His persistence in using the demotic- something that

is observed in his original work too- is linked with the Language Question in Greece. It

3 For the translation categories see introduction.
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is also related to his decision to acclimatize the poems he translates. Above all, it is a

part of his anticipation to prove that the demotic is capable to express even the complex

philosophical thoughts (i.e. in the poems by Prudhomme) and lyrical expressions

(emotions- see previous paragraph) of French poetry. This practice also conforms to his

general translation strategy mentioned earlier, to give emphasis and vividness to the ST

and he admits that in the Preface to MR (1930: 205): "lowg kou pe ™ Yxbpn G

ONUOTIKNG pHog tov Paleton mapamoviotd kATl oo {woyovo ¥pOUo TOv AEITEL and TO

. 260
TPOTOTLTTO™ .

Of particular importance is that throughout this micro-level analysis we witness

Palamas' predilection for certain translation devices and mechanisms. Each one of these

has many operations, but here I will mention only what seems to be the most important

for Palamas’ translations. Palamas uses the enjambment extensively in his translations,

something that does not reflect the use of the iambic fifteen-syllable in the traditional

Greek folk songs, in order to create emphasis. Palamas implements internal rhyme

mostly in order to replenish the absence of rhyme in his translations. What is more, with

the use of alliteration and assonance Palamas manages to revive the meaning of the ST

and create acoustic effects. Compound words are used as an effective stylistic device by

Palamas that augments the poem's lyrical aspect. Also by the use of compounds

260 A discussion about why Palamas supports the use of the demotic in translation takes place in 2.4.
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Palamas manages to achieve compression. This is in accordance to the Parnassians'
pursuit of precision through the use of appropriate adjectives, as Marmarinou (1976)

explains.

All the aforementioned translation mechanisms are also poetic mechanisms
implemented by Palamas in his own work. For example Palamas extensively uses
compounds, as many scholars highlighted.?®' In Palamas’ translations there are also
certain key words which mean something in his own work 1.e. «acdAievtn». There are
also similarities with the characteristics of Greek folk songs, as in his own poetry as

Katsiki (1985: 78-79) proved in her detailed study:

H mynq mc¢ yA®oococ tov [Mokapd eivar m dnpotikn moinon. AAAG o
[MoAapds kot omn YA®GoH, OM®MG KOU GTO TEPLEYOUEVO KOl OTINV
teyvotpomio, Og ppeitor OOVAMKA TO ONUOTIKO TPayoLdl [...] Ztm
pop@oAoyio g veoeAAvikng mapatnpovpe ot o Iokapds akoiovbel
KaTd BAcn T YAOCCO TOV ONUOTIKOV TPOyoLudt®V. A&yetol OAOVG TOVG
YPOUUOTIKOVG  TOTOVG 7OV YPNGLUOTOOVVIOL G OLTO HE  KOTOLES
eEapécelc, AALoTe Yoo AGYovg VPOV Kot AALOTE OO TNV AVAYKY TOL

HETPOV.

The diction Palamas uses together with some poetic habits, things that are specific to his
own art, sufficiently allow for the criticism that Palamas does Palamize the STs.
However, there are cases where somebody may take the impression that Palamas over-
Palamises the STs. Still, this must not be seen as unfaithfulness because it is today

accepted in translation studies that a translator always and inevitably appears in the

261 . . . .
81 See discussion in section 2.4
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translation sometimes more or sometimes less and this does not necessarily mean that
the ST undergoes a major alteration. Nevertheless, somehow or other, the ST is always

changed in translation.*®*

What I could undoubtedly say is that in Palamas’ translations there are examples
of his strategy to make his translations read like original poems in Greek. Palamas’
diction in his translations echoes, especially, folk song and Solomos (as in his own
poetry) as well as Mavilis.**> Vocabulary items specific to the Modern Greek language
1.e. the use of compounds appear many times in his translations as we saw. The fact that
there are many characteristics of Greek traditional folk songs in Palamas' translations,
such as the rule of three, constitutes another example of a domestication strategy.”®* The
treatment of the demotic songs as an alleged beginning for Greek literature and one
which could bestow a national character upon it can be seen in the songs’ impact on the
poetry of the late nineteenth century. For demoticists, literary modernity meant a denial
of tradition so they tried to combine those two, like Palamas did “Palamas, for instance,
tried to bring together Parnassianism and Symbolism with the demotic songs and the

fifteen-syllable line with vers libre” (Tziovas 1986:386). This explains why Palamas

262 . . . .
%2 For this discussion also see sections 2.

2 On the similarities between Palamas and Solomos see Karandonis (1979).
2% Generally, Palamas’ oeuvre has many assosiations with the work of Solomos as Dimaras (2000)
supports. Also Palamas’ relation to folk songs is very close: “to {mompua} HeGTOVEL 0 BOVUAGHOG OV Kot

N TEAEIMTIKG YOPIGUEVT] LOV GUVEIONON TTPOG TO SNUOTIKO Tpayovdy (8:19).
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brings so frequently characteristics of demotic songs in his translations, bringing
together in the most clear way the modern European literary movements (Symbolism,
Parnassianism etc.) with the Greek demotic tradition. So, the fact that Palamas
embodied the STs in the target language and poetic culture with his translations, mainly
through his vocabulary and folkloric elements, illustrates a way of a domesticating

strategy according to Venuti's terms.

However, the contrast foreignizing/domesticating is not as simple as it appears. I
would agree with Loulakaki's (2010) view that Venuti's binary distinction between
'domesticating' and 'foreignizing' translating methods should be avoided for its
simplification and the confusion this may produce. I believe that if we attempt to
categorize Palamas as a translator simply in terms of a polar distinction between target-
oriented (domesticated) and source oriented (foreignized), we will find such terms

. 2
inadequate.*®

Domestication would suggest submission to traditional poetics,
something that Palamas does not do as we saw in this micro-level analysis. Palamas
preserves the ST's poetic characteristics and respects each poet’s special way of writing

in each poem. For example he respects Prudhomme’s clarity of form, precision in

expression, representational images, successful selection of adjectives, etc. and transfers

2 However, we can speak of Palamisation which may be a kind of but different from domestication (see

definition in 2.6.).
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them in translation with care.”*® Conversely, the respectfulness and preservation of
foreign characteristics does not mean that Palamas' translations are excluded by
dominant cultural values and so they cannot be characterised as being the products of a
foreignisation translation strategy. As Tsoutsoura (1997:377) correctly observes: “étot
ovpPaivel ko pe v momtikn petaepacn tov Iorapd: @Bdvel oto yopti Propévn,
OQOLOIWUEVT] GOV TPAOTOTLMN TTOINGON HE OLVAUEIS HEGH TNG OPYXEYOVES, TPMTOYOVEG,

originelles”.

Another way of disavowing Venuti’s view will be to say that, through the
governing idea of music, Palamas has found a way to do something that escapes
Venuti’s polar opposition. This is because music is Palamas' priority and so he does not
care so much about bringing the ST into the Greek culture as he cares about reproducing
their music. He cumulatively builds up a sense that music is important, and of the STs'
lyric essence as he sees it. In this chapter we have sought to give an impression of how
Palamas gives importance to musicality in his translations but this and other contiguous

themes will be thoroughly discussed and supported in the following chapter.

266 The latter two are general characteristics of Parnassianism (Marmarinou 1976)
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Chapter 5: Music in Palamas' verse translations

Introduction

The previous chapter’s practical comparative analysis between the original French
poems and Palamas’ translations of those poems, as well as Palamas’ treatment of the
STs on the macro-level (chapter 3), let appear that music is very important in Palamas’
translation practice. This is an issue which requires further and focused examination that
will verify or not the first chapter’s argument that Palamas prioritised musicality in his
translations. In fact, Palamas titled his collection of translations Music Reset. The title in
and of itself demonstrates why we must provide an in-depth analysis of the musicality
inherent in Palamas’ translations and reflecting a preoccupation of his entire oeuvre. In
the whole chapter I consider and use the word music as a cover term for musicality,

sound, harmony and rhythm.

In order to understand the complex role music plays in Palamas’ poetry, we must
examine the subject on both a theoretical and practical level. In order to analyse the
music in Palamas’ collection of verse translations, we must first become aware of

Palamas’ musical poetics.”®” As such, this chapter is divided in two sections. The first

267 Cf. Tambakaki’s (2007) work for George Seferis’ musical poetics.
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section examines Palamas’ experience of music. Then, it discusses his references to
musical terms elsewhere in his oeuvre to find out how he defines music in general and
musical concepts in particular. Moreover, on a theoretical level, the section develops the
importance Palamas places on music in poetry and the ways in which he believes music
can be useful in poetry in general. In particular it theoretically supports how important
music is for Palamas’ poetry. *°® Finally, this theoretical examination will provide a

literature review of the scholars who have studied musicality in Palamas’ poetry.

The second section provides a practical investigation of the presence of music in
Palamas’ translation anthology. In it, I argue that the presence of musical references
throughout MR, both in the introduction and within the poems, is significant for
understanding how Palamas defines music and how important music is in MR.
Accordingly, this section analyses the musical features in the selection and arrangement
of poems and poets in MR. Finally, this section concludes by viewing musicality in
practice inside Palamas’ verse translations. Understanding the cumulative manners in
which music is produced and rearranged in comparison to the French STs demonstrates

the specific forms musicality takes in Palamas’ translated poems.

2% The valuable contributions of Theodoropoulou (1936), Garandoudis (1991), Tambakaki (2010),
Karandonis (1971) have examined the importance of music in Palamas' poetry. However, they do not
present any detailed analysis on a both theoretical and practical level and they do not take into account

Palamas’ MR.
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One of my project’s main objectives is to understand if Palamas’ theoretical views

on music in poetry conform to his conception of music in his translations. This chapter

offers the chance to see how Palamas uses and defines the term music in relation to

poetry and how he defines music in his translations. This study is the first scholarly

attempt to investigate in depth and all told (including MR) how Palamas employs the

term music. As such, this study compares the role of music in his translations in relation

to its role in his poetry. In other words, what does music mean to Palamas? This chapter

concludes by asking the means through which Palamas produces musicality in his

translations in relation to his own original work and in relation to the methods

implemented by the foreign poets in the STs.
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5.1. Music in poetry: the views of Palamas

a. Palamas’ relation to music

The story of Palamas’ devotion to music is well known and has been frequently

recounted (Theodoropoulou 1936, Garandoudis 1991, Tambakaki 2010, Karandonis

1971). Yet Palamas who had such a close relation to music did not receive music

education and he did not attend any conservatory (Karandonis 1971,Tambakaki 2010).

Tambakaki (2010) writes that Palamas neither played any musical instrument. However,

as Karandonis (1971) notes, Palamas as a child played the guitar very well and he was

singing the songs of his epoch with an evocative voice. Palamas neither had any music

lessons at school and he grew up before the advent of the gramophone (Tambakaki

2010). He himself confesses that he did not study music and the art of music is

something foreign to him:

—AAloipovo! Axkatiyntog g Beiog téxvng otékopan BEPNAOG UTpooTd g
kol BovPoég 6oeg popég pov 060nKe va kowvoviom pall ™ kabdg pov
Aelmel M TEYVIKN oywyn TOL ¥PelAleTOL, Yo VO TNV EKTIUNC® Kol VO TN
YOPAKTNPICW, TOTE OEV TOAUNGO VO TOTEY® TTOG U0 TPOCMOTIKT EVIVTWOOT),
og etvar Kon amd Eva mom T yia épya povotkng 0°d&ile va eummmOn, kol woA

nepLocdtePo va prytel oto yapti (1925, 1:334).

He repeats this confession ocassionally: “H povown oymyf pov eival, dvotuy®d,

eMeuéotarn, éva tinote...” (12: 467), “Ko eme1dn dev €xm timote pé€ca Lov Tov va, lov

dtvel ™ ovveldnom &vOG HOVLGIKOYVAOOTN, Kol €mEWN kokoovvibica va (d pe to

BpAia...” (12: 285).
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The environment where Palamas grew up was very lacking when it came to
classical music and Palamas' relation to music was limited to the liturgy and folk songs;
consequently, in his poetry the presence of folk songs is paramount (Tambakaki 2010).
Although he did not have any close relationship with classical music he could still
receive some knowledge through listening to music and reading which explains why he
refers so often to classical music in his poetry and even more in his prose. In his article
“Axovovtag Mretofev” (12: 282) we have evidence which shows that he read books on
music such as the book Iloropia tne Movoikns by Theodoropoulou. Tambakaki (2010)
argues that music in his poetry and even more in his essays seems to have a more
abstract and symbolic character which is connected with Western music: a characteristic
sample of this use is found in the two last verses of the poem «H povown» “va wém pio

povoikn/ uretofera T'ovelpd pog” (in Hepaouoto kou Xoupetiouoi, 9: 319).

Palamas’ perception of music was affected by the romantic musical aesthetic.*”’
Around the middle of the decade, because of his acceptance of Parnassianism, he
connects poetry to “mAacticotnra’” (plasticity) as well as musicality and he is interested
in the coupling of these two opposite elements (Gkrekou 2000). Later, being influenced

by the symbolist idea of music -originating from the romantic idea and hence

2% On music and poetry in romantic period see Donelan (2008)
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converging with symbolist theory- Palamas accepts the overwhelming role of musical
poetry (Gkrekou 2000). So in Palamas’ critique, pure poetry (yvfoia, avoBevtog Ko
adoroc) reconciles the characteristics of the romantic and symbolist theories of poetry

on the one hand with the plasticity (mhactikdtnta) of Parnassian poetry on the other.

Obviously then, Palamas was affected by the musical movements of that time in
France and their influence on literary culture, but he was also influenced by the musical
environment of that time in Greece. The cultural phenomenon of composing music to
already existing poems -which first appeared in the lonian Islands when the “Hymn to
Liberty” was set to music (Mitsakis 1997)- was gradually taking place in Greece, so the
relation between music and poetry was becoming closer. But Palamas had always been
swayed by the musical thought in ancient Greece and he was perennially having in mind
Solomos' paradigm and Kalvos’ “moAvtpomoc appovia”.?”® So both the Greek and
European (mainly French) environment contributed to Palamas’ configuration of poetic

theories around music.

Controversially, Palamas becomes the forerunner of theories on pure poetry

270 This is clear in his article «Movotky kot Aoy ot moinon» (12:464). “Polytropos harmony” is a
very specific aspect of Kalvos’ metrical form (see Garandoudis 1995 IToldtpormog apuovio: uetpixn kot

otk tov Kalfov) as historically seen by Palamas.
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developed in France (Karandonis 1971).””' According to Gkrekou (2000) Palamas’
following statement is the first, maybe unconscious, but extensive presentation of the
issue of pure poetry in Greece: “Ymdpyet BEPata, pior povokn kot pia Kabdpio moinon.
AALG M Toinom awtn givat, amAovotata, Wea- [...] Agv pmopel va vap&etl mapd ocvvOe
ko avaxkotn” (12: 469). But Palamas here approves of the existence of pure poetry as
an Idea; according to his views there is no xoBapn ‘pure’ and pn xobapn ‘not pure’
poetry: “0ev vrdpyet kabapn moinon. Yrdpyetr povo moinon, amhd Kot 6TpoyyvAd, xwpic
kavéva enifeto mov va g eivor amapaitnro. Kabopr 1 akdBaptn, yopic dStokoountikod,

[...] vmapyet povo 1 oinon. Exei vedpyer avetaipeta kot 1 kabapwoivy™.>

b. Defining music and its relation to poetry

Poetry and music have always been closely connected and have never stopped
interacting with each other. >”> For Palamas the relation music has to poetry is so close
that the two arts are almost identified. He defines poetry as: “o Adyog mov mael va yivn

tpayovor” (1: 334) and the substantial grace of poetry is nothing but music: “H moinon

7! palamas’ definition of pure poetry is: «K&fe momtic £otnve 18avikd TOv TN Spdon Kat TOVS TOPOVS

g opynotpog. Kar BdAbnke va xabapiln tnv moinon tov amd 6Ao ta dtovonTikd oTotyeio mov gival
OVAUTOPN VO EKQPACEL 1 Hovolkn. Avtd Oo et kabapn moinom. Iloinon kot povowr. Ilde ko
Mrovtehaipy» (12:478).

272 At the beginning of the '30s, the pre-war poets agreed with Palamas' views -except Kazantzakis and
Sikelianos who were younger- (Gkrekou 2000)

73 A more detailed description of the connection between poetry and music is found in Sideras (1986: 37-

38) and Mitsakis (1977: 27-29) as well as in Preminger (1993).
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OTNV OLGLUOTIKY] TNG XOpTM, Oev givor moapd povown” (12: 465). Despite their close

connection, poetry and music are two different arts for Palamas which are never

identified. Palamas’ argument, developed in his essay ‘“Movcikn) kot Aoyikn otnv

moinon” (12:464), is that poetry consists of both music and logic.

The way Palamas perceived music (always in relation to poetry) is also clearly

summarized and expressed in the Preface to O dwdexaioyos tov I'dprov (1907):

“Movownyv moiew. Ot apyaiol, pectovave amd vonuo t AEEN HOLGOIKY).
Movoikn yl'owtodg Kot 1 moinon, HOVLCIKY Kol 1 @llocopia, 1 HEYLoT
Hovcikn. Movoikn kot ke TL Tov GOUUETPO KOl KAAOPPLOLA LOPPOVEL TN
Con xor v €V povoikn, kdBe modeion g youyne. Ot vedtepor
TEPLOPLOAV TO VOO TNG AEENG LOVGIKT, Lo To Babdvave mio moAd. H yoyn
TOV YOQTOL €IVl HOVLGIKY" KOl TO YVAOPIOUO TOVTO TPEMEL VAL TO VONCMOUE
OA®G SLOAOV pE TO VEMTEPO VONUO, alodnuotixo, Kol adploTa KOl OVI)GUYOL

10€0A0Y1KO Ko amépavto (3:299).

From this quotation some very important strands of thought can be drawn out. The first

1s that Palamas realises that in ancient Greece the term music was used in a wider sense

than in his times. Notably he pronounces that the definition of the ancient Greek notion

of music involved two main characteristics: symmetry and eurhythmy. Palamas (2:67)

distinguishes between péovreg and evpvbuor (running and eurhythmic) verses saying that

one of the characteristics of the latter is the extensive use of synizesis and the avoidance

of hiatus: “oAAd {the eurhythmic verses} pvOuilovtar opyavikdtepov, motKiAmg

CUUTAEKOUEVOL KOl LE OPUOVIKAG OVTIOEGELS, 010 TNG OMTAIGTOL SLOOYNG TOV TOVAV,

™G ELPEING YPNOEMS TV GLVICNCE®V KOl TNG TOVIEAOVG EAAEIYNG TOV YOGUMOIUDV
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(2:67). For Palamas synizesis is actually a source of harmony: «... covi{noig dev givan

KOG TOMTIKY GOELN YO VO TNV DTOUEVELS GVYKATAPATIKA [...] 0AAL VOROG YAWGGIKOG

Kol puOKOG, otoryeio Tov otiyov, Tyn appoviagy (6:147). Apart from the use of the

synizesis Palamas encourages the use of the uncontracted in poetry because they are

melodious: «Mg ti amaAnv perwdiov Bomevovy Ta avTid pog ekelva Ta acvvaipetoy (2:

66).

A second interesting conclusion from the previous quotation is that Palamas is

aware of the ancient and modern definition of music and he adopts the modern version

as we understand from his declaration: “{to povGIKO YVOPIGHA} TPETEL VO TO VON|CWOLE

OA®G 010A0L pe 10 vemtepo vomua’. The definition of the modern term of music for

Palamas is clearly linked with feeling and ideology, as we can notice from his last

sentence in the previous quotation: “koit T0 YvOPIGHA TOVTO TPETEL VO TO VONCOUE OAWMG

O0AOV HE TO VEDTEPO VONUO, aioOnuotiKo, Kol 00ploTo Kol OVIiGUY0. 10E0A0YIKO KOl

anépavto.” The connection between music and logic (weaved with ideology) was also

mentioned by Holderlin: “poetry becomes the reflection of the melopoesis of the Greeks

[...] and combines the concrete, representational qualities of the visual arts with the

inner, spiritual qualities of music through language” (in Donelan, 2008: 30 and 92).

Holderlin, like Palamas, speaks about the spiritual qualities of music but he refers to

language as the mean through which these qualities are presented in poetry.
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Palamas moreover adopts Veron’s (1890: 415) scientific definition of the term
music: “De méme que la musique peut €tre considérée comme le langage naturel des
sons porté a son maximum d'intensité, le langage poétique n'est autre que I'exaltation de
la langue conventionnelle par l'exagération de tous les moyens d'expression qu'elle
possede.” The translation of Veron’s quotation by Palamas is the following: “O6mwm¢
NUTOPOVUEV VO OPICOUEV TNV HOVLGIKNV ®G TNV QLGIKNV OBAEKTOV TOV MOV
eENPUEVOV €16 TO U TEPOULTEP® TNG EVTAGEMC, 0VTO® KO TEPT TNG TOMGE®S dvvaueda vo
elmopev Ot givan n €€apoig ¢ YAOGONG O NG £E0YKDGEWS OAMV TOV UECWOV TNG

exppaoenc tov onolwv eivor dexktikn” (1890, 2:62). So here music is defined as not

just the language of sounds but the intensity of these sounds.

This is briefly how Palamas defines the general notion of music in relation to
poetry. A definition of how Palamas understands some more specific musical qualities
and how he uses these terms must take place as well. At this point I will discuss
Palamas’ perception of musicality, “moAvtpomoc appovia” and lyricism,””* which are

the core terms linked with music and poetry in Palamas’ writings.

The notion of musicality is central for Palamas. According to Palamas, the soul of

27 The three terms are examined here in exactly this series, which is accidental and does not reflect their degree

of importance for Palamas
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the poet is like the wall of Apollo; any impression that touches it, generates a sound:
“omoto. evtvmmon v ayyiln, g yivetor povoikdg avtiytomog” (7: 439). So Palamas
defines musicality in terms of nothing else than just sound. And indeed as we shall see
in the next section, Palamas interprets whatever he hears into music (bird’s chirping,
rustling of the leaves, the gurgle of water). However there is a difference between a
good and a bad sound. The bad sound is mere sound, and only the good- sweet sound is
music and melody (see next section). According to Donelan (2008: 91): “Poetry shares
the medium of sound with music”. Musicality is a component of music and poetry but
musicality and music are so identical for Palamas, that sometimes he uses the wider
word music instead of musicality. Many specialists (Thomson 1956, Jousse 1974)
consider music and musicality to be the same thing, but these two terms are de facto
distinguished. Musicality is a more primitive form than music; It is even called “n
untpa pdAtota g povotkng” (Skartsis 1997: 236). Also, there are cases where Palamas

uses the term melody for musicality. *”

The second musical term, linked to the notion of melodiousness is moidzpormog.
The word tponog, the last component of the aforementioned compound term, stands for
‘tone’ in Ancient Greek music terminology. So moldtpormog really means moAvtovoc,

ToAVPEA®OIKOG (‘with many tones’ or ‘with many melodies’). But the word moAvtpomog

273 Jousse (1974) in his anthropological approach also uses the term melody instead of musicality and

deems it as a powerful and spontaneous form of language.
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might also be a rendition of the French term “vers polymorphe” (Katsigianni 1987:162).

The main characteristics of the zoldtpomog verse were identified by Katsigianni (1987),

Garandoudis (2005: 40) and Karandonis (n.d.) and are related with those of the liberal

Vverse.

lloivtpomog in Palamas is used to correspond to the notion of Kalvos’

wolvtpomog apuovia and it was only in 1900 that he used the aforementioned term as

separate from the word harmony for the first time (Garandoudis 2005). Apart from the

term “harmonious” some other terms used by Palamas to explain the word

“moAvTpOmOg” are “mOKIA®MG GULUTAEKOUEVOS, OpYOVIKAOG €OpLOUOg, KAVOTPOTOC,

TOAVEW MG ek@paoTikds” (Garandoudis 2005).

Generally, Palamas supports the use of the “moAbtpomog” verse in poetry (c.f.

sections 3.3. and 5.1.a) and in translation too. Palamas’ comments on Souris’ translation

of Aristophanes’ Clouds imply his belief that when the original poem has a

“moAvtpomo” verse, then the translator must keep this characteristic in the translation:

O HETOPPUCTNAG UE TOV EVKOAO TOV YOPELTIKO KOl TO HOVOTOVO KATMG OTiyO
OV, €PTACE VO 1G0GVYIICEL TOVG TOAVKIVITOVS, GOPMTATOVS pLOUOVE TOL
TPOTOTOTOL; Taya dev elval KAmov moO yPdS; KATOL 7O PTOYOG; OAAOD

avolytoTtepog Kot tamewvotepog;” (1900, 14:46).

This quotation leads us to the conclusion that as far as Palamas is concerned, the
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term mwoAVTpomOC means an expressively varied verse involving many methods

(Garandoudis 2005). Moreover, as Garandoudis (2005) correctly comments, Palamas

uses the term tpdmoc with the meaning of musical clef: 27

Exel mov ypedlet' evyévela ko (ot kol puOude kot g ovykivnong N
TPEUOVAN KO TO HEAMIIKO KOl GYEGOV TO YOATIKO eKeivo avePokatéfacua
KOl LETPMUOL TNS GMVIG TOL PBpiokeTon avapesa Tng amAng KovPéviag Kot
TOV &VIEYVOL TPAYOLO10D, Kot VA 1 YA®ooo Tov otiyov! N& o tpdmog! (10:
101).

The third musical term is lyricism, which for Palamas is threefold, divided into

three categories: “the lyricism of we”, “lyricism of I”, and “lyricism of all” (10: 497).

The analogy here is not only arithmetic but as stated by Palamas himself, each of his

lyricisms matches with a theme. Thus the "lyricism of ego" is the lyricism of the low

tone, introversion, and often quietism or even defeatism. The "lyricism of we" is

combined with national and necessarily historic issues. Finally, the "lyricism of all"

refers explicitly to some "philosophical" claims. But there is another distinction of

lyricism in Palamas’ introduction in MR between plastic lyricism and musical lyricism:

“Y1ov TAaoTIKO Avpiopd givor O,tt eivarl 6to povotkd Avpiopd 1o «Tpayovor g Evag

tov PBédyov {Lerberghe}» (11:205).

In Palamas' perception, lyric thought is closely linked to feelings; actually it is

278 In later years Seferis (1975) also used the word zpémoc in that meaning (Garandoudis 2005).
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itself a feeling. In the preface to O Awoekdloyog tov ydprov he declares this: “H oxéym

{lyric thought} eivon 10 810 10 aicOnua o avdtepo Pabuod kol og OAn tov ™ dvvaun

[...]” (3: 295). Music is the poetic element which invite us to be moved. The word

"emotion", after all, comes from ex-movere, Latin for "moving out {of its place}" or

"stirring up". Thus lyric poetry as the most musical type of poetry is more susceptible to

emotional elements.

Taking into concern the previous analysis of the musical terms we can say that

music for Palamas is an organised pleasant/sweet sound, linked with logic and

“moAvtpomog apuovia”, and evokes feeling/emotion. For Palamas rhythm and metre are

two musical elements. Finally music in Palamas’ view could be triune and plastic. Of

course, Palamas adopts the modern definition of music of his times which is

inextricably linked with poetry.

¢. The importance of music in poetry for Palamas

The role of music in poetry is crucial for Palamas. In this section I will elaborate on this

point and then move on to the reasons why Palamas considers music to be so important

in poetry. I would like to clarify that in this part I will refer both to the significance of

music in Palamas’ poetry and to its significance in poetry in general as far as Palamas is
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concerned. The implications of this for Palamas as a verse translator and anthologist,

with particular reference to MR, will be drawn out in 5.2.

The big importance Palamas gives to music can be observed by the numerous

poems which have musical titles or in which music is their central theme. Musical titles

are found, for example, in the poems “Opewog Y uvog” (3:91), “To tpayovor” (5:370),

“Apuovia” (5:405), “H povown” (9:319). This is documenting the fact that Palamas

really cares about music and Music Reset is not just a label. Even in the titles of whole

collections an acoustic effect is imposed: Tpayoddia s mazpioos pov (1886), Yuvog eig

v AOnvayv (1889), H ployépa tov Baaiiia (1910), Ot viyres tov @ruiov (1935).

Furthermore, in his critical writings and poems he tends to speak in musical terms

to describe, define or refer to poetry -as I noted in section 5.1.b.. This also shows how

important is music for him. Palamas also uses a variety of musical metaphors in

discussions of poetry. Very often he considers the poem to be song and he goes as far as

to call himself a meditative singer instead of a meditative poet. The identification of a

poem as a song signifies that Palamas deems musicality as the most important element

in the poem.

So, Palamas considers music as highly important in poetry. The question is where
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does this significance reside, in other words, how 1is this significance justified in
Palamas’ opinion. First, music is important for poetry in Palamas’ view because it
makes a poem attractive with the delight it offers. He considers “...the joy of rthythm and
the richness of rhyme...” (8:23) to be very important in poetry. If sounds are combined
in a certain way, they can offer harmony and indeed this is the case with some of
Palamas’ translated verses, as we have seen in Chapter 4 (i.e. section 4.3.).””” Musicality
and melody that stay in the mind create beautiful feelings. And the creation of music
(harmony-melody) in Palamas’ translations in its turn has other consequences: to

entertain and to be memorable.

Another reason why music owes its importance to poetry according to Palamas, is
for the creation of sentiment and feeling in the reader.””® For Palamas, lyricism is
equated with sense and emotion >’ and lyric thought is indispensable for poetry: «8ev
Umopel AAUTPOTEPA VO EKTANPMGEL TOV TPOOPIGUO TNG N TOINoN Tapd UE TN AVPIKN
okéyn” (3: 295). Namely what Palamas theoretically upholds is practised in his poetry:
musicality impacts on Palamas’ poetry for it helps in the creation of feeling.

Papanoutsos (1977: 63) recognises the connection between lyricism and emotion in

277 Rarely the opposite happens: the sounds are used to transmit a bad situation i.e. poem “La vie de Loin”
by Prudhomme (11: 279)

278 Examples of recent studies that prove the emotional power of music are Juslin & Sloboda (2011) and
Cochrane et al (2013), cf. discussion in chapter 1

2% See section 5.1.b on his definition of what is lyrical and on lyrical thought as production of feeling
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Palamas' work: “H Avpikn oxéym, dni. n ok€yn 1 CLVTAIPLOGUEVT] OYOPLOTO UE TN

ovykivnon, motilel ®¢ TOVG AEMTOTEPOVLS 10TOVE 1TNG TNV TMOACUIKY Toinon”.

Theodoropoulou (1936) adds that music is a confession of the soul and that is why

Palamas' poetry is music, because the whole of it is a confession. Palamas’ translations

are no exception, as I showed in chapter 4 and I will show in the following section.
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5.2. Palamas’ musical poetics implemented in translation

a. Musical references in MR

In this section I will address first the allusions to music in Palamas’ introduction and

notes of MR and then the musical references in the translated poems. A theoretical

discussion of these references’ thematic function and semantics will follow. This will

allow us to shape a clear picture of how Palamas had perceived music until 1930 (the

date when he publishes the book) and compare these perceptions with his poetic

perceptions of music in the rest of his oeuvre, discussed in the previous section. It will

also give us the chance to see if music is equally important in his translations as in his

rest oeuvre.

In the introduction to MR a poem is a song (11: 210), and a poet is a singer (11:

209), a metaphor which is found in Palamas’ rest oeuvre (see 5.1.c). So again in MR

Palamas’ perception of music is closely linked with poetry. This is also obvious from

the fact that Palamas describes poets and poems using musical adjectives. First a

comparison between Sappho and Pindar takes place: “H povaywum xiBapa g AéoPiag

YAATPLOG Kol ol co@oil yopikoi Biacolt tov OnPaiov Avpikod OO0 TPLTOVV TIC

povconmteg Kapdécy and then between Verlaine and Foscolo: “O “T'aomap Xdovlep”,
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T0 AMyooTiyo Tpayovdt tov Beplaiv kot ov Tapor tov POOKOAOV. XTOLG VOOLG TWV

Movcdv vrdpyet mavto tOmog Opole. TAATOLG Yoo To. 000 OVTA KOl TOCO OVOLOLN

toyoypapnuota’. Whereas in the first sentence he likens their poems to songs, in the

last sentence he compares them to murals and he refers to the world of Muses. Thus a

tension can be discerned to assimilate poetry with other arts apart from music- here with

the art of painting. As in his theoretical views on music (section 5.1.b) here too Palamas

seems to share the separation between the arts of poetry and music by adopting

Lemaitre's quotation on Sully Prudhomme who overcame the borders of poetics in order

to pass into the borders of the art of music: “mapatnpel mwg népace to cHvopa NG

TOMTIKNG Y10 VO, U HEGO OTNG HOVLGIKNG TEYVNG T cuvopa” (11:207). He generally

sympathizes with any criticism on Sully Prudhomme which speaks in musical terms:

when referring to Prudhomme’s translations he quotes Droin’s musical description

“Uovoikd peTdepace pe A0yl 10 vootaAdyikd [TAdtove teptocdtepo amd Tov TEPNPUVO

Aovkpnrio" (11:208).

Palamas moreover, in the Preface, speaks with musical terms when he refers to

poems as well. He describes his translated poem «Bpadiavdg swafdtne» by Verhaeren

as a "dvokoAocVYKPLTN TEPUTADELD KOl TOV TAAU®MY Ko Tov puOumv". In order to depict

Baudelaire’s poem he uses a stanza from an unpublished poem from Illepaouozo xou

Xoupetiopoi (1931) «mov ypodvio Tdpal pe T pdytor Tov pulpov cav amd péoa amd “vov
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aon td ‘koye Y pog o davtikdg momtne» while in his comments on «ITabntikog

npookvvnmc» by Moréas he uses the adjective melodious: “avBoloynuévoug

apyoicpovg pe To peAmdd Tov Eapvicpata, Beproavikd Katd Babog Kot pe OAeg TV

TIG LOGKESY.

Also in the Preface, there is reference to the charm of music: “Movcikn yonteion

(11: 212). Some musical references are mentioned like the musical adjective

“ouvrovicpévous”/ “concerted” (11: 200) here used to mean organized worded. This is

in accordance to his view on symmetry and eurhythmy mentioned in 5.1.b. In the next

page Palamas speaks about “aidtotnta’ of Poetry, which shows that around 1930 he

still believes that musicality is an integral poetic element.

A distinction between musical instruments is found in the Preface where Palamas

chooses to use the most representative one which best describes the sound for each case

according to his view. The cithara is mentioned for Sappho’s poetry which plays an

antithetic music to the lyre of Pindar. Later on he refers to Francis Jammes as a player

of the flute and not the guitar or the lyre (11: 213). He also uses lyre to describe

Anglosaxon and Modern Greek poetry (11: 212), but it is the violin that is more

appropriate to represent the music of French poetry (11: 215). However, in the

translated poems guitar par excellence represents French poetry (see p.334).
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Not only in the introduction but also in the rest of MR’s peritext the presence of
music is distinctly felt. In the note on “H EAévn g Zméptnc” he calls Verhaeren’s
volumes as "keAomonuata" (11: 490), «6An n OAdvIpa Nyoroydel péca TG cav VoG
koopog» (11: 491) and his verses are «upovowd e&ayyehtikd potifo» (11: 491).
Specifically for “H EAévn g Zndptng” Palamas uses the word harmony to characterize
it. Therefore, musical references are prevalent in the peritext of MR as well as in the
Preface to MR. The reader who comes to the volume through the Preface and the

peritext is prepared for what is contained inside the anthology.

Inside MR music is again prevalent. Though MR does not contain any poems
which have music as their main theme,280 there are cases where musical terms are used
in the titles of the translations. There are six cases of poems in MR having a title that
suggests a musical dimension: "To tpayovdl g doynung adepenc" by Marie Noél,
"Preludio" by Carducci, "Aainmgc kot avtidaroc" by Palamas himself, "Eva tpayovdt”
by Oscar II, "O EAAnvikdog "Yuvog tov Miotpdd" and "O yoApog g petavoiag”" by
Mistral. This phenomenon of course also exists in Palamas’ own poetry, as we saw in

section 5.1.c. But I think the strongest musical reference affirming a strong musical

28 Only the poems, “Aaintig ko avtilahoc” has sound as its main theme, but this poem is not a translation; it

is a concluding poem of the anthology
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character, is the translation collection’s own title: Music Reset.

The importance of music in MR is also obvious from the striking number of
musical references that exist in the translated poems. Twenty-two poems teem with
words like "woApdg, duvog, tpayovdown, povotktr, pvOuodg, Myoc, pipa, povotovog”,
musical instruments (QAoyépa, tOumovo, PloAl) and references to "oandovt” and

“Movoa" (“nightingale”, “Muse”).*"!

The musical term most frequently referred to in
the poems of MR is the word “sing” and its nouns “song” and “singer”; these are found
in thirteen translated poems.”® Palamas translates as «tpoyovd and «tpayovdd» the
equivalent ST words “chant”, “chanson” and “cante” in Occitan. There is exceptionally
one case where Palamas translates “songs” for the French word “rimes”. *** Also, in the
STs nowhere the word “singer” is found, whereas in Palamas’ translations it is found
once in the poem “H vmodoyn” by De Regnier instead of the participle “chantant” in the

French poem: “Car c'est pour cela que, chantant/ Mon réve, apres l'avoir congu en mon

esprit: ['ovtd K’ €yD/TPayoudIGTNHG TOV OVEIPOL TOL d1KOV HOV POV, TO YEVVGD TPMTO

81 For these references see appendix 10. Though «omd6viar could be associated more with poetry and

«yaile with religion they still have musical connotations. The word musicality is not mentioned in MR
neither moAvtpomog but povétpomog and PdapPapog exist. The reason is that musicality is a plainly
scientific term used in a prose context, whereas the word music is more poetic and therefore more fit to be
mentioned in a poem.

82 See appendix 10.

2 . . . ’ ’ ’ 4
% Dans la grave douceur de tes divines rimes/ pe to yAvkd, pe ta Babid, to Ogic cov Ta Tpayovdia

(“Eprpoin» 11:313).

340



pés’and to Aoyopd pov” (11:318). A singer had been considered a sacred person and

Palamas’ determination pursuance to inject the word “tpayovdistig” in his translation

elevates the poet to a sacred vocation. Not only in the cases of the words sing and song

does Palamas replace the musical terms of the STs with other musical words. An

example is the replacement of the word “cadence” with “music” in the poem «Xto

Swpdat pog Ppadiacy by Verhaeren (11:334):

Pour apaiser 1’émoi et la double cadence | Na pag mpovvn gkeivn tn cvykivnon

De nos deux coeurs battants. Kt amd to kapdloytdmia pog SmAn T LOvsIK)

This lexical deviation shows that rhythm for Palamas is a musical element in a poem.
This is in accordance with his theories on his rest oeuvre as we have concluded (section

5.1.b).

Some other terms which clearly carry the idea of music but not so directly are “the
Muse” and “the birds”. The reference to the Muse and to birds, especially to the

nightingale, has been a common feature in Greek poetry.”**

The increasing centrality of
the nightingale in particular as a means of figuring poetic “singing” is also apparent in

later medieval literary culture as a whole (Leach 2007).”* In MR there are many

references to birds and bird-song (among which one reference to the nightingale), with a

2% In Palamas’ poetry: «To omd6vt eivat yio tov TTakapd o eviaio, {oviavd cOuBoro TS POVITIKAG

HOVGIKNG, TOV KaBopoy £pOTIKOD TPAyoudoD Kot Tov Avptkov otiyov. TToAAd eivol To Towmpato Tov
IMolopd Tov 6ToVg 6TiYoLG ToL KeAidel kKamolo amddvi.» (Karandonis 1971:112).

8 Music-theoretical testimony bears witness to the converse of a metaphorical impulse: to praise the
good singer’s voice by likening it to birdsong conceived positively as natural music, and to characterise

singers as birds (Leach 2007).
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potentially disruptive use of birdsongs to be diagnosed, both as a verbal example and as
a mimetic musical one, in relation to human song.”*® The reference to the Muse takes us
back to the tradition of Greek myth. Muses were deities of music, poetry, dance, drama
and generally protectresses of arts and letters. In general use, the word Mousa is met
also in the sense of music, song, or arts and culture in general (Michaelides 1978). So
here Palamas’ perception of music which is affected by the ancient Greek and Modern
Greek notion of music is evident and in agreement with our previous interference drawn

from Palamas’ theoretical views in his rest oeuvre (section 5.1.a and 5.1.b).

The importance of music is also directly expressed in Palamas’ translations. In the
poem “Eva tpayovdr” by Oscar II (11: 403) rhythm is considered something immortal:
«M’ évav aBdvato pvOud va mdr, tpog Toug obépeg» and in “Preludio” by Carducci the
acquisition of rthythm makes poetry special (11: 365): «Mic®d v moinon v Kowr| 10
aenvey [...] A pov glvai n otpoen mov mhel, yopevtpa,/ puOukd Kot GKIpTd, Gov TNV
nwovevouv.y In “H vmodoyn” by De Regnier (11: 318) rhythm is considered very
important because it is memorable: «méote pov 6 Pondncav Ta TpayovLda Lov/ LE TO
pLOUG TOVGg IOV O Agimel amd TN PvNuN coc». Apart from rhythm, Palamas in the poem

«X’éva. véo moltevtry (11:243) by Gautier, presents rhyme as something also

2% Mimetic not in the sense that there are words which remind the sound of birds but with the references
to birdsongs a picture of sound is created in the reader’s imagination and fantasy where the birds are
singing
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99, L

important in poetry which makes things in the world “brilliant”: “6Aa oToV kOGO €lvar
Aapumpd, etavel ™ pipa vé’youv”, and not just “good” as in the French equivalent verse:
“Sinon que tout est bien, pourvu qu’on ait la rime.” These references bear out the

importance of music for this volume in particular.

Furthermore, references to musical instruments appear frequently in the
translations of MR. Specifically, Palamas mentions four instruments: the lyre, the guitar
(or, is seen as the ancient instrument, the Cithara), the flute and the drums.”®’ Notably,
these are the instruments mentioned in the rest of Palamas’ work. Almost nowhere in
his poetry do we find a reference to the unambiguously modern Western piano,
mandolin, harp, trumpet and laouto for example.” This is a strong indication that MR is
an integrated piece that is perfectly fitted and domesticated in Palamas’ corpus. This
indication becomes even more evident when Palamas refuses to literally translate the
musical instrument of the ST because it does not belong to his aforementioned band of

289

instruments: Que sur le luth francgais j' accorde pour vous deux™/ “kou va taptdlm

87 Among all the musical instruments in MR, the lyre is the instrument most frequently mentioned. This
is not surprising insofar the lyre was the pre-eminent national instrument of ancient Greece, the most
important and most widely known of all instruments, synonymous with poetry itself. Lyre gives us the
term ‘lyric’, and becomes the title of many poetry books in Greek, i.e. Sikelianos’ Avpixog Biog (1969-
1992), Tsirkas’ To Avpiro tacior (1938), Christopoulos’ Avpika (1970).

8 With exception the “violin” which is mentioned many times in Palamas’ work but astonishingly not in
the poems of MR.

% palamas wants to avoid the modern furniture of the poems of the next generation. For example, there

are many symbolist poems on harmonica but for him gvoapudvikae is too modern in antithesis to Agras
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Yo Tovg 0VO o YoMk KBdpa» (“EprpdAn” by Moréas, 11:316).

Palamas uses the guitar to typify the musicality of the French poetry in the
aforementioned verse. Just as I noted earlier referring to the Preface, in his translated
poems Palamas uses each instrument to describe a different musical sound. So, the
sound of flute best represents love; it is an expression of something bucolic (11:328),
because it only occurs when descriptions of nature appear in the poems of MR. Mistral
sings with a lyre (and never with a guitar or harp for example), because he as a
Provengal poet possesses the spirit of ancient Greece. Each time an instrument is
mentioned, then, we can concur that it produces a special sound which describes a
different kind of music. Thus, Palamas’ choice of instruments for each case is not
accidental. Palamas finds the heavy, deep sound of drums dissonant (see poem
“EpipOAn” by Moréas, 11:314).° So there is duplicity between sweet sounds—
“melodies” and “music” (performed with the violin, guitar, lyre and flute)—and
unpleasant sounds (drums). The latter is simply not music for Palamas. Music, in this

context, merely symbolizes a pleasurable sound. This is in accordance to Palamas’

and Karyotakis who use iconic instruments of the modern generation, especially the harmonica. Another
reason might be that for him some instruments are not familiar to him, /aouto for example might sound
too Oriental.

% This is in accordance to his theoretical views in his prose writings: «Agv pvOpilovrot dnwc kpovetat
TO TOUTOVOV 1 OTOG 1) CEVPO. KOTAPEPETOL ETL TOV AKUOVOGS LLE SUNVEKT LOVOTOVIOY KIVIGEMG, 1] OTTOia eV

€XEL TL TO KOAMTEYVIKOV Kal Avmel tnv aicOnowvy (2:67).
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definition of music in his rest oeuvre as we concluded in the previous section. The first
element is well-discerned in the poems “®Bwonwpivy Admn (11:288)» and «Avyn»
(11:266) where the adjective «yAvkoioAio» is mentioned as well as in the poem

“EpupOin» (11:314) where drums produce bad music for him.

Every sound is music for Palamas insofar as two prerequisites apply. The first is
what we have just concluded: the sound must be sweet (pleasant). The second is that the
sound must be organized (articulated). This element is clearly found in «mepinatog ota
Bpayw» by Hugo (11: 231): “mm ovAofPn tov Aéel kabelg, povog €yd 1
AEEn/tpavAilovy  Myovg OAOL TOVG, €y® TOLG ouvapbpdvey. Also the word
“ovvtovicpuévouo» (mentioned in the introduction to MR, 11:200) or «cvvapOpmpévny
relates to the title «&avatoviopévn».”' The first term is actually a precondition of the

second: it is implicit that he could not “avatovicetr” if he would not “cuvtovicel” first.

Many musical references in MR suggest a view which links music to eroticism,
sensuality and the female figure, often more associated with musical performance. In
“¥’ exetvn mov otéketal okemacpévn” by Hugo, the sweetness of the woman’s song is
an indication of her beauty (11: 227).*°* In “Hypatie” by De Lisle (11:255) the poet is

presented as capable of singing the melodic hymn of the saint of beauty; through music

2! For the definition of the term Eavatoviopévn see chapter 1 (section 1.1.).

292 .
92 Sweet song was also the song of siren.
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he aesthetically describes Hypatia’s beauty, whose soul sings on her beautiful lips.*”?

. . . . 204
Here, sensuality is represented in musical terms.”

Further, in the poem “Avtd 10
Bpdor” by Baudelaire (11: 252) the female figure is likened to a muse and music as a
hymn to praise her; song is a gift given to a woman. Palamas’ entire poetic corpus
pivots around this latter perception: through his songs, that is his poems, he praises the
beauty of the feminine figure.””> This is one additional similarity between Palamas’

poetry and his translations- which give the impression of original poems directly written

in Greek by Palamas without the interference of any ST.

Furthermore, in MR music is envisioned as a tool for achieving the union of the
lover and his object of love.”® Music’s erotic potential and potency is clearly found in
“H &¢évn” by Lerberghe (11:344), where the poetic subject waits for a woman. He sings,
pleadingly, hoping the object of his desire will hear his song and come, and the musical

power wins, the woman heard his singing and came. In Prudhomme’s poem

293 Metaphorically music comes from the heart and so it is linked with the soul, whch is why it produces
feelings.

24 palamas’ equation of musical sensibility with a state of erotic love and experience is both corporeal
and mental: in the poem «Eva tpayobdw by Oscar II (11:402), the pleasant rhythm magnetizes the
woman’s thought and induces cravings in her.

2% The issue of the presence of woman in Palamas’ poetry is abyssal. Several scholars discussed it like
Doxas (1959), Puchner (1995), whereas Sakellariadis (1964:214) presented many examples on Palamas’
eroticism and love for women even during his early age and characteristically wrote: “...kdmoleg dAAeg
TadboTikeg aydmeg tov [olopd, OAEG YUPUKTNPIOTIKEG TOV AKOPEGTOV EPMOTIGHOD TOV, TOL TOGO VMPIG
TOV TOPOLCLACTNKE Kol gEakolovbovoe akoiuntog cuvvéxelon Kot Koatdémt va tov govoldln g ta

terevTaio xpovia g Long Tovy.

% This is exactly the case in Rossetti’s (1901) sonnets The House of Life.
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“Les chaines”, rhythm binds the poetic subject to the melodic sound—“La cadence
m'enchaine a l'air mélodieux”. However, in Palamas’ translation sound acts stronger and
is described as intoxicating the poetic subject: “Me to peA®okd o pvOudS pebdetl K’ epé
tov Nyo” (11:297). Palamas presents music as a temptation, as something magnetic,
attractive and uplifting, but when music is linked to love for a woman, the consequences

. . 2
can be sometimes negative and dangerous for the lover.”’

Music’s link with sensation is a traditional association (Weliver 2005:83): “A
number of musicologists have recently proposed that music constitutes sexual and, more
broadly, personal identity, including memory and emotion”. The representations of
music in late nineteenth-century poetry, which convey these forces, anticipate this
insight. “The prevalence of musical allusions in fin-de-siecle poetry might equally be
explained with reference to Paterian or Symbolist aesthetic theory [...] or to the
prominence of musical references in poetry (such as that of Charles Baudelaire or Paul
Verlaine) by which a number of fin-de-siecle poets were particularly influenced”

(Acquisto 2006:23), among them Palamas.

In the musical references in MR there are also connections between music and

imaginative — possibly illusory — experience too. While Gautier in his poem “A un jeune

27 The most representive example is the poem “O okA&Boc» by Heine where love brings death to the

lover.
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Tribun” considers poets as dreamers, segregating them from musicians—“Des poetes
réveurs et des musiciens”—in Palamas’ translation both poets and musicians are
considered as "ovepomAéyteg" (people who crochet dreams, 11:243). Hugo’s poem
“¥’exetvn mov otéketon okemaopuévn” (11:226) repeats this image; and the word “song”
frequently accompanies “dream”.**® The poet not only weaves the dreams of others but
is presented to sing his/her own dreams, which are born in the mind: “...chantant mon
réve, apres l'avoir congu en mon esprit”/“I'’ avtd Kot €y®/TparyovdIoTnS TOL OVEIPOL TOL
oo pov/ ool 1o YeEVV® TpdTa pEGH amd To Aoyioud pov” («H vmodoyn» by De
Regnier, 11: 318). For Palamas music and poetry have the same effect on people insofar
as poets and musicians share the same ability to fabricate oneiric sensations. Dreams are
unconscious states. MR presents poetry and music as arts of the unconscious, enabling
people to access the dream world. Controversially, not only music and poetry produce
an unconscious effect, but as Hubert (in Weliver 2005) argues, these forms are inspired
by the unconscious, too. That is why in the poem “X’exeivn mov otéketon okenacuévn”
(Hugo, 11: 226) the song takes place at night: “amnd 10 PdBoc pov AL €vog
ovelpov/paxpud, pe T dotpo, pe TNV KOLKOLPAY/ TO VUXTOYEVVITO TPOyovdt

TPOYOLO®”.

Bringing together all the strands of meaning that cluster around the musical terms

28 By i’ 0 okemaopévoc EgypapLiévog ovelpomhéytng/ €A va Seic kot Tov ovelpomA&yTn.
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in the references of MR, we can form a definition of music and its relation to poetry,

what Palamas means when he uses the word music and song. Palamas defines music as

pleasant and well-organised sounds, and this definition is also presented in his

remaining oeuvre (see section 5.1.b). For him music is linked to the female figure,

erotic love, beauty and sensuality. He presents music as having an intoxicating power

and ability for fabricating oneiric sensations. Also, the interference of the previous

section is reaffirmed: Palamas is affected by the ancient and Modern Greek way of

perception of music (Muse, nightingale, instruments) as well as from the French

movements of Romanticism, Parnassianism and Symbolism (music and sensuality).

Finally, music in MR is of equally great importance, as in Palamas’ rest oeuvre. We

understand this from the musical titles, the many musical terms in the translated poems

(which sometimes are more than the musical terms in the STs) and the references inside

the translated poems (which directly exclaim that rhythm and rhyme are very significant

in a poem).
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b. Musical features in the selection and arrangement of poems and poets in MR

An important criterion for Palamas’ choice of poems is their musicality.””” Palamas
finds poems where musicality is characteristically expressed, closer to his poetry and so
they touch him more. The fact that Palamas selects poems in which the element of
musicality prevails is nicely summarized in the following words he uses to explain why
he chose to translate poems of Lerberghe: “ca va yopehn kdmmg va vrooniwdn kot n
aydmn LoV, 0TO KUPLOTEPO YVOPIGLOTE TOV TOWTIKOV ®paiov, Yo 0,TL KLpoiveTol oyva
Kol Lovotkd afépio, Nyog teplocOTEPO Tapa otiyos” and “Xtov mAacTtikd Avpioud givat
0Tl 010 POVOIKO Avplopd to Tpayovor tns Evag tov Békyov” (11:204-205). The
musicality of some poems inspired Palamas to translate them as he confesses: «Agv
néevpw and moiav Avpwnv kotdvuiv 1 amd moiav Pulaviiviiv okéyty GuPOUEVOC
eveBounOnv onuepov tov e€aicov PYaluov ¢ uetavoias Tov 0moiov €TOVIGEV KATH TO
1870 o péyoag @ilog pov, o Dpedepikoc MiotpdA...». Music is an inspiration for
Palamas in writing his own poems as well (Karandonis 1971). But it is not these poems’
musicality alone that attracted Palamas to translate them, but also the fact that some of
them had been set to music. So he translates the work of Heine, of Prudhomme, a great

part of which had been set to music i.e. the poem "La persue", and the work of

2% See also discussion in chapter 1 (sectionl.3.c). The distinctive musicality of the poem “Mua Bpadid
ot Bepdéva”, for example, was identified by Petridis (1930), who characterised the poem as a
nightingale's singing: “to Oovudoio "M Ppadid ot Bepova" g Noailles- epotikd andovordinpo

Eexetmopévo and mdbog” (in Nea Estia 1930: 161).
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Baudelaire which had many musical adaptations i.e. the French composer Claude
Debussy set five poems from Baudelaire into music in 1890: “Le Balcon”, “Harmonie

du soir”, “Le Jet d'eau”, “Recueillement” and “La mort des amants” (Graham 2000).

Another musical feature in the selection of poems in MR is that Palamas mostly
chooses to translate poems with a musical form. A striking example is the poem

“Madrigale” by Pascoli (11:368). Madrigal is:

a poetic and musical form of 14™ —century Italy; more importantly, a term in
general use during the 16™ century and much of the 17" for settings of
various types and forms of secular verse [...] It set the pace for stylistic
developments that culminated in the Baroque period, particularly those
involving the expressive relationship between text and music... (NG 2™ ed.,
v.15: 545).

Another example is that Palamas chooses to translate the poem “Preludio” by Carducci.
Prelude “in its original usage, indicated a piece that preceded other music whose mode
or key it was designed to introduce; was instrumental (the roots ludus and Spiel mean
played as opposed to sung); and was improvised...” (NG 2001 v.20:291). Accordingly,
the overwhelming number of sonnets in MR owes its presence to the bold characteristic

of musicality this poetic form has.*”

Palamas is attracted by the musical title some poems have: “To Tpayohol g

doynung adepens” by Marie Noél and the poems “O EAAnvikdog Y pvog tov MiotpddL”,

39 See macro-level analysis section 3.5.
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“O yoAuog g petavoiag” by Mistral and “Eva tpayovdr” by Oscar I which are found

in the “Enipetpo». These poems have as their titles a name of a musical poetic kind.

Regarding the first and last of the aformentioned poems, we can interestingly observe

that their structure is indeed so musical that tends to approach the structure of a song as

their title indicates. In both “To tpayovdt g aoymung adepeng” and “Eva tpayovdt”

there is a phrase ““Eva tpayovdl!” or a stanza “Ti Oo kdpovpe...0o poayomds”,

respectively, which is repeated like a refrain throughout the other stanzas.

It is, however, notable that there is no adoption of ballad modes in MR. Literary

ballads “marked a significant phase of influence during the Romantic period” (NG

v.2:541), whereas in the nineteenth century it was cultivated by the middle classes in

Britain and North America. So the ballad tradition explains why it was considered a

worn-out weathered genre in France during symbolism and this is presumably a reason

why Palamas did not translate any. Also, perhaps Palamas considers the ballad not

strictly lyrical or maybe he thinks Greek literature has enough of them, and that it is

better to translate poems of a kind that do not, yet, exist in Greek in the best form. It is

surprising that Palamas does not translate odes either, as the ode in nineteenth century

was “interpreted as a musical form, with either the line or the stanza playing the role of

the fundamental metrical unit” (Sampson 2011:83). Nevertheless, odes would be out of

place in this book, not least because 1927 had seen Karyotakis’ famous parody of
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Kalvos.

Music is a significant criterion in the selection of poets, t00.’*' This explains why
Palamas translates a relatively large portion of Verlaine, who is considered a musical
poet, poems of Pomairoles, whom Souday compared to César Franck “to cepagikod
TOTEPA TNG VEDTEPNG HOLOIKNG  — a comparison shared by Palamas (11: 205) and
poems of Hugo who is considered by Palamas a magnificent lyric poet “Avpum
peyoierotnton (11:202). This also explains the conclusion in chapter one that most of
the poets in MR are Symbolists: “Never before had music played such a large role in a
literary movement’s definition of poetry despite the fact that none of the poets of the
symbolist movement was in fact a musician...” (Acquisto 2006:1). A group of poets
called “Symbolistes-Instrumentalistes” was headed by René Ghil, who established a
new intellectual scientific connection between poetry and music.’®> Music was the
domain of intertextuality through which the symbolist movement emerged, and the
vehicle through which symbolist poets released poetry from its associations with
Idealism (Acquisto 2006). Specifically, some Symbolist poets contributed especially to
music in relation to poetry: the critics have rightly associated the term musicality above

all with Verlaine, Baudelaire’s ideas on music in his essay on Wagner and his lyric

0 GQee 1.3.a

32 He found scientific correspondences among consonants, vowels, orchestral instruments, sentiments and

colours (Acquisto 2006).
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poetry formed post-Romantic aesthetic theory. Mallarmé, too, regarded music as
“spectacle and performance rather than as Ideal”, and Villiers de I’'Isle Adam was “an

amateur music-maker” (Acquisto 2006: 9-10).

Apart from the process of selection, Palamas has a musical structure of poems and
this is found through their way of arrangement in the anthology MR. We saw in Chapter
1 that the sonnets in MR communicate the subject of love (either unity in love or loss),
of the poetic art and of philosophical ideas about life and death. The use of recurrent
themes is as natural to poetry as to music. In this MR “aspires towards the condition of
music” since “sequencing is essential to determining meaning in formal music analysis:
it is the sequential order in which themes are presented, return and transform that the
attentive listener is supposed to be able to reproduce in his mind, as well as the relations
and developments that occur between themes, as based on this order” (Weliver

2005:196).°%

A musical structure also determines the way each poem is presented in the books’

arrangement. In most cases Palamas cites the first line of the ST, followed by the name

or surname of the poet before the translation, immediately below the translated title.***

39 For a comparison of musical structure to narrative in literature, see Weliver (2005:196).

3% In some cases Palamas did not give the complete first line, but only part of it, i.e. in the poem “©®gd¢

av gipovv” by Prudhomme (p. 273), “MoAig ™ dnte” by Henri de Regnier (p. 321). However, in the poem
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According to Loulakaki (2010:5) this practice “makes the citations function like
mottoes to his own poems”. Loulakaki uses the term “motto” to refer to the short,
suggestive expression of a guiding principle for the written material that follows. But
motto has another meaning that is musical: A motto is a phrase which recurs throughout
a musical work and has symbolical significance.’” By the same token, printing the first
line of the original can give it a function analogous to a musical theme through which a
later composer sets out variations. It is as if Palamas gives the musical key of his piece.

Key is:

the abstract arrangement of musical phenomena such as melodies,
harmonies and cadences around a referential or tonic pitch class [...] as a
metaphorical ‘key’, the tonic ‘unlocks’ or clarifies the arrangement of pitch
relations that underlies the music. A tonic thus unifies and coordinated the
musical phenomena within its reach: in the key of C major, for example,
there is an essential ‘C-ness’ to the music. The idea that a piece or a passage
lies ‘in’ a given key may reflect a cultural inclination to conceptualize key
as a musical container. A key in this sense involves certain melodic
tendencies and harmonic relations that maintain the tonic as the centre of
attention (NG 2001, 13:509).

This confirms that Palamas’ target is to give a musical translation to the reader and, by

extension, create a musical anthology, like a piano album (NG 2001)**® with a variety of

“Avti mov Npbe” by Henri de Regnier not only the first but the two first lines are presented.

395 As defined in (NG 2001, 17: 232-233), motto is:
A term used for a brief phrase or motif that recurs at various points in a work [...] In the
17™ and 18™ centuries, it is commonly applied to a figure at the beginning or an aria (see
DEVISENARIE) where the ‘motto’ is stated by the voice and followed by the opening
ritonello [...] In music of the 19" century, it may apply to a phrase that dominates a
composition or recurs within it, generally appearing at the opening and decisive moments in
the course of the movement of the work.

3% “The term was first applied to a collection of 78 r.p.m. discs used to record a long work, such as a
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pieces, keys, tempi etc.

Finally, we can derive an idea of how fundamental musical analogies are to

Palamas in this book from the placement of a closing poem for the anthology, written

by Palamas entitled “AaAntg xou avtilarog” (Sound and Echo). This poem expresses

the prime reason that led Palamas to bring together the book: to reset and rearrange the

music of the STs. The acoustic dimension of this poem suggests that musicality is what

matters to Palamas above all. The association of “AaAntg xou avtikaiog” with the

anthology’s title and the anthology’s scope in general, is clear enough. It is reinforced

by a declaration exalted in the book’s Preface (11:208): “Ot BipAoypoapikéc ovtég

TANpPoPopieg Yoo TNV a&lol TOL TOMNTN WITopEl va unv Tpds@epav Kot ToAD 6to Bpog

TOV OKOV LoV TOL OALHAGHOV, av OV TOLG TTaPoLGialo cav ATAQ OVTIAOANLATO TOL

Bovpacpod Hov Tov YOVETOL OAOC TPOSHOTIKAC, £ykapo10g”. At the same time, this poem

implies that Palamas has a very important theoretical approach concerning the act of

translation: translation should be like the echo of a sound; in other words, translations

retain something from the original, but create new poems. The same view is

interestingly developed by Karandonis in the Preface to his collection of translations

Hych (1982:17):

symphony, that would not fit onto a single disc [...] the term was later adopted for long-playing reconrds
of over 30 minutes of music, and later again also denoted the aesthetic qualities of the music contained
within. In the mid-1960s albums were often a collection of songs organized around one central theme”

(NG 2001, v.1: 326).
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av OgyToVUE TTOC M NY® N AVTIAGAOC, O0ev &lval o TPOTOYEVNG, OAAGL
devtePOYEVNC évvola, YTl dev avtavakAd 1 dtucmlel mopd eEacOevnuévn
mv mpotoyévvnn eovr. Kot kdbe moinua, eivor g tpotoyévvnn eovi,
oL 660 motd Kot {ovtavd Kt ov petapepHel oe o GAAN YAOGGO KOt pioy
OAAOTPOLOL TTOMTIKY TEYVIKY, OTNV UETAPpacT Oev dotnpeiton Tapd cov
eEaocBevnuévn povn kot pdioto teplopiopévn (cvpuPoAiikd) otig TeEAevTOiEg

GVLALOPEC TOL TOMHATOG, ONANOT G vl LIKPO UEPOS EVOG GUVOAOV.

c. Transferring sound and silence: Music in practice in the SPs and the Greek

poems

I borrow the term “transferring” from Lehto (in Perloff & Dworkin 2009:49) as being

more meaningful than “translating”, something which is in agreement with Waldrop

too, suggesting that: “It is impossible to translate the sound in poetry because the union

of sound/sense will not be the same in any other language” (Perloff & Dworkin

2009:60). In this section I will mostly (but not solely) refer to musicality and rhythm.

Musicality is considered to be an intrinsic component of poeticism and it should not be

confused with rhythm because rhythm is an external morphological element of the

poetic language (Skartsis 1997). The rhythm mainly depends on tonality and vocality,

whereas musicality concentrates on less tangible elements like feelings, emotions and

meanings (Skartsis 1997). In addition, rhythm depends on a pattern produced by

emphasis and duration in music or by stressed and unstressed syllables in the case of

words, which does not characterize musicality (Skartsis 1997). Both are of course
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indispensable constituents of a poem. But if musicality and rhythm are the internal and

external characteristics of poetry respectively, then both of them should be thoroughly

discussed. There are many ways of creating musicality, prosody and rhythmical effects

in verse, and as we have seen in our macro and micro analysis Palamas employs many

means of creating music in his translations. The gathering of all these musical sources

will be combined with a discussion on how these are produced in the TTs and how

music is rearranged or reset in comparison to the French STs.

In the macro-level analysis (chapter 3) we have noticed that Palamas rearranges

music by changing the metre (from the French Alexandrine into the iambic fifteen-

syllable). Nevertheless, no Greek poet has ever used the Alexandrine; still Palamas

could translate the poems into the twelve-syllable or thirteen-syllable which are closer

to the Alexandrine (see section 3.3.). Metrical change is one of the most serious changes

for a translated poem and can be interpreted as a daring decision of a translator because

changing the metre is like changing the music key of the whole poem. In the same way

the key gives the tone to the song’s melody, metre is one of the core units (or the most

core unit) for a poem’s existence; it is on the metre where the poem relies and all the

other musical sources are built on it, based on it and in reference to it. The metre change

automatically leads to the music and sound change of a poem as the French Alexandrine

has other sources of harmony different than those which can be created in the Greek
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jambic fifteen-syllable.’®” Of course there are some similar musical sources too as we

shall see below.

In his use of the iambic fifteen-syllable, Palamas takes up some metrical
innovations which alter the music of the verse in the translated poems (cf. 3.3.). False
starts or dead ends are examples of the most productive and innovative areas of metrical
structure in Palamas’ verse translations, with which “the metre is concretely brought to
the attention of the reader as a voice that is even more important than the syntax”
(Weliver 2005:200). Here, I would like to note that it is more obvious and easier for a
Greek reader to understand the conventions of the fifteen-syllable in Palamas’ translated
sonnets and thus its sound, as the very existence of metrical effects always depend on a

shared conception of the metre’s covenants between poets and readers (Phelan 2012).

His theoretical opinion about the use of the synizesis and the avoidance of the
hiatus (see 5.1.b) is put into practice in his translations: we rarely meet hiatus whereas
there are many cases of fusion of the vowels a, i and e¢.®® By this practice, Palamas

offers a certain kind of melody in his translation verses.*” A suchlike kind of

397 For the poetics of French verse see Scott (1998) and Grammont (2002).

3% Eor an example see appendix 4.

39 Commenting especially on the use of coprecipitations, Garandoudis (2005) said that coprecipitation
over the middle caesura of the fifteen-syllable is found in totally 172 verses. He, then, explains that the

use of coprecipitation is Palamas' conscious choice, which except from helping him to find metrical
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melodiousness is also found in the French STs because in the French Alexandrine hiatus

is as well undesirable (Scott 1998).

Another way of transferring the sound in Palamas’ translations is through

accentuation. Accent or stress, was the basis of French as well as English prosody

(Phelan 2012). But in French the lack of strong stress on the syllables necessitated other

elements of repetition in order to be considered as verse: more or less regularity in

length of sections, and rhyme (Phelan 2012). French poetry unconsciously adopted as

the basis of its versification the six-syllable group followed by a rest (Scott 1998 and

Grammont 2002). The section is marked off not only by a rest, but also by a change in

the pitch of the voice, usually a rising inflection (Scott 1998 and Grammont 2002). The

repetition of a raising or falling inflection at regular intervals in poetry gives an added

element of design, or music (Scott 1998 and Grammont 2002). “The isochronous

interval between metrical accents was a real and ineradicable part of the experience of

reading poetry, just as the rhythm indicated by the time-signature was an irreducible

part of the experience of listening to music” (Phelan 2012:9). This principle of

isochrony established “a pattern of expectation which interacted with other elements of

poetry to form complex counterparts and harmonies” (Phelan 2012: 9).

variety and providing a rupture of the regularity of the old fifteen-syllable, it aims at the euphony of the
verse. The riper the poetry of Palamas becomes, the more frequent is the use of this kind of

coprecipitation in his work.
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Palamas in the accentuation of his translations, however, does not always preserve
the principle of isochrony, which is in most cases infringed at the beginning of the
verse.’'’ This is justified, taking into consideration how labored is for a translator to
choose the appropriate word in order to faithfully translate the meaning of the foreign
poem and simultaneously keep the intervals between the accents more or less equal.
However I think this was not the big problem for Palamas. As a capable translator he
could easily overpass this obstacle. I think this Palamas’ practice as translator is true to
his practice as a poet: in his effort to renew the fifteen-syllable (see 3.5.). This is another
way of resetting the musicality of the foreing poems in his translations and this way of

resetting is renewing and reviving the sound of the ST as well.

On the level of lexis when it comes to terms with musical implications, a micro-
level analysis reveals that Palamas implemented words to enable the Greeks to grasp, as
an echo, the dynamics of the foreign poem. But Palamas did not go to great lengths to
invent these; these words are compounds, hence these inventions were not foreign to the
Greek tradition. In his study of Palamas' language, Andriotis (1943) highlights the
function of compounds as an effective stylistic device of epic poetry, but in Palamas'

translations, his predilection for compounds is a key part of his effort to build a demotic

1% In most cases accentuation is made strange by the strong reverse stress in the words at the beginning of

each line.
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lyric poetry. Compounds as a lyrical device were also extensively and often fruitfully

exploited by Sikelianos and Elytis (Loulakaki 2010). Further Palamas in his verse

translations creates some sound-made words (like “oyber» 11:245 and “Aorarydm»

11:335). It must be noted that in the equivalent French verses, there are no such sound-

made words: «Nous écoutons jaser la source a travers l'herbe»/ «0’axobcovue va

Aadoydn ) Bpdon péo’ and m yAon» (Verhaeren, «Au passant d'un soir»); “J'ai perdu

I'océan morose, son deuil, ses vagues, ses échos;”/ “eyaca TV mMKpOKLUATOVGA,

OdAiacoa mov aydet cav vo movipy (De Lisle-Adam, “L'Aveu”).

In his translations Palamas is attentive even to the smallest unit of a language’s

phonology: phoneme. In many STs there are alliterations and assonances. Nevertheless,

the principle "repetition with variation" -repetition with variation of sounds and

combination of sounds- is the basis of French prosody (Scott 1998). Palamas faithfully

translates the alliterations and assonances of the French poems in his Greek poems and

sometimes creates even more. In this way his translations aspire to be songs: “Bringing

elements of language together is not only equated to metaphorically to song, but it will

be used to communicate the unity of soul and body, and earthly love with divine love”

(Weliver 2005: 200). An example of the assonance of a is found in the following verse:

“novpot yryavriotr and ypavitn dvvaroi miacuévowy (11:337). The most characteristic

example of the resetting of alliterations is found in the following verses of the poem “La
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vie de loin” by Prudhomme (11:279):

Les grands coups de marteaux et les grands chocs d’armures

Bapld yTompato ceupltdv, BpOvTouvg Tpavols apudTOV

Palamas not only preserves the alliterations of the ST but he also creates more where

possible:

Et tous les battements des pieds sur le chemin.(alliteration of t)

Kl amd o TOd10 TOL ToTdy Ko wepmatave kpdtovug (alliterations of k, p and t)

Here the marching of feet is a straightforward kind of sound imitation. Sometimes
Palamas achieves this link of sound and sense in his translations and these are the times
we can speak of real success. Taking this into account I could not share Waldrop’s (in
Perloff & Dworkin 2009) claim on the impossibility to translate the sound.”"!

Apart from repetition of vowels and consonants, which create assonance and
alliteration, the stylistic mechanism of repetition is found in thyme and internal rhyme.
Moreover, there is repetition of syntactical structures, of rhythmic and metrical units or

repetitions of whole words. In the verses below there is repetition of phrases (11:326):

-“Tlopoapdvo, ETOYAGTE OV TO [y
To pvfua pov gtopdote Kot to GOt pov
TPOG TN Aapumdda TN yuuévn amd ta Tapadvpia,

TPOg TN Aapumdda Tov YLoAilet, Adpo amd poyviTeg

Palamas usually keeps the repetitions of the STs in his translations, and when he fails to
reproduce them he creates repetition in another place. This shows how much important

is the preservation and creation of repetition and its effects for Palamas. The following

311 See previous quotation on p. 357
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stanza is characteristic for the many consecutive repetitions it includes, in the last verse

of which Palamas adds a word repetition that is absent from the ST:*'?

Que diras-tu ce soir, pauvre ame solitaire,

Que diras-tu, mon coeur, coeur autrefois flétri,

A la trés belle, a la trés bonne, 4 la trés chére,

Dont le regard divin t'a soudain refleuri?

Av16 10 Bpaot ti Ba eumng, TN Yuyn epnuitpa,
Kapdud pov ti o e kK’ ecv, kapdid Tapadapuévn,
2y o OHOPPT), GTNV TTLO KOAY|, GTNV TOAVOYOTLLEVT

ITov g Eavavoio’ éEapva to PAEpNa TG, Oeio PAELNL

Repetition i1s the most frequently used element of creating music in Palamas’
translations- and one needs to read in the context of Palamas’ poems to understand what
repetition, whether verbal or phonemic -and its absence- can do. As Waldrop (in Perloff
& Dworkin 2009: 60) correctly annotates: “a string of words related by sound may
make an argument stronger than logic” and may make a feeling stronger too. So during

the resetting of music more musicality is created in some Palamas’ translations where

312 There are many other cases where Palamas creates even more repetitions than the ones found in the STs:

Demander tout d’abord a quoi tendent les choses

Et les analyser dans leurs fins et leurs causes ;

Kot tpot’an’6ha ovaintdg to vonua tov Tpoyudtov,
Ta mpdypot’ and Tov apyvay Kot T€Aog Tov Tyaivouy

(Théophile Gautier, «A un jeune Tribun» p.243)

Ridicule pendu, tes douleurs sont les miennes!
Pelikepéve, o1 GuPOpEG 60V, 01 GLPOPEG LoV, Kol OTOV

(Baudelaire, «Un Voyage a Cythére»)
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more repetitions are found.

Further, Palamas, wherever the metre permits it, tries to avoid contraction:

“kKMeicy»  instead of  “kheicy  (11:328), «Poyyoavactevdler»  instead  of

“Boyyavaotevalewy (11:326). This is in line with Palamas’ theoterical views on

musicality which are once more applied to his translation practice (5.1.b). The use of

uncontracted which is not found in the French language offers a different kind of

musicality than the words in the STs and this melody is softer according to Palamas:

«Me i araAnv permdioy Bomevovy Ta oVTId pog ekelva To acvvaipeToy (2: 66).

Nevertheless, any discussion on music and sound in verse would be incomplete if

it did not take into account the silence and the poetic figures that create it. Silence is the

absence of sound and, like sound, it has an impact on the musicality and the rhythm of a

poem as well. The way in which the French poets convey silence in their poetry is

through punctuation (especially the use of ellipsis dots serve this function but also

exclamation marks and semi-colons serve as a pause -and so a silent moment- to add a

beat). Palamas also uses punctuation as an equivalent mean in his TTs whenever this is

used in the ST. But silence in Palamas’ translations is produced with the

implementation of additional means: the employment of more than one caesura within

the verse and the use of internal intonation.
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Contrarily, there are cases of abolishment of the figure of silence by Palamas in
his translations. This is realized with the revamped stanzaic structure Palamas proposes
for the sonnet. Palamas changes the French sonnet’s temporal and spatial organization
(see 3.5.). As in most of his sonnet translations stanzas are not laid out visually, he

repeals the space and time of the STs.

Poetic space and time affects the musicality of the poem as pauses are a
basic musical element in music and silence which occurs during the space
between verses and stanzas is considered crucial with important musical
effects. Pause and process, or a temporal understanding of ‘structure’, is
linked to music. (Dworkin in Perloff & Dworkin 2009: 14).

Generally Palamas transfers in a faithful way the sound or silence effect of the ST.
A good example is the poem «Les ailles» by Lerberghe (11:343). In this poem there are
no full-stops in the interior,’"” instead only commas and one semi-colon are used to pass
on this world of echo, music and harmony. Palamas here imitates Lerberghe, creating
expressive flows and phrases of sound, rather than close statements. Hence, he manages
to preserve the contagious, revitalising power of music in the Greek language poem
which celebrates the power of music to exceed stable positions and contents of
communication. On the contrary, Lerberghe’s poem depends on the strength of its
meaning on the wide use of full-stops at the end of each stanza. Palamas having

identified this sound’s function respects and follows it as much as possible in his

313 They are found only at the end of each stanza.
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translation. So the poem’s musicality is very faithfully rearranged in the translation.

Some of the aforementioned means with which Palamas creates harmony and
euphony rearranging the STs’ music are also used to achieve rhythmic variety in his
whole poetry: “n cvviinomn Kot amopvyn g YaoU®OING, 0 SIUCKEAMGHUAC, 1| VTOVOLELOT
N Katgpynon 1TnG TOUNG O©€ oOTiyovg pe otabepr] KeVIPKY TOU| OMMG O
deKamEVTAGVLALAPOG, TO TOIKIAN TOVIKA oyfuata Kot ot peBodevpévol Tapatovicuol, n
évtovn mopovcio TG ecmTePIKNG otiEng” are -according to Garandoudis' study- these
means (2005:112).>'* T would agree with the exposition that Palamas' musicality is

799

personal- as Marmarinou (2003: 123) calls it “povowotnta Tov ey®” (“musicality of 1)
- and that the amalgamation of sounds of the Greek language system is a core means of
achieving musicality. However, [ strongly believe that this musicality would be
deficient without the utilization of the aforementioned means of rhythmical variety

(which Garandoudis noted); and it is exactly with the combination of these two

elements that Palamas' musicality obtains its personal character.

I would like to end this section with a piece of biographical information which

confirms Palamas’ preoccupation in transferring the sound of the STs, the big

3% Marmarinou (2003) comes into disagreement arguing that Palamas' musicality is not achieved through

these metrical and rhythmical innovations. Instead, she declares that Palamas' personal musicality is

achieved by exploiting the unlimited possibilities that the sounds of the language system offer.-
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importance he offered to musicality and his dedication to the idea of music in MR.
Palamas, who was fluent only in French, asked his very good friend Lily Zirini, who
lived for many years in Germany, to translate for him Schiller’s ‘Knight’ in Greek so he
could later translate it. However, this was not enough for him. He asked Lily to read the
original poem several times because he wanted to listen to the music of the German
poem. As far as the Italian translations were concerned, he would ask his daughter to
read the Italian ST aloud before he translated it. These facts prove that Palamas took
sound into serious consideration in his translations. If Lanson (1906) judged Etienne de
La Boétie’s translation “To Ka’ evdc” as not a translation but surely an echo, Palamas’

poems in MR are surely both translations and echoes of the foreign poems. *'°

315 A study on Palamas’ translations from other languages apart from French is important and requires a

separate detailed research
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Conclusion

This chapter explored the musical poetics of Palamas and the music in MR. It supported

the idea put forth by Mitsakis’ (1997), that the close connections between the arts of

poetry and music enlightens the study of poetry, in two different ways. Firstly,

regarding this thesis, implementing such a musical approach allowed us to interpret MR

on both its macrostructure level and its specific content. In effect this chapter combined

a theoretical level-analysis on music with a practical study on music to answer the

chapter’s core questions and targets. Secondly, insofar the musical composition of a

poem is an interpretation of that poem and insofar the manner in which musical

composition functions reveals the mystic operation of its internal structure and workings

(Mitsakis 1997), Palamas’ musical recreation of the STs (though is not exactly a

musical composition) enlightens the study and reading of these STs.

Music is important for Palamas both in his poetry and in his translations. MR is

arranged and structured around music. Music is evidenced in Palamas’ translation

practice, specifically in the undertaking of deviations in order to preserve the STs’

musicality or produce even more musicality in the TTs (through alliteration, assonance,

repetition and internal rhyme). Music is indirectly referenced in Palamas’ numerous

uses of musical terms in both the translated poems and in the introduction to MR (there

are a number of words that refer to music in many of Palamas’ translated poems: “nyoc,
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Bovloua, pelmdio, TpayovdIoTnS, TPOyoHoL, KiBdpa, LOVoIKY|, AAANTAG Kot avTiAaA0S”).

These terms are found scattered throughout both his poetry and his prose writings. The

contexts in which Palamas employs musical terms illuminates how he understands and

uses musical terms, and how music is defined in his thought. We can conclude that the

general meaning Palamas gives to music in his poetry coincides with how he uses the

term in his translations.

My study’s emphasis on the music of Palamas’ translations brings to the fore how

Palamas reads music itself in relation to poetry. I address the music Palamas knew, the

way that music functions thematically in his poetry, and Palamas’ set of textual and

paratextual practices brought about around and through music. It is in this sense that my

study both builds on and differs from past approaches to analyzing the importance of

music for Palamas. The examination of music in his translations is useful and

enlightening because it leads to conclusions both on the book MR itself but also for

Palamas' practice as a translator. Music is very important in MR and in Palamas’

practice as poet and as a translator- having as a priority the creation of an echo of the

STs’ musical sounds.
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Conclusions

This study of MR examines Palamas as an anthologist and verse translator. In that

context it also engages in a detailed and informative discussion on the nature of MR as

an anthology, on Palamas’ translation theory and on his relationship with music, always

taking into consideration his critical writings on each one of these topics. Hereby I will

provide the relation between Palamas’ theory and practice (comparison between

chapters 2, 3 and 4) while making a general evaluation of Palamas’ advantages and

weaknesses as a translator. I will also explain how his role as an anthologist affected his

role as a translation and conversely, something that proves the strong link between the

chapters of this Thesis. More importantly I will discuss the aftertaste of his translations-

what has the impact been to poets and translators after him but also to Palamas’ own

work, and finally highlight the overall contribution of this thesis. But first a brief

summary of the individual chapters takes place.

Chapter 1 describes Palamas’ attitude as an anthologist. He was quite

broadminded and radical as an anthologist. In the Preface to MR, Palamas did not

distinguish his self-presentation by outlining his working principles in the book, as

anthologists typically do. Rather, he stated his objective, to offer a piece of his lyric self,

and the factors that led him to begin translating. In the Preface, Palamas spoke not only
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as an anthologist but also as a literary critic commenting on several French poets and
informing the reader why he selected those specific poets and poems to translate.’'® He
also spoke as a theorist of translation, expressing some of his basic principles, and as a
theorist of literature (e.g. his opinion about originality, about the old and new in
literature). MR includes a range of nineteenth century European schools and
movements, and mainly major and minor French poets. Therefore, Palamas also acted
with his background in the history of European, and particularly, French literature.
From his poetic choices, we can understand his poetic sympathies. The literary schools
presented in MR reflected Palamas’ poetic ideology, and the fact that Palamas was a
significant literary critic affected his choice of poets and poems. MR then uncovers a
side of Palamas as a historian of his own history as a poet since his early years. It is,
then, both an anthology and a personal collection analogous with a commonplace book

or album.

As such, Palamas can be considered something between an anthologist and a
private collector. Additionally, what distinguishes Palamas from many other
anthologists, was how he cast himself as an author, inasmuch as he wrote all the
versions contained in the book. In other words, he was an anthologist of his own work

over a long career. Palamas also suggested the portrait of the anthologist as an artist,

31 For the contents of the Preface and its commentary, see section 1.2.
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particularly as a musician, for the way he structured the book revolves around music

(see Chapters 1 and 5).

Apart from discussing Palamas’ role as an anthologist, Chapter 1 describes the
nature of the book and confirms MR’s status as, in its own way, an anthology. In fact,
MR is an anthology in disguise as Palamas aspired MR to be a work that did not fall into
established literary genres but transcended them.’'” The variety and diversity of poets
from different European literary movements reflects their influence on Palamas’ own
poetry and confirms Karantonis’ (1971:30) statement that Palamas’ poetry was not
submissive to a particular poetic school Classicism, Romanticism, Parnassism,
Symbolism etc. As such, Palamas’ manipulation and choices of poets and poems that
formed him as a poet lends MR a retrospective character. However, MR does not
formally constitute a final valediction to poetry, because one year later Palamas

published Ilepdouara ka1 Xaipetiouoi and in 1935 O1 viyres tov @Pruiov.

Chapter 2 explores Palamas’ main principles of translation found scattered
throughout the sixteen volumes of his work. The chapter gathers and analyses his
theories in relation to modern translation theories. As a theorist, Palamas supported

something between faithful and free translations. In sum, he advocated for freedom with

317 This is what happens with the O Awdexdloyog rov I'dprov (1907) in which Palamas surmounts genres

(Tziovas: 2005).
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limits in translation. He believed that translations have a vivifying function and that

vividness is a sign of a good translation. This was the main reason he supported

translation into the Greek demotic language. He also believed that a prerequisite of a

successful translation was the temperamental affinity between the translator and the

author. Finally, he believed that the presence of a translator’s personal hue in his

translations was inevitable and added that this was beneficial for the ST. Palamas

approved the domestication strategy used by certain Greek translators but he was

against any excessive domestication practice.

As Chapter 3’s macro-analysis argues, Palamas was as innovative a translator as

he was a poet. His manipulation of the sonnet, the use of rhyme and the fifteen-syllable

reveal this conclusion. Palamas abolished the basic structure of the sonnet, which

distinctively consists of two quatrains and two tercets. He often diluted features of the

original poem and appeared more adventurous as a translator than as a poet regarding

rhyme, as most times he did not use rhyme although he knew that it was an

indispensable characteristic in sonnets. So Palamas renewed the poetic form of the STs

and renewed the Greek iambic fifteen-syllable with the innovations he implemented.

Chapter 4 described in more detail and on a micro-level basis conclusions on

Palamas’ practice as translator of five French poets, explored Palamas’ skills as a
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translator and his faithfulness on the micro-level. Palamas’ predilection for certain

mechanisms such as the use of compound words, alliteration, and internal rhyme is

obvious. Palamas was a very skilful translator insofar as he managed to maintain key

poetic characteristics of the STs. Also, the micro-level analysis revealed that there are

differences in the way Palamas translated each poet. We see that Palamas treated each

poet in a different way. For example, in Verlaine’s translations he employs more

musical elements than in his translations from Hugo. In Lerberghe’s translations

enjambments are scarcely found compared to translations of the other French poets.

Also, he manages to transfer the “sculptured form and solid content of Leconte de

Lisle’s poetry and the directness of approach in his verse to well-difined objects and

rhythms” (Levi 1992-1994:683) on the one hand and the philosophical character of

Prudhomme’s poems on the other hand. Thus, he had the ability to recognise the

specific character of each poet and render it in Greek. Even the poems from the same

poets were treated in a different way (e.g. the poem “La vie de loin” has alliterations

and Palamas creates them in his translation, whereas alliterations do not appear in his

other translations from Prudhomme). In other words, he did not flatten all STs and did

not translate them in the same manner; rather, he adjusted his translations accordingly.

A good translator always respects the ST, and Palamas respected each poem’s special

features and was creative, while implementing stylistic choices of which he was fond in
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his own poems (e.g. the creation of compound words). *'®

Finally, chapter 5 explores Palamas’ capacity as a lyrical and musical poet. This

chapter also examines Palamas’ views on the relation between music and poetry and

how music was important for poetry. It employs a macro- and micro- level analysis to

offer an empiricist model that allows some generalisations on Palamas’ implementation

of various means and mechanisms to create musicality in his verse and melodious

translated poems. The chapter identifies not only his musical practice during translation

but also the musical features of the book as a whole. MR has the most poetically

effective order, unity and structure often modelled on an analogous musical one

(especially with the use of mottoes as the musical key). Palamas was not only an author

but also an editor. His role as anthologist was not to compile but to compose. This

confirms that music was Palamas’ highest priority as a poet and a translator. The

concluding poem, written by Palamas “AaAntg kot Avtidaroc,” summarises the ethos

of his translation practice: the creation of an echo of the sound of the ST. In other

words, Palamas reset and rearranged the music of the foreign poems through his verse

translations. The title «Zavatovicpuévn Movown» best characterises this view in his

anthology.

318 For creativity and translation see Leuven-Zwart (1991:91)
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Palamas’ translation practice on both macro- and micro- levels (Chapters 3 and 4),

prove that his principles (Chapter 2) were generally in line with his translation practice.

Specifically, in the comparative analysis of Chapter 4, we saw that Palamas managed to

create vividness in his translations by implementing several translation mechanisms.

The many references in Chapter 4 of the similarities of the STs in relation to Palamas’

own poems indicates that Palamas had an affinity with the poets he translated, which

existed both on the level of spirit and temperament and on the level of poetic art.

Palamas’ views on language in verse translations were put into practice in his own

translation activity: Chapter 4 concludes that Palamas’ theoretical support for the

demotic language was reflected in his translation practice. While Palamas largely

employed the demotic, his persistence is justified by his aim to acclimatise his

translations into the home system and prove the capacities of the demotic as a literary

language that could cope with the multiplicities of foreign ideas. His preference for the

use of the fifteen-syllable, the national Greek verse, also indicates an effort to bring the

poems he translated into the Greek culture. For the same reason, he adopted many

characteristics of Greek folk songs in his translations.

Palamas was, then, following a domestication strategy. But he avoids the

accusation of over-domestication. On the one hand, his use of the demotic and some
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folkloric elements had the scope of acclimatisation of the ST and according to the
Skopos Theory (see introduction) the scope of each translator must be respected.’'’
Additionally, Greek is a minor language, so the perceived violence, which, in Venuti’s
view, English exerts over other languages, does not exist. Moreover, the fifteen-syllable
is the equivalent of the French Alexandrine in which most of the STs were written, so
he cannot be accused for using it. In other words, what Palamas wrote in his theories on
domestication and the translator’s presence was in accordance with his own translation
practice. On the other hand, Palamas kept some elements of the foreign poems in his
translations, signifying that he respected the foreign characteristics of the STs. For
example, he introduced words as they were in the ST, such as the word “Dea” in the
translation “Ave Dea” by Hugo. This was a foreignisation strategy. In conclusion, we
cannot simply categorise Palamas’ strategy as either domesticating/naturalizing or
foreignising. Hence, the use of Venuti’s terminology proves inadequate for Palamas’
description as translator (for more reasons see discussion in the conclusion of chapter

4).

The term Palamisation can, however, be employed in describing his practice.**’

Palamas’ presence is obvious in his translations; in his opinion, the presence of the

1% However, the Scopos theory can be challenged because if the scope of every translator is legitimate,
then the fidelity towards the ST is jeopardised.

320 Chourmouzios (1960) was the first to note that.
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translator in the TT was acceptable and unavoidable for all translators. His translations

remind us of the translator to the point that we might readily take them for his own

321 While we cannot accuse him of

poems and reflected his personality as a poet.
overdomestication, we can argue that some of the translations go too far in the direction
of Palamisation. Palamas admitted in the introduction to MR that he himself emerged
much more than the authors of the translated poems. In some cases, his presence

overshadowed the original author—particularly in the vocabulary he used—giving the

impression that the TTs were his original poems and not translations.

Palamas’ translation practice, what we have called Palamisation, contrasts with

his translation theories, as he himself negatively criticised Alexandros Soutsos for

promiscuously personalising the language of his translations. Hence, not all his

theoretical views conformed to his translation practice. A second practical issue which

did not reflect his translation theories is that of fidelity. While in theory he advocated

for freedom with limits, in practice he was a quite faithful translator. In other words,

Palamas in his practice as a translator was more conservative than as a theorist where he

remained more open and daring. Palamas was faithful on the level of both word and

sense. His translations then can be categorised as “translation proper” that includes the

meaning of fidelity to the word and to sense. Though too broad to be of much use, the

321 However, there are wake of elements that are translations. Palamas does not hide the poet who

created them.
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term “rewriting” is another term that perhaps best covers what Palamas is doing, and is
in a way closest in spirit to the title of his volume. Tsoutsoura (1997:378) uses
Berman’s terms and evaluates Palamas’ translation practice as interpretative, that is a
category of translations which combines free with literalness. According to their degree
of fidelity, Palamas’ translations are not “beautiful infidels” nor “imitations”. However I
believe that any attempt to put any translation under these categories is vague so I use
the terms here in order to light the discussion on Palamas’ translations description.
Palamas transferred the meaning of the ST while remaining as faithful as possible to the
letter. What beauty he lost in some places, he added to others. When he faced the
dilemma between maintaining the meaning of a word and its sound he chose the latter, a
fact that demonstrates that sound was Palamas’ most important element, as his priority
was the reproduction of the musicality of the poem. Even if his first aim was the
preservation of the music of a poem, he did not severely sacrifice the meaning of the
ST, so as to be considered a free translator. Rather, he gave the impression that he
stayed faithful to the sense.’*? This said, Palamas’ verse translations are not “deviant”,

. . . . 2
neither “irrelevant” but can be considered “analogical”.’**

As for the quality of his translations, Palamas meets the requirement of how a

322 For example, in some translations, for Palamas to get his rhymes and consequently augment the

musicality of the poem, he sacrificed the vocabulary, which for him is not as important as maintaining the
rhyme.

323 For the definition of these terms see the Introduction.
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good translation should be according to Bassnett (1980:97): "a translation of a poem
should be at all events another poem". His translations remained poems, which is the
highest achievement for a translator of verse translation (see also the Introduction, b.
aims and purposes). Though they were poems that look as if they were written by
Palamas, he informed the reader about the source of the poem, demonstrating his ethical
attitude towards the poems he translated.’** However, according to Robinson's
(2012:26) comments: "The aspirant translation could be poetry, but it wouldn't be so in
its character as a translation. [...] Though poetry has been achieved, as it were, the
contribution of translation as an activity has dropped out of the equation." Nevertheless
this is not the case with Palamas' translations because Palamas recreates these works as
poems in their own right in Greek, yet these poems invite comparison with their
originals. The fact that there are no signs that these poems are translations into Greek
does not mean that Palamas creates poems that are free translations. Palamas relies on
the original as its ground plan and he faithfully approximates the STs' poetic

characteristics as we have proved in the micro-level analysis (chapter 4).

For Lefevere (1975) the reason for most translators’ failure is that they focus their
attention to only one side of the ST and not to all its set of features. That is why

different translations of the same poem can succeed what one translation cannot do

324 palamas puts the name of the author before the translation and the date of translation under the

translation. However, he is not always consistent in engaging in this practice.
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alone videlicet to bring out different sides of the same poem (Gontcharenco 1985,

Trahan 1988, Holmes 1988, Connolly 1998). Therefore, the assessment of a translation

must be based according to how far the translator remained consistent on his translation

targets and how far did he managed to meet those targets (Connolly 1998). Connolly

(1998) adds that every target of a translator must be accepted inasmuch it is posed

clearly at the beginning. For Palamas the highest translation target is the preservation or

augmentation of musicality. I say the “highest” target because it is not the only one.

Palamas works in a very detailed technical way in order to put the words together in

such a way as to transfer not only the sound of the ST but also its form, meaning, style

and emotion in the most faithful way. And he sufficiently succeeds it as I tried to

present in the present thesis.

I have argued that to view Palamas as an anthologist gives insight into his aims

and practice as a translator. For example, my examination of Palamas as a translator

unveiled the importance of his musical poetics to his translation practice, but the point

extends further: as I argue in chapter 1, indeed music plays a great role in the

arrangement of MR (see especially my discussion on mottoes) and on its selection of

poets and poems. Again, to see Palamas as an anthologist is to give insight into how he

chooses to translate the poems of poets he has an affinity with. This affinity is clear in

his practice as a translator too, as we deduce from the similarities between the STs and
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his original work and his deep understanding of the STs’ poetic structure and devices

which he seeks to reproduce in his TTs (see micro-level analysis).

We may add that the selection of poets is also influenced by Palamas’ love for

Greece (he is drawn to poems with Greek themes) and this is something that is

confirmed by his translation practice because Palamas as a translator tries to paint the

biggest part of the ST with a Greek color through his translations (see my discussion of

domestication). Finally Palamas as an anthologist is influenced by his demoticist

position during the Language Question as this influences him on his selection of poets.

That is why he chooses Mistral for example, as I mentioned in chapter 1. So Palamas is

to be seen as an anthologist and a translator together.

This point has implications for the study (beyond the compass of this thesis): the

nature of Palamas as an anthologist and translator affects his own poems. I have tried to

note some points of intertextuality between his translations with his own poetry in the

micro-level analysis but beyond intertextuality there are other examples of influence.

One example is Tsoutsoura (1997:381) postulates that verses of his translations were

verbatim incorporated in his original poems:

000V a@opd 1dwiteEPO OTOL TOMTIKA KEIPUEVO Ol GLVOVTNGELS OVTEG GAAOTE

nepropilovtar o €va Cavartoviouévo mOMUO. Kol OAAOTE GUUTLKVMVOVTOL GE
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évay Kol LOVo GTiY0 TOL EVGOUOTOVETOL S0 MPLOTH GTNV TPOTOTLNN ToiNoM
TOV, SLOTNPAOVTOAG TNV KPLEY| EKPPUCTIKY] EVAPYEWD HOG GAANG YADGGOS, £VOG
dAAov ypdvov.

Also, the selection of some of his translations worked as a source of inspiration for the

creation of some of his original poems (for example, Palamas translated “Ta yép1a” in

1928 and then wrote a poem with the same title in [lepdouoro xou

youpetiopot 1931:320). Another kind of influence is that, through his translations

Palamas attempts to renew the Greek iambic fifteen-syllable and this renewal passed in

his own work.*?

Moreover, his preoccupation with reproducing the musicality of the
STs into the TTs augmented the creation of musicality in his poetry afterwards:
Iepaouara kou youpetiouoi (1931) and especially Or viyres tov Drnuiov (1935) were
characterized by the bold presence of music. These are examples of how Palamas’
translations played an important role and influenced his poetic oeuvre but this is a topic
that requires further research study. Another topic for future investigation derived from
this thesis is the influence of each of these foreign poets on Palamas’ oeuvre, especially
the role of Sully Prudhomme in his life and poetry. Furthermore, the influence of

European movements in Palamas’ work needs to be investigated, apart from

Parnassianism that Politou-Marmarinou examined. And there are other more themes for

323 For examples see the Thesis by Parides (2014).
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investigation like the study and role of Palamas’ intralingual translations for example

"B’O vpmiévikoc" by Pindar.

Palamas’ translation activity affected not only his own poetry but also the work

of other poets and translators. As Tsoutsoura (1997:379) states:

pHe To AemtaicOnTo OLOKEWEVIKO TOLYVIOl amd TOANIOTEPES HOPQOES TNG VENS
eEMNVIKNG YA®Goag otn Dloyépo tov Booiind ko pe v «Koaoolavny tov
Bopov avolyet 1o dpopo peArovtikd yio tov Xe@épn kot tov EAvtn. H momtun
CEKUETAALELCT TNG OLPOVIKOTNTAG TNG EAAMNVIKNG YAMOGCOS OMOOEIKVIETOL

€161 ®G 1 TAOLGLOTEPT UAAAOV PAEPO TNG VEOTEPNG ONOVPYING.

MR is perhaps the first freestanding book of translations by a major Modern Greek poet,
and in that it influences Seferis’ Metaypapés and Elytis’ Asvtepn [papn. Not only as a
translator but also as an anthologist he influenced Seferis and Elytis, because of his
choice of title: The title Eavarovicpuévn Movown affected Seferis and Elytis in

choosing the title of their collection of verse translations (Karandonis 1982).%%°

This influence of Palamas as an anthologist and translator was limited, but its
example remains important, as [ have argued. This thesis is the first study on Palamas as
a translator and the first study on Palamas as an anthologist. It is also the first study on

MR as an anthology, a point that had been almost ignored. In particular, the thesis is the

326 See quotation 30 of this thesis
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first study to examine Palamas' translation theory and practice together (the most

detailed study, by Tsoutsoura (1997), discusses only one verse translation). No less

importantly, it confirmed the importance of music in poetry for Palamas, showed the

role of music on his translations and poetry in theory and developed how music is

applied in practice on his (translated) poetry for the first time in such a detailed way.

In that respect, this thesis is an exercise in literary history from two aspects: first

because it deals with theories of translations and challenges some of them i.e.

domestication. Second, because it deals with the literature both in Modern Greece and

also in Europe especially France. Palamas’ abilities were sketched: as critic and above

all a poet-translator alert to the music of poetry. It also sketches Palamas as a poet: “To

GUVOAO TMV UETOPPAGE®V TOL £ival KaBPEPTNES TOL AVTOVOKAL TO £€pYO TOL 1010V TOV

momtn Hog kot to eotilel kabapd o OAeg Tov T mTLYES» (Papantsonis 1943:277) and

“Efvor 60otdg kabpéptng g 1010¢ ™¢ Wuyng tov momt pog (ibid:276)”. These are

apparent especially from the selection of the poets and poems and the Preface to the

book as I argued in chapter 1. The study of Palamas’ verse translations shows us his

reaction to other European poets, it confirms Palamas’ influences by various poets and

movements. The dates written after each poem show that “o ITalapdg dev mepropileton

otV MoKIAMa TG ocvyypoviag, aAld exteivetan emiong kot ot dwypovia” (Tsoutsoura

1997:379).
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As Tsoutsoura (1997:379) notes: «XoapaKTnpioTiKOG TNG UETOPPUGTIKNG

dpactnpromrag tov Ilodopud eivor o tpdémoOg pe tov omoio, Oxl HOVOV EVTAGGEL TN

LETAQPOCT OTNV TPMOTOTLAN TOINGY| TOL, OAAL KOl TOV HETOPPOUCTIKO TPOPANLATIGHO

otV kptikn tov.” Palamas was interested and informed about the translation theories

of poets, writers and translators at the time when there was not a developed translation

theory in Greece. As I argued in chapter 2 his opinions were advanced and a big number

of them converge very much with those of modern theorists. MR gives a vivid sense of

Palamas’ personality as a translator but also as an anthologist and critic.
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Appendix 2

THE POETS IN THE BOOK MR |NUMBER OF POEMS IN MR
Hugo 11
Gautier 1
De L'Isle- Adam 1
Baudelaire 2
De Lisle 5
Mistral 1
Prudhomme 30
Verlaine 5
Moréas 1
Regnier 2
De Noailles 2
Verhaeren 3
Van Lerberghe 5
Pomairoles 1
Angellier 2
Noél 1
Heine 1
Carducci 1
D'Annuzio 1
Graf 1
Pascoli 4
Dresden 1
Schiller 1
Heine 2
Maeterlinck 1
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D' Annunzio

De Regnier

Oscar 11

Baudry

Mistral

Psichari

Rilke

TOTAL NUMBER: 32

TOTAL NUMBER: 98
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Appendix 3

Sonnets in which the limits of the stanzas

exist — traditional dinstinction

Sonnets in which the limits of the

stanzas do not exist — new

dinstinction

AVE, DEA page 219 (1927) 4str. 15syllable

AYTO TO BPAAY 252 A4str.
15syllable

OI EEZKEITAXTEZX 259 4str. 15syllable

H TEXNH AYTPQMOX 278
Istr 15syllable

ENAX ANGOPQITAKOZ 269 (1919) 4str.
15syllable

H ZOH ATIO MAKPIA 279 Istr
15syllable

>TOYZX IIOIHTEX TIOY GAP®OYN 281
Istr. 15syllable

O AOAODPONHMENOX
EPQTAX 280 1str 15syllable

H ®IAOZOODIA 282 (1919) 1str.15syllable

O ZENOZ 286 1str 15syllable

EPQTEX THX I'HX 283 1str.15syllable

OOINOITIQPINH AYIIH 288
Istr 15syllable

OI ATIIXTOI 284 (1919) 1srt.15syllable

[IOY ITANE; 289 Istr 15syllable

TO ITAAEMA 285 1str 15syllable

TA OTEPA 287 (1919) Istr 15syllable

XTON IIO®O0 290 (1917) 4str. NO

TO TIAIAI TIOY TEGAINEI 291 Istr.
15syllable

H TPEAH 292 Istr.15syllable
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H XAPA 293 1str.15syllable

YE KAKOZTPQMENA MONOITATIA 309
(1916) 4str. NO

TA ®TEPA 343 4str. NO

H XQPA TIOY TENNHOHKA 367 (1909)
the oldest. 4str. NO

STIXOI KATA TON AINE II 391 (1882)
the oldest. 4 str. NO

OTAN EIMOYNA BAZXIAIAX 408 (1910)
4str. fifteen-syllable- the oldest in fifteen-
syllable
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Appendix 5

Translated sonnets in which there is rhyme The kind of rhyme that
exists

Ave Dea (1927) fifteen-syllable aabb/ccdd//efe/fgg

Ytov I16600 (1917) without fifteen-syllable -a-a/-b-b//-cc/-dd *

Ye «Koakootpopéva povomdtio (1916) without | abc/bac//ddee/ffgg
fifteen-syllable

Ta @tepd (----) without fifteen-syllable -a-a/bcbce//-dd/-ee

H yopa mov yevwnOnka (1909) without fifteen- | abba/abba//cde/cde
syllable

Ytiyor xota tov Aive (1882) without fifteen- | abba/cddc//effe/gg
syllable

Otav gipovva Bacimds. (1910) fifteen-syllable aabb/ccdd//eef/ggf

*where there is the symbol — it means that the verse does not rhymes with any other

verse
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Appendix 6

TITLE * ORIGINAL POEM TRANSLATED
POEM

ENAY ANOPQITAKOX Sonnet 4 stanzas | Sonnet 4 stanzas
distinguished (D), 14 | distinguished (D), 14

verses verses
O AIIIZTOX 1031
AEIAIAZMA 5 stanzas, 20 verses 5 stanzas, 20 verses

TA KAPABIA KAI OI|1651

KOYNIEX

®EOX AN EIMOYN 3 stanzas, 12 verses 3 stanzas, 12 verses
TO PATTEMENO | 13 1

ANGOOI'YAAI

H QPA TIOY EIXAI 104 1

EAQ KATOY 3 stanzas, 12 verses 3 stanzas, 12 verses
TO IAANIKO 46 1

H TEXNH AYTPQMOZ 182

H ZQH AIIO MAKPYA | --———--

O AOAOOONHMENOX | 545

EPQTAX

XTOYX IIOIHTEX IIOY | Sonnet D Sonnet ND
OAPOOYN

H OIAOZOOIA 615

EPQTEX THX I'HX 853

OI AITIZXTOI Sonnet D Sonnet ND

TO ITAAEMA Sonnet D Sonnet ND
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O EENOX Sonnet D Sonnet ND

TA ®TEPA 452

OOINOITIQPINH AYTIH Sonnet D Sonnet ND

I[IOY IMANE; | --—--

XTON ITO®O Sonnet D Sonnet D

TO ITAIAI I[IOY | 462

I[TE®AINEI

H TPEAH Sonnet D Sonnet ND

H XAPA Sonnet D Sonnet ND

AN HEEPEX... 63

EPQTOI'EPMA 6 stanzas, 24 verses 6 stanzas, 24 verses
OI AAYZIAEX 4 stanzas, 16 verses 4 stanzas, 16 verses
YTHN AIQNIOTHTA

TA XAIAIA 186 2

* Only poems by Prudhomme are included
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Appendix 7

Sonnets in which the limits of the
stanzas exist — traditional

dinstinction

Sonnets in which the limits of the

stanzas do not exist — new dinstinction

AVE, DEA page 219 AYTO TO BPAAY 252
OI ZEEXKEITAXTEX 259 H TEXNH AYTPQMOZX 278
ENAX ANOGPQITAKOZX 269 H ZQH AITO MAKPIA 279

XTOYX [TOIHTEX 13(0)'4
OAPOOYN 281

O AOAOPONHMENOX EPQTAX 280

H OIAOZOODIA 282

O ZENOX 286

EPQTEX THX I'HX 283

OOINOIIQPINH AYIIH 288

OI AITIXTOI 284

[TOY ITANE; 289

TO ITAAEMA 285

TA ®TEPA 287

XTON I1O®O 290

TO ITAIAT TIOY IIE®AINEI 291

H TPEAH 292

H XAPA 293
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2E KAKOXTPQMENA
MONOITATIA 309

TA ®TEPA 343

H XQPA I1IOY TENNHO®HKA 367

ITIXOI KATA TON AINE II 391

OTAN EIMOYNA BAXIAIAX 408
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Appendix 8

Translated sonnets whose single verses syntactically separate

1. AYTO TO BPAAY 252 9. XTOYZ IIOIHTEXZ IIOY GAPOOYN
281

2. ENAYX ANOPQITAKOZX 269 10. TA ®TEPA 287

3. HTEXNH AYTPQMOZX 278 11. H XAPA 293

4. H ZQH AIIO MAKPIA 279 12. 2E KAKOXTPQMENA
MONOITATIA 309

5. 0] AOAOOONHMENOX | 13. TA ®TEPA 343

EPQTAX 280
6. O ZEENOZX 286 14. H XQPA TIOY 'ENNH®HKA 367
7. OOINOIIQPINH AYIIH 288 15. OTAN EIMOYNA BAXIAIAX 408

8. IIOY ITANE; 289
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Appendix 9

Translated sonnets where the stanzas are separated with space

1. Ave, Dea

2 Avto to Bpdidr 252

3 O1 &eokémaoteg

4. L& KOKOOTPOUEVO LLOVOTTATLOL

5. 2Xtov 1600

6. Evag avBpwmdikog 269

7. Ta @tepa

8. H yopa mov yevvnOnka

9. Ztiyor katd tov Aive 11

10. Otav gipovv Bactiibeg

*where there is the symbol — it means that the verse does not rimes with any other verse
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Appendix 10

Yarrer 231 366 "Hyovg 231 nyoroydet 231 297
Avpa 235, 328 337 Andovia 243

Pipo 243 Movocikoi 243

"Yuvovg 252, 257, 279, 288, 335 Movca 252 316

Movétovo 288 [Mwokoraro 288 366
Mehwdwo 297 PvOudg 297 318 pubuikd 365
Tourava 316 K@dpa 316

Appoviké 316 droyépa 328

201 LOVOIKNG-Y0poL 365 povown 329 334

Tpayovdt tpayovdd 226, 227, 235, 249, 255-257,

265, 281,288,316 318 335 337 344
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