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SHORT ABSTRACT

This thesis explores the trajectory of James Joyce’s Ulysses in Greece by examining events of critical
reception and translation. Drawing from theoretical models of world literature such as those suggested
by Pascale Casanova (2004), Franco Moretti (2000), and David Porter (2011), this thesis proposes an
alternative view of Joyce’s reception focusing on its more fluid dynamics. Considering also the
arguments of Francesca Orsini (2015), this thesis examines the practices through which circulation
and dissemination are achieved to discuss peripheral modernism, modernist translation, and reading
Joyce in the periphery. By examining acts of translation and critical responses, I argue that the
circulation of Ulhsses in Greece is achieved through strategies characterized by what I call
‘unfinishingness’: the text is received through readings and translations that do not hide—and often
thematize—their unfinishedness. At the same time, these readings correspond to broader issues and
debates of the Greek literary space.

Responding to local debates about interior monologue and modernist writing practices, the
early readings of the novel consist of fragmentary translations, short notes, and articles in the 1930s-
1950s. In the 1960s-1980s, Manto Aravantinou, a poet and translator, shifts the focus to issues of
archive and transnational authorship through her critical work on Joyce’s Greek notes. Finally, the
three existing full-length translations (1969-1976, 1990, 2014) foreground the translator’s struggle and
raise issues of translation theory and discourse. Each response introduces modes of reading Ulysses
such as the fragmentary, the weird, the agonistic, and the prismatic, that are directly linked to the
unfinishing and the peripheral. The Greek trajectory of Ulysses can show us, I suggest, how productive
peripheral responses can become as they lead, not only to new modes of reading the novel, but also

to revisiting the issue of Joyce in the periphery and in translation.



LONGER ABSTRACT

The Reception of James Joyce’s “Ulysses’ in Greece explores the work of James Joyce in Greece with a focus
on Ulysses by examining events of critical reception and translation. Focusing on responses of criticism
and translation throughout the trajectory of Ulysses in Greece, I use this material to discuss modernist
translation in the periphery, Joyce in the periphery, as well as peripheral modernism in world literature.
Exploring Joyce in relation to world literature, Eric Bulson underlined the need to bridge the gap
between Joyce studies and world literature studies suggesting that ‘a globalizing approach to Joyce
might actually change how we read, study and teach him’ (2009, 137). In the last few decades, a
significant number of works have explored Joyce in other literatures such as Transcultural Joyce (ed. by
Karen Lawrence, 1998), The Reception of James Joyce in Europe (ed. by Geert Lernout and Wim van Mierlo,
2004), as well as Joyce in translation (Joyee’s Dislocutions: Essays on Reading as Translation, 1984,
Retranslating Joyce for the 217 Century, 2020), the latter topic being now considered almost a separate sub-
field in Joyce studies. Nevertheless, the gap between Joyce studies and world literature, especially
regarding peripheral literary spaces remains. Moreover, the concept of periphery in world literature is
often referred to as uniform and encompassing all non-central literary spaces without considering the
specificities of each space. By focusing on the trajectory of Joyce’s Ulysses in Greece, this thesis seeks
not only to contribute to the discussion about Joyce in the world and the transnational connections
of his work, but also to examine how Joyce’s work is read and translated in the Greek context
specifically and what that can tell us about Greece as a peripheral and minor literary space, its response
to modernism, and the practice of translation. The Greek trajectory of Ulysses can show us, I suggest,
how productive peripheral responses to Ulysses can become as they lead, not only to new modes of

reading the novel, but also to revisiting the issue of Joyce in the periphery and in translation.
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Focusing on Ulsses as the text by Joyce which raised the most responses in the Greek literary
space, this thesis shows that there is an underlying continuity throughout the Irish writet’s trajectory
in Greece which is expressed by a recurrent revisiting and a constant return to the text. In this thesis,
I argue that the circulation of Ulsses in Greece is achieved through strategies characterized by what I
call ‘unfinishingness’ the text is received through readings and translations that do not hide—and
often thematize—their unfinishedness. It is as if the text is characterized by an openness and provokes
recurrent attempts for translation and criticism which, however, constantly invite further responses.
These readings and translations correspond to bigger issues and debates of the Greek literary scene,
while also allowing a discussion of the issue of Joyce and modernism in Greece and in the periphery.

Drawing from theoretical models suggested by contemporary critics such as Pascale Casanova
(2004), Franco Moretti (2000), and David Porter (2011), this thesis proposes an alternative view of
Joyce’s reception in Greece focusing on its more fluid dynamics. Considering also David Damrosch’s
emphasis on literary circulation, transmission, and production (2003), this thesis focuses on the
specific processes and, therefore on events of translation and critical reading instead of influences and
intertextual links. At the same time, this thesis considers Francesca Orsini’s arguments about
‘multilingual locals’ and the significance of analyzing the practices through which circulation and
translation are achieved as well as her conceptualization of literature as an ‘archive’ and not only as a
‘current state of play’ (2015). Apart from concepts expressing the fluid dynamics of the Greek
reception of Joyce such as world literature, trajectory, center, and periphery, I also draw from Roland Barthes’s
literary ontology (1971) by considering the text in its ‘writerly’ form. Focusing on Ulsses in Greece, a
modernist text in a peripheral literary space, as a constantly reworked field, this thesis examines
fragmentary translations, unfinished projects, and collaborative efforts in tandem with full-length
translations and critical works, which reveal an inherent continuity in the Greek trajectory of Ulysses.

Instead of adhering to a strictly chronological order of events or temporal divisions, this thesis analyzes
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responses and the reactions that they trigger, the practices that they involve, and how they correspond
to local debates. Through close reading of these responses, or what Sophie Corser has termed ‘reading
reading’ (2022), as well as comparison of translations, I argue that, throughout its Greek trajectory,
Ulysses is approached through practices which respond to the openness of the text by highlighting and
thematizing it. Such practices develop modes of reading that are fragmentary, weird, prismatic, and
agonistic, responding to the challenges of reading and translating Joyce’s novel in a Greek and,
therefore, a peripheral context. At the same time, they allow a reconsideration of conceptualizations
of periphery as they highlight the specificities of Greece as a peripheral literary space.

The first chapter explores the early fragmentary translations of Ulysses and the first short notes
and critical pieces that appeared in the experimental journals To 3’ udr [To Trito marz] (1935-1937) and
Koyhiag [Kochlias| (1945-1948) during the period in the 1930s and 1940s. Responding to ongoing
debates about interior monologue as a modernist writing practice which led to questions about the
novel genre and its evolution in modernism, translated passages of Ulysses accompanied by brief notes
or commentaries seek to introduce Joyce’s novel to the Greek literary space by focusing on its formal
aspects. The first translated passage from Ulysses appeared in To 3’ udr in 1936 by Takis Papatsonis as
part of an introduction to interior monologue which included also a translation of a passage from
Edouard Dujardin’s Les lauriers sont conpés (1887). Two more passages, which appeared in KoyAiag (1945,
1946) and were translated by the members of the journal, foregrounded collaborative translation
practices while the notes that accompanied them discussed Joyce in relation to literary history and
contemporary artistic movements. Finally, an article published in KoyAiag (1947) by poet Zoi Karelli,
as well as a lecture by her brother, Nikos G. Pentzikis, which was published in Moppéc (1951), are the
first critical texts that venture interpretations of Joyce’s novel by looking at themes and characters,
and focusing on Joyce’s writing of the self and his identity as a writer. These eatly translations were

meant to work as examples, and were thus fragmentary, promoting, however, the idea that the text
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itself can generate unfinishing examples of a new literary sensibility. The fragmentary way in which
Ulysses is translated and circulated in To 3° udn and KoyAiag shows that Joyce’s novel is part of strategies
employed by the two journals, and the literary groups behind those journals, to establish themselves
by creating a literary and translational tradition. Moreover, in these early readings, Joyce’s Ulysses
becomes a key text through which the different expressions of modernism between the literary circles
of Athens and Thessaloniki can be examined.

The second chapter examines the work of Manto Aravantinou, a poet, translator, and scholar
who, inspired by Richard Ellmann, and Hélene Cixous, conducted research in the ‘Greek notes’, which
Joyce kept while learning modern Greek in Zurich (1916-1917). These notes comprise a small part of
the Joyce archive and are included in the Zurich notebooks (1915-1919). Working in counterpoint to
the negative reviews which have accused Aravantinou of misreading, appropriation, and
misinterpretation, the chapter aims to provide a more positive and productive reading of her
monograph, Ta eMyvixd tov Tlainus T¢ovs (1977). 1 argue that Aravantinou’s approach of the Greek
part of Joyce’s archive brings to the fore Joyce’s writing practice and considers the note as a productive
space of meaning, while her research in Joyce’s Greek acquaintances aims to propose a reading of the
Irish writer through his transnational connections and multilingualism. Focusing on that small and
underexplored part of the Joyce archive that are the ‘Greek notes’ and adopting a peripheral viewpoint,
Aravantinou develops new, non-normative, ‘weird’ modalities of reading Joyce and Ulusses in the
periphery.

The third chapter turns to the three existing full-length translations of Ulsses into Greek and
the discourse around them as an example of struggle with Joyce’s writing, modernism, and language.
The first full-length translation by Leonidas Nikolouzos and Yannis Thomopoulos appeared in
serialized volumes in 1969-1976, during and after the dictatorship, by Pairidis publications, a marginal

press. Ulysses became more widely known in Greece with its second translation, this time by Sokratis



Kapsaskis (1990), which received a European award but also caused considerable controversy. The
third translation appeared more recently (2014) drawing from the now standardized Gabler edition
and including footnotes. At the same time, work by Aris Marangopoulos such as Ulysses: Oonyog
Avdyvwone [Odigos Anagnosis) (2001; 2010; 2022, first published in 1995 as Ulysses. Odnpiec mpog
vavtiMouévovs: ematpépovrag arov Odvacéa tov Tlainuc Tovs [Ulysses. Odigies pros naftillomenons: epistrefontas
ston Odyssea toun T'zaiems T30ys] provides a critical reading of Joyce along with translated passages and
sources. Drawing from recent theorizations of prismatic translation and translators’ reactions to it
(Reynolds 2019), in this chapter I explore the concept of prismatic agon in relation to the three full-
length Greek translations of Ulusses. I focus extensively on Kapsaskis’s translation (1990), gloss the
way in which he frames his work with an apologetic account of his practice, and discuss the reviews
that followed. The controversy over Kapsaskis’s version of Ulysses focused more on broader issues
such as the role of literary translation in Greek literature and the ethics of translating rather than the
text itself or the study of Joyce in Greece. In this chapter I use prismatic agon (Reynolds 2019) as a
productive concept through which to approach the three full-length translations which have
traditionally been considered inadequate, arguing instead that they foreground an inherent multiplicity
of literary language. Moreover, this chapter explores how translating Ulysses into Greek becomes an
opportunity for theorization of translation, for developing a relevant discourse, but also for
considering the contribution of translation practices to the formation of national literature.

This thesis provides a reconsideration of certain forgotten and neglected events as well as non-
canonical writers of modern Greek literature. First, although the marginal journals To 3° udr and
Koyhiag have been studied extensively, the specifics of their contents related to Ulysses, a key text for
both publications, are often overlooked. Through the lens of how they published and presented
Ulysses, I have tried to provide a closer look on certain aspects of the journals’ structure and content.

At the same time, the debate over the differences between the Athenian circle of the Generation of

vi



the Thirties and the School of Thessaloniki is revisited with a focus on the translational and critical
work produced in Thessaloniki. Another aspect of the originality of this thesis lies in the examination
of its material, specifically in revisiting Manto Aravantinou’s pioneering work on Joyce which has been
largely overlooked. Finally, the first translation of Ulysses into Greek is brought to the fore as an event
which can be considered as a product of its time, and alongside the other two translations. This thesis,
therefore, shifts the focus to minor writers, small groups and projects, and the periphery of modern
Greek literature.

Instead of looking at influences and intertextual links, this thesis draws attention to translation
and critical reception as practices which form the reading of Joyce in the Greek literary space. By
considering the conditions under which each response was produced, and the agents involved, this
thesis develops readings of translations and critical reception of Ulsses in Greece. In that way, it brings
to light work that has been ignored by scholarship such as Aravantinou’s studies on Joyce and
translations, or the first full-length translation by Leonidas Nikolouzos and Yannis Thomopoulos
(1969-1976). Instead of providing an account, this thesis discusses the modes of reading Ulysses which
are developed through constant responses and re-readings of the text, positioning, at the same time,
the Greek Joyce reception within the broader context of peripheral modernism. Rather than reception
studies offering a framework to talk about translation, it is through translation studies, comparative
literature, and world literature that I address the reception of Joyce’s Ulysses in Greece. Finally, showing
that Joyce reception in Greece is formed by translation as a way of reading, this thesis aims to
contribute to the broader discussion of modernist translation in peripheral spaces, and to introduce a

fresh perspective to the developing conversation around Joyce and world literature.

vii



viii



Table of Contents

ACKNOWLEDGMENTS ...ttt 1
ABBREVIATIONS ..ot 4
INTRODUCTTION ...ttt 6
A GREEK NOTE ON JOYCE ..ottt ssssssesssssassssssassssssassesssssssssssssessssssssssssessssssnes 6
STRUCTURE OF THE THESIS ..ottt sttt sssssssssenons 12
WHY ULYSSES? JOYCE STUDIES IN GREECE ....cucuiiiiiiiiiiiiiiiiiiscssesessssssssssssssssssssssssssssssssans 15
READING, TRANSLATING, RETURNING: ‘UNFINISHING’ ULYSSES? .ccovevierieeieiienreereereereeeeeesesaessessesseeseens 21
ULYSSES, CIRCULATION, AND TRANSLATTION ....ccuietieteerieieteressensesseeseeseeseessessessessessessessessssssesessessessessessenns 25
JOYCE TRANSLATION STUDIES ...oviiiiiiiiiniiiicieiisisssiiss st sssssssss st ssssssssssssss s ssssessssssssnns 28
JOYCE RECEPTION STUDIES.....cocuititiiiiiiiiiiiiiiiisssisiisssssssese st sssasssss st s ssssssssssssssssssssssssssssssssssssnns 29
PERIPHERAL JOYCE ..ottt st 30

CHAPTER 1: ULYSSES IN FRAGMENTS: THE EARLY TRANSLATIONS OF ULYSSES IN

THE GREEK PERIODICAL PRESS ..ottt ettt sttt esvesste st st esaesssesssesaeesaesasesssesasonns 37
INTRODUGCTION . ...cctttetteeteeeetteeteesteeeseesesteseseessseessseesssessssessssesassesssssssssssssessstessssessssesssessessssessseessseessssesnssosses 37
FIRST APPEARANCES: ULYSSES IN THE PERIODICAL AND DATLY PRESS ....toiuiivtiiierreneeenreensesssessesseessessnes 41
TO 3° MATT: AN ALTERNATIVE RESPONSE TO MODERNISM....veevteveerteteterenrensessesesreseersessessessessessessesseses 47
ULYSSES IN TO 3° MATE A RESPONSE TO THE DEBATE ON INTERIOR MONOLOGUE ...vveveeeeeeeeeeesenennes 53

THE ‘HADES’ PASSAGE IN KOX11A%: COLLABORATION, DISAGREEMENT, AND DISCONTENT.............. 69
JOYCE, SYMBOLISM, AND NATURALISM: NOTES ABOUT ULYSSES IN KOXALAZ.....cocvuvivriniiinincncneiinan, 81
KARELLI AND PENTZIKIS: EARLY CRITICAL WRITING ABOUT JOYCE ...cucuiuiiiiiiiiiiiiincieniisisiccscnennes 90
CONCLUSION ..uteututeteuentetestnteteststeseststeseststesestetesetstesestebesetetestsebestatesentssesentetesentstesentesesentesentatesesentesenenseseneass 99

CHAPTER 2: MANTO ARAVANTINOU AND THE JOYCE ARCHIVE: A CASE OF
TRANSNATIONAL AUTHORSHIP.......oiiiiiiiiiicccieiceisitciceieteessisteeeiesesesssssseseseesesenenen 102

ixX



INTRODUGCTION.....cctetetirierteierieteressetetessestesessesessessessssessessesessessesessesessensessssensessesessessesensessssessessesessesessessesseses 102
ARAVANTINOU: POET, TRANSLATOR, CRITIC .....ccvetereriereerereereeresereesesserseresseseesesessesesessesesessesesessssensessns 107
ARAVANTINOU READING JOYCE ...ucuiiiuiiiiiiiiiiiieiisiiessisiie st sessssssssssssssssssssessssssesesssesns 111
MISREADINGS, APPROPRIATION, AND MISINTERPRETATION: THE CRITICAL RECEPTION OF

ARAVANTINOU’S T'A EAAHNIKA TOY TZATHME TZOYE c...voveiiereeirieieeieesissessessesssssessssesesssssssssssesessssens 117
JOYCE’S GREEK NOTES: LANGUAGE, IDIOM, COMMUNITY ...ooviiiiiiiimiieminininiiiisssnesensssssssssssssssenenenes 126

PERIPHERAL, ARCHIVAL, JOYCEAN: ARAVANTINOU’S READINGS OF THE GREEK JOYCE ARCHIVE..133

‘COMING EVENTS CAST THEIR SHADOWS BEFORE’ (8.520): “‘WEIRDING’ JOYCE? .....covuviiiminininiiinenen 147
ARAVANTINOU TRANSLATING PENELOPE......ccceutiniiiieieieiereteieisisittiesesesesessesesteseesesesesessssssssescsesesene 149
CONCLUSION ..ottt ettt ettt ettt d s bbb e sttt ss e b bbb sessanasne 157

CHAPTER 3: A TRANSLATOR’S ODYSSEY: THE FULL-LENGTH TRANSLATIONS OF

ULYSSES IN GREECE ...ttt et se e st esa s s s asa st et asassesassssesassssessnsnseses 160
INTRODUCTION: “VOLTA’ AND ‘STUDIO’, CINEMA AND CIRCULATION .....coeeuiereerienreieeenresseeseeseeneennens 160
THE ‘USYLESSLY UNREADABLE BLUE BOOK OF ECCLES” (FW'179.26-7) FINALLY IN GREECE ......... 164
THE THREE GREEK TRANSLATIONS OF ULYSSES IN CONTEXT . .uceveeteerreeerersesseessessesessessssessessssessessesenss 169

........................................................................................................................................................................... 174
THE 1990 TRANSLATION: KAPSASKIS ON TRANSLATING ULYSSES .votvvirieinieirenieisesiesesessesessessessssens 183
PosT HOW MANY PILLS? PUNS AND OTHER DIFFICULTTIES ...c.vevvrviieeereieresressesessessesessessesessessesessessesesses 192
‘MKGNAO’ BECOMES ‘NIAOY’: MULTILINGUALISM AND METEMPSYCHOSIS IN ODYSSEAS (1990) .....197
‘OXEN OF THE SUN’: “THE MOST DIFFICULT EPISODE IN AN ODYSSEY” (§1.249) ...c.ceeviiiiiiiinnee 204
‘OXEN OF THE SUN’ IN GREEK: FROM MIMESIS TO THE LANGUAGE QUESTION ......ccccevietiereereereevnennens 209
‘OXEN OF THE SUN’ IN THE OTHER TWO TRANSLATIONS .....ecvetrteteerrerseressessesessessesessessessssessesessessessssens 217
KAPSASKIS’S IN LIEU OF A PREFACE’: PRISMATIC AGON AND THE READER AS TRANSLATOR............. 222
CONCLUSION: TS ULYSSES TRANSLATABLED ..e.vectiirtetereteteesteeesessessesessessesessessesessessesassessesessessessssessesesses 223
CONCLUSION: ‘UNFINISHING’ ULYSSES ..ottt esesesessssssssssenns 227
BIBLIOGRAPHY ..ottt ettt ettt s e bbb et sssas s st esesesesesssnsnanasnns 235



x1



ACKNOWLEDGMENTS

First and foremost, I would like to thank my supervisor, Dimitris Papanikolaou for his tireless
mentorship, criticism, teaching, and listening. Always supportive, challenging, and present, Dimitris
has been crucial in forming my ideas and helping me move forward.

I would also like to thank everyone at the sub-faculty of Modern Greek, especially Kostas Skordyles
for his support and his help, as well as my colleagues, Claudio Russello, Billie Mitsikakos, Alice
Parinello, Orestis Tzirtzilakis, and Elliot Koubis. Your friendship has been invaluable all these years,
and this project could not have been done without you.

I am also indebted to my college advisor, Patrick McGuinness for always being available for a chat,
for his advice, his ideas, and his feedback.

I would like to thank the institutions that supported me throughout my studies. First of all, St Anne’s
College and the Faculty of Medieval and Modern Languages for their academic support and for
providing me with resources through the MCR Travel Grant (St Anne’s College) and the Graduate
Travel Grant (MML) to attend events and activities required for my studies. I would like to
acknowledge the support of the International James Joyce Foundation for awarding me a scholarship
to attend the 2022 Joyce Symposium in Dublin. Thanks are also due to Laura Pelaschiar, John
McCourt, and Richard Barlow from the Trieste Joyce Summer School for awarding me a scholarship
to attend in 2022; as well as to Anne Fogarty and Luca Crispi from the Dublin Joyce Summer School
for awarding me a scholarship to attend in 2023. I extend my gratitude to the Friends of the Zurich
James Joyce Foundation for awarding me a scholarship to spend two months at the Foundation.
Special thanks to Fritz Senn for generously inviting me back to Zurich, for our endless conversations
on Joyce, Homer, translation, and how Homer reads Joyce. Thank you also to Ursula Zeller and Ruth
Frehner for their immense help with working at the Foundation, as well as to Silke Stebler. Finally, I
would like to thank Frances Illmberger for her help with navigating the Foundation and Zurich, for
her hospitality and her friendship. Thanks are due to the European Society for Modern Greek Studies
for awarding me a scholarship to participate at the 7" European Congress of Modern Greek Studies
in 2023 in Vienna. I would also like to extend my gratitude to the Seeger Center for Hellenic Studies
at Princeton University for allowing me to share my work at the Sixteenth International Graduate
Conference. Special thanks to Dimitri Gondicas, Nikos Panou, and Lina Chordaki for reading my
work and giving me valuable feedback.

For archival assistance I am very grateful first of all to Sofia Bora for her guidance and advice, and to
Maria Kokoloyanni at ELIA (EAnvixd Aoyoteyvind xow Iotopumd Apyeio) in Athens, as well as to
Yorgos Koumaridis at ELIA in Thessaloniki. Anastasia Rangou and Sotiris Leventis at the Library of
the Hellenic Parliament (BtBho0nxn ¢ Bouiyg twv EAvwy) were particularly helpful with locating



sources in the newspapers archive and I am thankful to them too. I would also like to thank the staff
at the Special Collections of the Zentralbibliothek in Zurich, as well as the Department of Special
Collections and University Archives, McFarlin Library of The University of Tulsa and Grace Cosby
for her help. I am particularly grateful to Sabrina Alonso and William Brockman for drawing my
attention to invaluable material and generously sharing with me sources and information.

I am also very grateful to Prof. Effie Rentzou for her generosity in allowing me to read her fascinating

work on To 3° udu.

Thanks are also due to various communities who shaped my thinking throughout this project. The
community of Greek Studies Now has been very welcoming, and I am grateful to Kristina Gedgaudaite
for her encouragement, and her thoughtful advice. The Oxford Comparative Criticism and
Translation network has been a place where I have had the pleasure of hearing about new projects
which helped me with my own work. I am grateful to Matthew Reynolds, Adriana Jacobs, and Ben
Morgan with whom I had the opportunity to discuss my ideas and hear their thoughts. Georgia
Nasseh, Joseph Hankinson, Karolina Watroba, Erin Nickalls, Ola Sidorkiewicz, Anna Saroldi, Alyssa
Ollivier-Tabukashvili, Georgie Fooks have helped a lot along the way. I am also indebted to the Joyce
community which I got to know on multiple occasions over the past few years at Joyce symposia,
summer schools, reading groups. Sam Slote, Valérie Bénéjam, Tim Conley, and Neil Ranger have
heard my ideas from time to time and have given me invaluable feedback but have also taught me a
lot. Ronan Crowley and Emily Bell have been incredibly generous with their help in navigating the
Joyce chaosmos and sharing sources and ideas with me. Two Finnegans Wake reading groups have
taught me a lot about Joyce and communal reading and I would like to thank the people I have met
through them but also the people I met through the Joyce conferences and Zurich workshops. Casey
Lawrence, for sharing her work with me, Talia Abu, James Green, Adrian Patterson, Emily Schuck.
Stephanie Nelson for her help; Armagan Ekici and Erika Mihalycsa for talking about translation and
Joyce; Arianna Autieri and Shelly Harder, both for their kind suggestions and thought-provoking ideas;
Zoe Patterson, Maisie Ridgway, Shantam Goyal with whom I spent time studying, reading, and
wondering at the Zurich Foundation.

Thanks are due to Dimitris Marathias for providing a very important book and valuable information.

I would especially like to extend my gratitude to Aris Marangopoulos for his encouragement, his help,

suggestions, and inspiring insights.
Thanks are also due to Panos Michalopoulos for the best tech support possible, even from miles away.
A big thank you to Rudy Rinaldi and Yanna Yannoulopoulou for drawing my attention to a forgotten

translation, for giving me access to the remaining stock of a forgotten publisher, and for providing me
with sources much needed. A special thank you to my parents, Eleni and Yannis, my sister Despina,



and my grandmothers, Trisevgeni and Despina, for supporting me. The sentimentalist is he who would enjoy
without incurring the tmmense debtorship for a thing done (U 9.550).

Finally, to Nikos, the best Joycean I know, for always being there and for everything that he has done.
Love is unbappy when love is away.



ABBREVIATIONS

The following abbreviations are used in parenthetical citations throughout the thesis:

JJA: James Joyce Archive. Cited in the text by volume number and page number.

JJIL: James Joyce, by Richard Ellmann (2™ ed.)

FW: Finnegans Wake, ed. Finn Fordham, Robbert-Jan Henkes, and Erik Bindervoet. Cited in the text
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SL: Selected 1 etters of James Joyce, ed. Richard Ellmann
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Introduction

A Greek note on Jovce

On July 18" 1917, James Joyce wrote a letter to Harriet Shaw Weaver in which he told her, among
other things, the following:

A notice appeared in the Greek review Eorepia (29 June, p. 410). I think the editor is

entitled to a copy of the book. Dr C. Pouptis, 62 Oxford Street. I wrote him yesterday

but sent the letter to 62 Chancery Lane by mistake! I am rather unlucky with the post

this week. (I 106-7)
Addressing a Greek diasporic readership based in London and potentially other places in Europe, but
also a readership based in Greece, the newspaper Eorepia covered national as well as international
news—often indistinguishable during WWI. It was advertised as a ‘weekly illustrated newspaper’
(‘eBSopadaia eovoypapnuév epnuepls ev Aovdivw’), it included photos, but also literary pieces for
entertainment (mostly translations), and reports from places outside the UK such as Switzerland. The
notice that Joyce mentions is part of one such report which appeared in the issue of 29 June 1917
(410) and bears the title ‘T'pdppata and v EABetiav’ (‘Letters from Switzerland’). Dated 19 June
1917, this notice is written by an external reporter who signs as ‘I1. ®@. I1.’—an acronym which points
towards Pavlos G. Phocas (ITadhog I'. Dwnag), a Greek expatriate and one of Joyce’s friends in
Zurich.! The notice reports events concerning Greek politics and affairs, some of which took place in

Switzerland at that time: the visit of a Greek politician in Lausanne in support of Greek leader

' Loukopoulou (2024) also identifies I1. ®. IT. as Pavlos Phocas. As Loukopoulou shows, the notice was included, along
with other press-notices, in a promotional leaflet published by The Egoist Press in 1918, and it was introduced with
Phocas’s name (‘Mr. PAVLOS PHOCAS in EXTIEPIA’). The leaflet is reproduced in Jane H. Lidderdale and Mary
Nicholson (1970), Dear Miss Weaver: Harriet Shaw Weaver, 1876-1961 (London: Faber and Faber).



Eleftherios Venizelos, but also Germany’s and Bulgaria’s attack at the Macedonian front (1916-1917).
The second part of the letter, however, draws attention to something entirely unrelated:

AoBov Vv eurotploy va yvwelow ex ToL TANGLoV TOV YVwoTtov Ayylov ouyyoagea Tainug

TCo0g, o omolog mpoowEveg Stapuever edw g ™y Zuptyny, Oewpd xaddv va tov

npovctdow O e «Eomeplagy eig tov EAMNvinov nodopov, Sttt o xn. TCobg Sev eive

UOVOV SLMEXQLUEVOG CLYYQUPENG %ol ARTOYNG TWV QYWY TEOYOVWV UAG, 0AAK Mot

PLEANY ex Twv Deppotépwy, yvwellwy apueta xaia Ty vewtépay EAANvumv.

Having had the opportunity to meet in person the well-known English writer James

Joyce, who is staying temporarily in Zurich, I deem it appropriate to present him,

through Esperia, to the Greek world because Mr. Joyce is not only a distinguished

writer and an admirer of our ancient past, but he is also a most fervent philhellene, as

he knows the modern Greek language quite well.”
In what follows, the reporter recounts Joyce’s literary past up to that moment, his first steps with
Chamber Music and the dire fate of the first edition of Dubliners which ‘was burnt as immoral’ (“tou
onolov 1 TEWTY éxdootg exar), wg avnirog’) but which, as the author states, Joyce managed to publish
freely ‘after a true nine-year Trojan war against Puritanism’ (‘peta evaety e npaypatinov Towwdy
aywve evavtiov tov TTovprtaviopoo, xatwebwoe va emntthyn my ekevbépav éndoory’). Although the
reporter simply transliterates the first two titles into Greek—Chanber Music and Dubliners—he does
translate the title of .4 Portrait by using the word ‘onayoapia’ Tnayoupio *aAATEYVOL WG VEOL
avbpwnov’, a term which alludes to sketching or drawing, a technique that is based on using shades
and emphasizing the contrast with light—and rather different from the word ‘portraito’, a direct
translation of the word ‘portrait’ which usually signifies a finalized (oil) painting, picture, and
representation, and which is adopted in the existing Greek translations of the title.

The writer of the note refrains from providing a fully formed critical opinion on A Portrait. As

he is writing for a London-based newspaper, the writer draws attention to Joyce’s reputation in

London and English reviews of .4 Portrait such as that by H. G. Wells in Nation (24 February 1917).

2 All translations in this thesis are mine unless otherwise indicated. In all quotations I have kept the original spelling.



The notice ends with a reference to Joyce’s project at the time, his writing of Ulysses, without however
disclosing the title. Instead, the writer mentions the general theme and predicts the ‘impact’ that this
work will have, an impact specific to a Greek speaking audience:

O n. TCobg etorpalet mpog exdoaoty véov Tov pyov mept g Opnewing emonoting, 10

omotov Oa Tpo&evion entAnéLy elg 1oV xOGPoV Twv EAANvin®y yooppatwy, g v

TEwToTLTOY ToL. T épya Tov %n. TLOUG T ypantnEilet tdropeuiuio, ddvautg,

x3p0OTNG, Coprvela Kot SQOGLA.

Mr. Joyce is preparing to publish his new work about the Homeric epics, which will

come as a surprise to the world of Greek letters due to its originality. Mr. Joyce’s

works are characterized by eccentricity, force, density, clarity, and freshness.

After moving to Zurich in 1915, and while continuing his work on Ulysses, which he had
already begun in Trieste, Joyce was also preoccupied with his reputation as a writer, trying to promote
A Portrait which was published in 1916, and his play Exiles, while accumulating any sort of material
that could be used in his writing. While he had already come to contact with several different linguistic
communities in Trieste (McCourt 2000), he continued to cultivate his linguistic interests in Zurich, a
place that also offered many such opportunities as it provided shelter from the war to many wandering
people. The already known biographical accounts by Herbert Gorman (1941), Richard Ellmann
(1982), and Frank Budgen (1972) mention Joyce’s interactions with expatriates. Among these
expatriates were a few Greeks among whom Pavlos Phocas is mentioned by all three of them, while
Paul Ruggiero, another Greek speaker and a student of Joyce also joined occasionally. It was with
those two that the Irish writer attempted to expand his learning of modern Greek which he had started
in Trieste. Such details, show that the Zurich years were a particularly formative and productive time
for Joyce, which, according to Vassiliki Kolocotroni (2019, 141-58: 152), ‘more so than Trieste or
Paris [...] were marked by Babelism and dislocation which seem to have propelled the writing of

Ulysses but also provided the opportunity for immersion in other languages and cultures, most notably

modern Greek’.



Joyce lived in Zurich from 1915 till 1919. During that time, he developed a more ‘systematic’
contact with and use of linguistic plurality—albeit in his own idiosyncratic way. The kind of interest
he had for the modern Greek language is reflected in words and phrases of different idioms and
contexts included in the Greek notes that are found in his Zurich notebooks. Pavlos Phocas appears
in the Joyce archive as someone who apparently played a significant role in Joyce’s learning of the
Greek language. His name figures in the Greek notes more than once, in a business letter written by
himself and a personal letter copied by Joyce, while evidence suggests his connection to the notice ‘in
the Greek review Eorepia’ which Joyce mentions in his letter to Weaver.

Apart from the reporter’s claim that he has personally met Joyce in Zurich, certain sentences
found in Joyce’s Greek notes, which were part of linguistic exercises, point towards a possible
conversation between Joyce and his Greek instructor about Porfrait.” These traces become clearer if
we consider a letter from Phocas to Joyce, dated 14 March 1917, in which he includes a Greek
translation of Joyce’s poem XXXIV ‘Sleep now, O sleep now’ (Chamber Music, 1907) and a note which

begins:

Dear sir James,

Enclosed herewith you find 8 fr., value of your excellent work “A Portrait of the

Artist as 2 Young Man” with my thanks for your kindness to bring me it yourself.*
A story of reading, circulation, and dissemination is fleshed out of these interactions, a story not only
of an interpersonal connection, but also of an act of reading 4 Portrait, of reading Joyce’s work from
the point of view of a minority language while addressing not only a diasporic community but also a

publishing center, London. The notice that appeared in Eorepia is also part of this story.

3 These are analyzed further in the second chapter of this thesis.
#The letter is reproduced in Aravantinou (1977, 223-24). The original (MSS.C.O.2) is kept in the Rare and Manuscripts
Division, Cornell University Library. Many thanks to William Brockman for letting me see a scan.



Considering Joyce’s preoccupations in 1916 and 1917 and his Greek connections, this event
is part of a bigger moment, of an interaction that had developed at the time, and which is indicative
of Joyce’s interest in minority languages (Kolocotroni, 2019) but also of his efforts to promote his
book. He had developed friendships with a few people who were ‘teaching” him Greek, Phocas among
them, with whom he also discussed his work and specifically Portrait during the time it was getting
published in London. He had sold the book to Phocas for him to read, and was aware that a ‘notice
appeared’ in a London-based Greek newspaper. It is impossible for now to say for sure whether Joyce
had orchestrated it himself, but in another letter to Weaver on 7 July 1917, Joyce wrote ‘as regards my
novel since I see you want foreign reviews of it I would make the following suggestions’ (LI 103) and
lists correspondents in Francophone Swiss and Italian newspapers. Far from being an arbitrary event,
this brief reference to Joyce which appeared in Eorepia is part of a network of events which include
language learning, promotion, circulation, reaching out to new readerships, and attempts at translation.
At the same time, the content of the notice gives us a glimpse of the reporter’s view of Joyce and his
work, a view which may very well have been influenced by what Joyce himself had told him, and the
conversations they had. Viewed within the context of the Greek trajectory of Joyce, this is the first of
a series of encounters of the Irish writer with the Greek literary space, a first introduction to a Greek
readership. The next known Greek reference to Joyce in a diasporic newspaper is a translation of the
short story ‘Eveline’, the first ever published translation of a Joyce text into Greek, by writer Thrasos
Kastanakis.” It appeared in the Paris-based newspaper Ayav twv [ lagwiov [Agon ton Parision] in 1929
in the wake of the French translation of Ulysses and while Joyce himself was living in Paris. Therefore,
Joyce’s ‘migration’ to the Greek literary space, in its initial stages, was mediated by the Greek diaspora,

by people who were in direct contact with the author or the literary scene in which he was active.

® James Joyce (1929), ‘H EfeAivo.. Aupympo—ITagovstaouévo ot Neoehnvind] and 10 Opdco Kaotovdnn’, trans. Thrasos
Kastanakis, Apdv twv [lapioiwr, 27 April, 159, 6.
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Aside from the biographical significance the notice in Eorepia may hold, it is not easy to
determine what kind of impact it may have had on Joyce’s recognition among Greek readers.” Two
years later, the Greek review O Novudg [O Noumas), which was being published in Athens by supporters
of the demotic language, included two references to Joyce, one about Exiles and another about Portrait
of which the impact is equally unknown.” But how are such minor events to be situated within the
trajectory of a text or a writer without being dismissed as ‘false starts’ or unimportant? And how can
events that are considered ‘false starts’ be viewed productively? Francesca Orsini has argued that, while
preoccupied with circulation and exchange of texts, world literature models such as those proposed
by Pascale Casanova, Franco Moretti, and David Damrosch, often neglect to take into account the
practices through which circulation, production, and dissemination are achieved failing therefore to
provide a more realistic approach to world literature. Practices which often rely on individual
initiatives, collaborations, small events, and which take place in multilingual environments, are very
often ignored over widely influential transactions and obvious connections (2015, 345-47). Even when
they result into texts or translations that are not widely read or are forgotten, they are still part of world
literature, since, according to Orsini, literature is an archive as well as a current state of play’ (349).
Recent work has been bringing to the fore the multilingualism involved in Joyce’s own creative process
as well as his rise to fame; however, that is often sidelined by the Anglocentrism of Joyce studies.”

Analyzing such practices draws our attention to Joyce’s transnational connections which played a

® Loukopoulou (2024), atgues that the Eozepia notice conttibuted to Joyce’s popularity because of the way it was used by
Weaver who reproduced it in a leaflet along with many other such press notices, but also because the newspaper was
circulating in London.

7See O Nowvudg, issue 614 (12/1/1919), 78 which includes a short reference to A Portrait and in which Joyce’s name has
been typed erroneously as “T¢éipc TCobuov’, and issue 619 (16/2/1919), 158-59 which published a detailed desctiption of
Joyce’s play Exiles.

8 A recent example of this is Ronan Crowley’s presentation at the 29t International James Joyce Symposium (title:
‘Flourishing in Marseille: A Second Major Model for Molly’). Sharing part of his ongoing research on the ‘biography’ of
Ulysses, Crowley talked about the ‘models’ of Molly’s character among which was Gisella Norbedo, the Triestine wife of
Nicolas Santas, a Greek fruit-seller with whom Joyce was acquainted. The idea that Joyce was inspired by non-Irish
women to create Molly was met with disbelief by the audience due to a longstanding view that Molly is a literary
impersonation of Joyce’s wife, Nora, and therefore based on a woman of Irish origins.
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crucial role in his becoming a widely known writer figure as we know him today. Looking at what kind
of readerships he reached out to and how, helps us work with the challenge of multilingualism. More
importantly, examining such practices contributes to better understanding and defining the dynamics
and relationships within world literature as well as processes such as textual circulation and
dissemination. Minor events such as the note in Eorepia shed light on those practices, the how and the
in-between, as well as the involvement and contribution of the people that surrounded Joyce for a short
time—and who may not have been from literary backgrounds. It is difficult to determine how
influential such events actually were to Joyce’s reputation but also to readerships. At the same time,
examining the events themselves and the way in which they happened can bring to the fore hidden

connections in a writer’s or a text’s trajectory.

Structure of the thesis

Considering minor events that have been underexplored, such as the notice in Eorepia, as well as more
widely known events, such as published translations, this thesis explores the trajectory of James Joyce
in Greece with a focus on Ulsses (1922), its translations and critical reception. Starting from
fragmentary translations and short critical notes published in experimental periodicals in the 1930s
and 1940s, this thesis then goes on to examine the poet Manto Aravantinou and her reading of Joyce
through his archive and writing process in the 1960s-1980s, and finally turns to the three existing full-
length Greek translations of the novel by Leonidas Nikolouzos and Yannis Thomopoulos (1969-
1976), Sokratis Kapsaskis (1990), and Eleftherios Anevlavis (2014). Analyzing key moments and
events in the trajectory of Ulysses in Greece, whether these are small gestures or organized responses,
this thesis examines how Joyce’s novel has been read and translated in the Greek literary space.
Considering these interactions through terms and concepts drawn from recent scholarship in world

literature and translation studies, concepts regarding dynamics between literary spaces such as the
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contested distinction ‘center-periphery’, this thesis argues that they constitute responses to the
inherent openness and unfinishedness of the text, an unfinishedness which is productive, and which
becomes a crucial part of reading Ulysses in the periphery.

The first chapter examines the fragmentary translations and short notes which appeared in the
journals To 3° udn [To Trito Mati] (1935-1937) and Koydiag [Kochlias] (1945-1948). These translated
passages and notes responded to debates about interior monologue, modernist writing practices, and
ultimately the novel genre which took place in the 1930s literary scene and developed mostly in
Thessaloniki. Starting from the interior monologue debate, which was also a debate about Greek
modernist prose as well as Greek critical practice, these translations and short critical texts promote a
reading of Ulysses as an example, as a way of reading, translating, and writing, as it becomes a text
through which writers Nikos Gavriil Pentzikis and Zoi Karelli reflect on their creative process. The
events discussed in the first chapter invite us to reconsider established conceptualizations of Greek
modernism. The second chapter explores Aravantinou’s work on Joyce focusing on her monograph
Ta elMnvira rov Tlainuec TEovs [Ta ellinika tou Tzaiems Tzoys, James Joyce’s Greek] (1977) alongside her
broader activity in Joyce studies. Having conducted research in the Joyce archive, and having analyzed
his Greek language notes, Aravantinou discussed Joyce’s writing process by emphasizing his interest
in the Greek language, as well as the significance of Greek people he knew in his life and work.
Considering Joyce’s exilic status, his connections with the Greek diaspora, and the place of the Greek
notes in the rest of the archive, Aravantinou’s reading echoes modalities of what recent scholarship
has termed as ‘weird” (Fisher 2016, Luckhurst 2017) and foregrounds issues of archival reading and
transnational authorship. The third chapter turns to the three existing full-length translations of Ulsses
(1969-1976; 1990; 2014) and focuses on the second translation which was completed by Sokratis
Kapsaskis (Kedros, 1990), as well as the critical discourse that developed around it. Taking into

account the agonistic context of Kapsaskis’s translation, and drawing from recent scholarship on
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‘translation as a prism’ (Reynolds 2019), the chapter reconsiders the three translations by proposing a
prismatic reading which foregrounds literary multiplicity.

Examining crucial events in the Greek trajectory of Ulysses, the circumstances under which
they developed and their interactions with the contemporary developments in Greek literature and
criticism, each chapter brings to the fore modes of reading Ulysses which respond to the unfinishedness
of the text. Following the trajectory of Joyce’s Ulysses in Greece can show us, I suggest, how productive
peripheral responses to Ulysses can become as they lead to new readings of the novel, while also helping
us revisit the issue of Joyce in the periphery and in translation. This thesis argues that the circulation
and dissemination of Ulysses in Greece is achieved through strategies characterized by what I call
‘unfinishingness’: the text is received through readings and translations that do not hide—and often
thematize—their unfinishedness as well as the text’s unfinishedness. ‘Unfinishedness’ corresponds to
the notion that a text, a critical response, or a translation continues to be in process even after
completion, which is usually achieved through publication. In this thesis, I aim to show that the
unfinishedness of the modernist text, and specifically Ulsses, invites constantly further responses
which thematize their inadequacy to provide a ‘finished’ and “finalized’ reading, but rather perpetuate
this process by adding new material, re-reading and revisiting it, and ‘unfinishing’ it. Therefore, I
consider the ‘unfinishing’ as a mode of doing criticism and translation through textual instability.
Drawing from Roland Barthes’s textual ontology and distinction between ‘readerly’ and ‘writerly’ texts,
I use the term ‘unfinishing’ to talk about modes of reading and practices that seek to read through
textual unfinishedness and add to it. Throughout the Greek trajectory of Ulysses, the modes of reading
that develop are fragmentary, weird, prismatic, and agonistic, responding to the challenges of reading
Joyce’s novel in a Greek context. Talking about ‘trajectory’, this thesis proposes an examination of the
reception of Ulysses in Greece, that will be alternative to the glosses provided until now by critics such

as Miltos Pechlivanos and Jina Politi (2004, 455-68) or Lambis Kapsetakis (1998-1999, 187-218) and
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focuses on its more fluid dynamics and the active interactions between Joyce’s novel and Greek
translators, writers, and critics rather than influences which are often presented as one-sided. The
‘unfinishing’ modes of reading Ulysses, that these interactions develop, foreground different aspects of
the text and constitute different ways of reading in Greece, the peripheral status of which is determined

not only by its current state in the world, but also by perceptions of its ancient past.

Why Ulsses? Jovce studies in Greece

Although it cannot be stated that Joyce’s Greek reception has been non-existent, the Irish writer’s
work has not been part of largely recognized projects, nor has it been promoted by influential literary
figures. Even though there has been no systematic research on the subject, critics like Aris Berlis tend
to suggest that Joyce has not been widely read in Greece or that the reception of his work has been
flawed (Berlis 1991a; 2001). T. S. Eliot was systematically promoted by George Seferis as the
exemplary modernist through lectures, essays, and translations. Marcel Proust became more known
in the Greek literary space through Pavlos Zannas’s translation of A /a recherche du temps perdu (1913-
1927), a translation of historical significance due to the circumstances under which it was produced.’
While Joyce’s name, as it will become clear in this thesis, has also been connected to certain Greek
writers such as Nikos Gavriil Pentzikis and Manto Aravantinou, those have mostly been associated
with the Greek literary periphery, rather than the intellectual elite. Studies about Joyce’s presence in
Greece are not abundant; they are mostly found in the form of articles or book-chapters, and focus

on mapping and outlining reception events instead of analyzing them in detail. They also often

® Having been atrested in 1968 by the dictatorial regime (which lasted seven years, from 1967 until 1974), Zannas began
translating and publishing Proust’s A Ia recherche while in ptison for political reasons, with limited resources and upon the
encouragement of Stratis Tsirkas. After his release in 1972, Zannas kept translating Proust’s lengthy novel until he died
in 1989 without ever finishing it. By the time of his death, he had translated five volumes out of seven. The two
remaining volumes were translated by Panayiotis Poulos who edited the entire translation for its re-publication (1998-
2018). Zannas’s translation of Proust was also praised by Seferis ([1971] 1992, 263-66) to whom it owes patt of its
popularity.
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emphasize literary influences and intertextual links as main reception events. The issue of Joyce’s
presence in Greece in terms of translation is first raised by Menis Koumantareas in an article about
translations of Joyce’s work into Greek, published in the journal » Zvvéyeia [Continuity] (March 1973,
44-5). The journal was part of an intellectuals’ resistance movement against the 1967-1974 dictatorial
regime which was expressed mainly through the progressive publishing house Kedros and publications
such as Aexaoyre) xeiusva [Eighteen Texts| (1970), Néa xeiusva [New Texts| (1971), Néa xsiueva 2 [New
Texts 2] (1971), and the journal 7 Zvvéyera (March-September 1973). A preventive censorship law,
imposed by the dictatorial regime, had resulted in a ‘silence’ in literary creation and publishing. The
censorship law was lifted in 1969 and was replaced by several regulations in printing and publishing.
By using these regulations creatively, the publications mentioned above aimed at promoting original
literary and critical work as a form of resistance to the regime’s control of free speech and expression
(Van Dyck 1998, 37-50). As a result, Koumantareas’s article in the first issue of Zvvéyera indicated that
reading and translating Joyce was endorsed by a certain progressive and anti-dictatorial front.
Aravantinou conducted important research on Joyce and was a pioneer in producing Joyce criticism
in Greek. Her work, and more specifically her study on Joyce’s learning of the Greek language (Ta
eMnpira tov Tlainus TEovs [James Joyce’s Greek], 1977), are discussed extensively in the second chapter.
Bibliographical work, which records translations, articles, critical work, references, journal issues that
have appeared in Greece about Joyce, has been provided most notably by Greek Joyce scholar Aris
Marangopoulos in his reader’s guide to Ulysses (1995; 2001; 2010; 2022) and has been crucial for this
thesis. Apart from an extensive bibliography, the reader’s guide is also a source for Greek-speaking
readers who want to get started with Ulysses: it is a chapter-by-chapter study which includes translated
excerpts from the novel, commentary, sources, and interpretations. Marangopoulos’s critical work on
Joyce extends to an album about Ulysses and Dublin (Ayazyuévo Bowuodovprivo: Tonor xar I'A@ooeg aroy

Odvacéa tov Téainus T¢ovs [Dear Dirty Dublin: Places and Langnages in James Joyce’s ‘Ulysses’, 1997; 2022),
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and his translation of Gracomwo Joyce with introduction and annotations (1994; 2018). Along with
Marangopoulos’s work, an article by Lambis Kapsetakis (1998-1999, 187-218) and a book-chapter by
Miltos Pechlivanos and Jina Politi (2004, 455-68) constitute important sources for the study of Joyce
in Greece from which I am drawing events. Kapsetakis discusses translations and critical reactions,
but focuses on literary responses and argues that, paradoxically, it is Joyce’s prose (instead of his
poetry) that has influenced Greek post-war poetry. Pechlivanos and Politi’s chapter, on the other hand,
is one of the few studies about Joyce in Greece written in English as it is included in an edited volume
which explores the reception of Joyce Europe (Lernout and Van Mierlo, 2004). At the same time,
original Joyce scholarship written in Greek has appeared in the form of articles, for example in a
special issue of Néa Eoria (November 2002, issue 1750) which included contributions by Greek critics
and translators about the Joyce reception in Greece as well as reading, translating, and teaching Joyce
in university, showing that there is an interest in the Irish writer in Greek scholarship. Apart from
Marangopoulos, other Greek critics who have written about Joyce are Dimiroulis (1982), Valaoritis
(1988), Kallinis (1995), Berlis (1997; 2010), Raizis (1998-2000), Kolocotroni (1999; 2019), Politi (1999),
Pechlivanos (2002), Ioakeimidou (2009), Arseniou (2022), Logothetis (2022)."” In her inspiring study
about the afterlives of the Odjyssey myth in literature and cinema, Maria Oikonomou sees Joyce’s novel
as a ‘machine’, according to which the novel is a mechanism which constantly feeds back to its mythical
past, and repeats the myth but differently every time (2016, 101-54). To celebrate the Ulysses centenary
in June 2022, the online journal Xdpry¢ [Map| published a special issue on Joyce (issue 42), which was
edited by Greek Joyce scholar Aris Marangopoulos. It included a variety of contributions bringing
older reception under new methodological frameworks, revisiting biographical material and
translations, expanding to new readings, discussions on translations, and creative responses by young

as well as more established academics and writers. This special issue encapsulates the interest of

10 For a complete bibliography see Marangopoulos (2010) and Pechlivanos and Politi (2004).
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contemporary Greek criticism in Joyce, an important part of which discusses whether and how Joyce’s
work can be translated, showing therefore that preoccupations about Joyce in translation still prevail
despite the number of existing translations of his works.

Another study of Joyce’s influence in Greek literature, which has been published in English,
is Evi Voyiatzaki’s book, The Body in the Text: James Joyce’s ‘Ulysses’ and the Modern Greek Nove/ (2002) in
which she examines Stelios Xefloudas, Nikos G. Pentzikis, and Yorgos Cheimonas as writers who
‘have been, or claim to have been, influenced by Joyce’ and who receive Ulysses ‘trom quite a Freudian
viewpoint as a text with bodily functions relating to man’s inner self’ (4). In her compelling study,
Voyiatzaki sheds light on the connections between Joyce and these three writers, two of whom
(Xefloudas and Pentzikis) were associated with journals in which Joyce appeared or was discussed in
the 1930s and 1940s, as will be discussed further in the first chapter. Voyiatzaki focuses on Joycean
influence and while she examines the discussions on interior monologue that took place in
Thessaloniki in the 1930s by the circle of journals Masxedoviréc Huépeg [Makedonikes Imeres, ‘Macedonian
Days’] and of which the residue is detected in the journal KoyAiag in the 1940s, she does not explore
further the processes behind the fragmentary translations and notes introducing Joyce. Since her focus
is on Xefloudas, Pentzikis, and Cheimonas, writers whose major work appeared in the 1960s and
1970s, she understandably examines a period that is much later than when To 3’ udn and KoyAiag
published translations of excerpts from Ulysses. While I draw from Voyiatzaki specifically for her
discussion of the literary and critical atmosphere of the 1930s in Thessaloniki and her interpretation
of Greek modernism, I am more interested in what happens during the moment of the fragmentary
translations of Ulysses and their critical notes, as well as the platforms in which they appeared, how
they are presented, and what that can tell us about how Ulysses was read at that moment. In this thesis
I focus on events of translation and criticism as the main events through which Joyce is circulated and

disseminated in the Greek literary space. Although Joycean influences and intertextual links in the
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Greek literary space are outside the scope of this thesis, I do reflect on certain relevant issues regarding
Pentzikis and Karelli in the first chapter as well as Aravantinou in the second chapter. However,
separate research is needed not only on writers influenced by Joyce, but more broadly on the concept
of Joycean influence and how it can be examined in connection to Greek literature. Voyiatzaki’s book
is a fascinating start to such a discussion.

Pechlivanos and Politi state that Joyce’s reception in Greece is marked by ‘motifs of continuity
but also of discontinuity, while the reading experience of one generation is not directly passed on to
the next’ and that its history ‘is disrupted and at times violently checked by the ruptures of historical
and political change in twentieth-century Greece’ (2004, 4506). In this thesis I aim to show that the
motifs of continuity outweigh those of disruption, and that, by examining Joyce’s reception through
its more fluid dynamics, we realize that there is an underlying continuity. Focusing on Ulysses
specifically, for which there is more material in Greek than for any other work by Joyce as is evident
in the bibliography provided by Marangopoulos (2010), this continuity is marked by a constant return,
a constant revisiting of the text which is expressed through retranslations or re-readings by critics or
writers. Rather than outlining events of Ulsses reception, in this thesis I examine how these events
unfolded, the readings that they promoted, and the ways in which Joyce and Ulysses are ‘transformed’
and interact with the developments in Greek literature. I discuss certain key moments regardless of
whether they are fully formed projects or fragmentary translations, major or minor events. I consider
the circumstances under which they unfolded, the environment in which they appeared, and the agents
involved. In this thesis, therefore, I am more interested in the modes of reading that have developed
rather than the number of readings; I am more interested in ‘reading reading’ (Corser 2022, 4-5) rather
than charting readings.

Joyce wrote in a variety of genres and forms: poetry, Bildungsroman, novel, play, challenging

every time not only the rules and boundaries of each genre, but also the concept of genre itself. This
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can be observed most notably in his last work, Finnegans Wake (1939), which defies genres, linguistic
rules, poetry and prose distinction, even reading practices. In this thesis I focus on Ulysses because as
a text, it has incited the most reactions in Greek literary criticism compared to other works by Joyce.
As is also apparent in the bibliographies provided by Pechlivanos and Politi (2004), and
Marangopoulos (2010), while Dubliners has been translated more often throughout Joyce’s Greek
reception, allowing also for translations of individual stories, it has not produced extensive critical
discussion.’ There has been limited critical engagement with A Portrait as well, which has only been
translated twice until now."> As far as Finnegans Wake is concerned, which has only been translated
once in its full length, it is in the last few years that more and more relevant atticles appear.” The
textual form of Ulusses, on the other hand, has led to discussions about modernist writing practices
and novel writing, while its appropriation of the Odyssey myth has sparked interest as Odysseus has
been a key figure not only for Greek modernism, but also for Greek literature more broadly. Its stylistic
hybridity and multilingualism have incited theoretical discussion about translation, in a way that other
texts with a remarkable translation history have not, such as Proust’s A /a recherche du temps perdu (1913-
1927). The form of Ulsses, lengthy and encyclopedic, has allowed for different ways of translation,
either through fragments and excerpts or in its full length, as well as different ways of reading while it
has also challenged common perceptions about translation and reading. For example,
Marangopoulos’s exegetical guide which provides a chapter-by-chapter ‘initiation” and translated

excerpts could be considered as proposing an alternative form of translating and reading Ulysses in

" See translations by Vourdouba, Bernitsas, Antoniou (1971), Aravantinou (1971), Politis (1971), and more recently
Doukas (2008), Karayannopoulos (2017), Kappa (2021). Dubliners also allows for translations of individual stories. See
specifically Kastanakis (1929), Terzakis (1935), Kastanaki (1940), Mavroeidi-Papadaki (1945), Karalopoulos (1946),
Papaioannou (1953), Koumantareas (1961), as well as Syrmou-Vekri (2010; 2016; 2018). The last story, “The Dead’, is
also found in many translations. See Berlis (1984), Siatras (1988), Gika (2022), and most recently the one by Kyriakidis
(2025).

12 See Sarasiotou (1965) and Berlis (2001).

'8 For the full translation see Anevlavis (2013). Fragments of the text have been translated by Aravantinou (1974; 1975-
76), Kapsaskis (1993, reprinted in Arseniou 2000) and Arseniou (20006). For these fragments see Arseniou (20006). As for
articles, see for example Arseniou (2022), Chouliaras (2024).
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Greek. Compared to the Greek reception of other works by Joyce, Ulsses has provided a lot of fruitful
material corresponding to several different aspects and issues of Greek literature that have remained
underexplored such as alternative and peripheral formations of Greek modernism, archival readings,

approaches in translation.

Reading, translating, returning: ‘unfinishing’ Ulysses?

In this thesis I view the events that make up the Greek trajectory of Ulysses as recurrent readings of
the text while also contributing to it. As a way of approaching these events and their recurring mode,
as well as the practices involved, I draw from Barthes’s ideas about the ontology of the text as these
are presented in his essay ‘From Work to Text’ (1977). For Barthes, literature lies mainly in the dynamic
practice of writing instead of the solidity of a body of achieved forms. The literary text is defined as a
network; it is a dynamic process which is held in language and is distinguished from the ‘work’, which
in turn is a self-contained and closed cultural object and remains unchanged. Barthes establishes the
text as a space, a field to which there can be different contributions and additions, which can undergo
infinite transformations and cannot be attributed to a sole creator. Before From Work to Text’,
Barthes had already distinguished between ‘readetly’ and ‘writetly’ literary works (§/Z, 1990), between
works which, because of their structural elements, lead the reader to adhere closely to the text without
leaving much space for interpretation, and works which demand that the reader try hard in order to
understand the text and eventually contribute to its writing; a distinction, therefore, between classical,
realist texts and modernist, experimental texts as well as the kinds of readers each category generates.

Since Barthes, the distinction between ‘work’ and ‘text’ has been complicated and nuanced
further by contemporary Anglophone textual scholarship viewing these terms through opposite
definitions. Karen Emmerich (2017), developing her argument about the ‘making of originals’ through

textual scholarship such as Shillingsburg (1996), proposes an opening of the ‘work’ to include
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translingual versions complicating also the issue of authorial intent which she expands to include
translatorial intent as well. Emmerich argues that ‘each new published text in translation is both a
translation and an edition. Editing and translating are mutually implicated interpretive practices that
further the iterative growth of a work in the world’ (8). She analyzes translation as a form of
translingual editing, and argues not only for the instability of the source, but also for the fact that
translations, constituting editorial practices, ‘make’ the originals. Emmerich’s approach of translation
being another edition of the text echoes back to arguments in Joyce studies regarding translation,
specifically to arguments by Fritz Senn, whose work has defined translation studies in Joyce
scholarship, and Patrick O’Neill who has taken further the reading of Joyce translations as a corpus.
Senn (1969; 1984) sees translations as a ‘running commentary’ on the original whereas O’Neill explores
how ‘the entire corpus of Joyce translations can be regarded as a single and coherent object of study’
which, along with the originals, can be seen as ‘a single polyglot macrotext’ (3). Taking up recent
insights regarding readers’ reactions to a literary text being continuations of it and adding to the text
(Attridge 1990), O’Neill adds literary translations to these reactions and proposes a ‘macrotextual’
model of reading which requires a ‘transtextual’ process, that is, reading across languages while keeping
in view the translations and the original, focusing on ‘the specific relationship between a literary text
and any one or more or all of its translations’ (10)."* Emmerich’s work has been seminal for my
thinking, not only because it explores the instability of the source and translation as a translingual
edition of a text, but also because it emphasizes the processes, and the practices behind them. In the
trajectory of Ulysses in Greece, I argue, the practices through which each translational or critical event
was achieved are crucial for our understanding of how Ulysses has been read, rather than the events

themselves. This thesis examines whether, rather than the finished translation of a work, it is the

14 O'Neill defines the ‘macrotextual’ model as follows: “all the possible translations combine with their original to
constitute a new but ultimately inaccessible ‘original’—authority recentred in the polyglot zex? (2005, 10).
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identification of the modernist text as a constantly reworked field that becomes crucial in peripheral
modernisms, and, in this case, in modernism in Greece. In the Greek reception of Ulsses, the textual
space is constantly retranslated, added to, commented upon; it is a textual field with which authors
identify, which they constantly revisit and unravel, eventually making it look more and more
‘unfinished’. Moreover, as it will be shown in the thesis, each Greek translation of Ulysses, whether it
is an excerpt or a full-length translation, draws from a different version of the text without questioning
the source. Through this lens, I propose to examine what happens to Ulsses in Greece, its
transformations and textual manifestations, and, therefore, contribute to the discussion about
modernism and translation in the periphery by shifting the focus to translations of modernist texts in
the periphery."”

Along the lines of Barthes’s perception of literature as being found in the dynamic practice of
writing instead of the finished work, it could be argued that world literature lies in the processes and
practices that contribute to the circulation and translation of texts instead of being a set corpus of
texts that are read beyond the borders of their origins. Moreover, thinking about the instability of the
source and translation as an editing practice has helped me approach a topic that occasionally appeared
slippery—translation in different forms or critical responses to Joyce’s Ulysses, a text with a complex
composition, publication, and editorial history. Ulysses exists in several different versions, which
appeared before and after its first full-length publication in 1922, all of which challenge authorial and

editorial intent. After several different legitimate and pirated editions of Ulsses, which perpetuated

'® Translation has been extensively discussed in relation to modernism as a method of reading, as a language, and a
creative practice (see Yao 2002, Orsini 2015, Rzepa 2016, Harding and Nash 2019, and more recently Wittman 2023).
While such discussions often revolve around canonical writets associated to Western modernism, there are also
examinations of how translation contributes to peripheral or minor modernisms (Lyall 2019). The two perspectives
should not be seen as separate from one another but rather as interconnecting and feeding into each other as they create
networks of circulation. Concerning the Greek context specifically, see also the critical re-examination of Seferis’s
translation of The Waste Land which was initiated by Vayenas (1989) and cartied out by Kokolis (2001). For a more
recent analytical examination see Loulakaki-Moore (2010). Following the debate on Seferis’s translation practice, see also
Atris Berlis’s suggestion that more work on the existing translations of modernist texts into Greek will reveal why
modernism in Greece is perceived as something obscure and difficult (Betlis 2002).
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errors of the first edition or introduced new errors, in 1984, textual scholar Hans Walter Gabler
published a ‘critical and synoptic’ edition of Ulysses aiming to present a ‘continuous manuscript’, a text
that would render visible its different stages of composition. Gabler and his team used pre-publication
material as well as the 1922 text, combining both American and Anglo-Saxon editorial methods, a
practice which caused controversy in the Joyce world and beyond as to the validity and authority of
the text he produced. The edition was criticized by many, most notably by John Kidd who accused
the editors of establishing existing errors and introducing new ones. Even though errors were
corrected, the controversy, also known as the ‘Joyce Wars’, had an impact on the broad readership,
mainly because of the way it was portrayed in the media as a dispute over the ‘true’, ‘authentic’ version
of the text, the one closest to what Joyce wrote. The Gabler edition is now widely accepted in Joyce
studies as an authoritative text, not because it is considered as representing authorial intent, but
because it is viewed as best representing the process and the different stages through which Ulysses
was composed.'®

Throughout the Greek trajectory, different versions of the text are used depending on what
was readily available to each translator or critic. In the early fragmentary translations discussed in the
first chapter, the 1929 French translation and the 1932 Odyssey Press edition have been used as
sources. In her monograph Ta eMpwird tov Tainuc T¢ove, Aravantinou mentions that she uses the 1961
Random House edition of Ulysses (1977, XXIV), without specifying whether she consults the same
edition for her translations of excerpts which were published in several other platforms. The copyright
for Kapsaskis’s translation (1990) is from the 1942 Modern Library edition and Anevlavis (2014)
claims to be using the Gabler edition. As for the first full-length translation, by Nikolouzos and

Thomopoulos (1969-19706), it is not clear which edition they have used. The fact that Ulsses exists in

16 For more information on the complex and fascinating composition and publication history of Ulysses, see Johnson
(2008, xxxviii-lvi) and Groden (1977). For more on the methods applied in the Gabler edition see Gabler (1981),
Mahaffey (1991), and Groden (1991).
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multiple versions is rarely discussed in the Greek responses examined here. Reviewing Kapsaskis’s
translation, Ch. G. Lazos (1991) raises the issue of a definitive version, while Marangopoulos outlines
the history of the Joyce Wars and explains his choice of relying on the 1968 Penguin edition as the
authoritative text (2010, 25-29). In this thesis, I examine examples from the Greek translations of
Ulysses by considering, wherever possible, the version that has been used as a source text. While
keeping in view the different textual manifestations of Ulysses, I provide references from the Gabler
edition for practical reasons, as the enumeration of lines and pages makes it easier to locate passages.
As this thesis shows, even though there is almost no critical discussion over the textual instability of
Ulysses and its different textual manifestations, it is translational intent that brings this issue to the fore
in the novel’s Greek trajectory. As each translator uses a different version of Ulysses as a source text,
and creates yet another ‘original’ (Emmerich 2017), it becomes clear how translations of different
versions of a text un-finish the text and rewrite it. It is in that sense that I propose the concept of the

‘unfinishing’ to talk about the practices involved in the active return and contribution to the text.

Ulysses, circulation, and translation

Translations were used from very early on in the history of Ulysses as a strategy for promotion and
circulation. As the book was banned in the English-speaking world for about a decade after its
publication, and its readership was very limited, translations were encouraged as a solution for wider
circulation of the novel.'” The first full-length translation of Ulsses into French in 1929, by Auguste
Morel, with the help of Stuart Gilbert, revised by Valéry Larbaud with the authot’s collaboration was

crucial in disseminating Joyce’s work to a larger readership.

7 For an account of the publication history of Ulysses, the bans and trials, see Brooker (2014), Vanderham (1997), and
Birmingham (2014). For the publication history of all of Joyce’s works, including Ulysses, see Herbert (2009).
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The ban on Ulysses in the USA was lifted on 6 December 1933 upon the decision of the Hon.
John M. Woolsey of the US District Court, more than ten years after the novel’s first publication in
book form. As a result, Ulysses is a novel which, for a significant amount of time after its publication,
could mostly be accessed in translation. For anyone in Greece who was interested in getting a copy
during the first years after its publication, the 1929 French translation would have been a solution;
however, it would also have been rather expensive. The writer Stratis Doukas, who wanted to publish
a translated excerpt from Ulysses in his journal To 3 udr, wrote to Nikos G. Pentzikis on 8 September
1935 about Joyce’s novel:

Eivou éva peyado BiBAio pe nopd€evr poppa, OTwg ToBAema TuTwpévo, nt axetBo: 1000

Sy ExeL 1 Yyouhhny enxdoan v ayyAmny etvor {ntnpa oy O v éBptoxa. (1977, 32-3)

Itis a big book in a strange form, from what I could see of it, expensive too; the French
edition costs 1000 drachmas; and who knows if I’d be able to find the English edition.

The French connection and mediation prevail during the first period of the novel’s Greek trajectory
when Greek translations of excerpts from Ulysses, as well as brief references and short critical notes
appear in small journals and occasionally the daily press. During that time, that is, the 1930s-1950s,
most Greek writers and critics who respond to Ulsses draw from French sources or French
translations—almost inevitable as a significant part of the initial critical reception of Ulysses developed
in the French literary space, but also due to the longstanding interaction of Greek writers with the
French culture and language. Pechlivanos and Politi state that Joyce was read in the original, or, very
often in French translation, a habit in keeping with the hegemony of the French language and culture
in Greece since the nineteenth century and up to the historical moment when English took over’
(2004, 457). As shown in the first chapter, the initial readings and translations of Ulysses draw from the

French translation. French connections are also observed in the Greek reception of other works by
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Joyce, such as in translations of stories from Dubliners."® Consequently, when examining the first
fragmentary translations of Ulsses, or the first articles and references to Joyce’s novel in the Greek
literary space, it is essential to consider what resources were practically accessible to Greek writers and
critics at the time. The French mediation is prevalent not only because Greek writers were traditionally
more familiar with the language, but also because it was through the French literary space that Joyce
established himself as a writer and it was through that language that his work was practically accessible.
Ulysses was published in Paris and promoted through strategies in which Joyce was often involved,
directly or not. One such event was Valéry Larbaud’s lecture to advertise Ulsses before it was
published and for which a few excerpts of the original were translated. During the preparations for
this lecture, Joyce gave Larbaud the Gilbert schema, and told him that French writer Edouard
Dujardin was his primary influence for developing interior monologue in Ulysses (JJ1I, 500; 519-23;
Slote 2004a, 364). Another promotional strategy was Joyce’s involvement in the 1929 French
translation, the exact nature of which has been questioned."” What is certain, is that the strategic note
‘avec la collaboration de I’ auteur’, which was included in the edition, was Joyce’s way of ensuring that
readers would trust that translation as validated by the author himself, and therefore the closest they
could have to the inaccessible original (O’Neill 2004, 415).

Such events find their way through in the Greek trajectory of Ulysses and impact not only the
reception of the novel in Greece, but also more generally Greek critical discourse. This happens with
Joyce’s acknowledgment of Dujardin as will be shown in the first chapter, but also with the authority

of the French translation which, as will be shown in the third chapter, impacts its reading even several

18 For example, “Xtdyt’ [Stachti’, ‘Cinder’], the first Greek translation of ‘Clay’ which was published in NeoeMyprnd
Todupara [Neoellinika Grammata) (1940, issue 182, 1) by Elpida Thr. Kastanaki, wife of Thrasos Kastanakis who had
produced the first Greek translation of ‘Eveline’ (Ayev rwv agiiwr, 1929) draws from the first French translation of
the story titled ‘Cendres’ (1926) by Yva Fernandez. Fernandez was a friend of Lucia Joyce and had met James Joyce
through Shakespeare and Co. (see Hayman and Nadel 1987).

'® For an account of the translation process see JJII (600-02). For Joyce’s involvement in the 1929 French translation see
Rodriguez (2013) as well as Wawrzycka and Mihdlycsa (2020, 9-11).
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years later. Finally, T. S. Eliot’s review of Ulysses (‘Ulysses, Order and Myth’, The Dial, November 1923;
1975, 175-78), which introduced the term ‘mythical method’, was also encouraged by Joyce and ended
up playing a crucial role in Greek literature as well. Poet and Nobel laureate George Seferis
appropriated the ‘mythical method’ as a key term not only in his reading and writing, but more broadly
in his cultural program which influenced Greek modernism and Greek criticism.”” Ulysses therefore,
along with its translational history and Joyce’s interventions, permeate the Greek literary space in

various forms.

Jovce translation studies

Even though translations of Ulysses started appearing quite eatly after its publication and under the
auspices of the author himself, the book is, to this day, considered among the most challenging books
to translate. Its stylistic hybridity, allusions, and cultural and historical references, as well as the way in
which Joyce uses language to create ambiguity make Ulsses a novel that challenges conceptions of
translatability. From the 1960s onwards, when the James Joyce Quarterly published its first issue on
translation, edited by Fritz Senn (Spring 1967, vol. 4 no. 3), an entire area in Joyce scholarship is
devoted to exploring translations of Joyce’s works or the broader connections of the Irish author with
the practice of translation. Senn has been one of the first scholars to highlight the importance of
translation in relation to Joyce’s work, arguing that even bad translations can bring to the fore aspects
of the original (1967, 163-64: 164). Some of his articles were revised and reprinted in his book Jgyce’s
Dislocutions: Essays on Reading as Translation (1984), in which Senn draws from his perspective of a non-

native English speaker and proposes translation as an approach of reading Joyce, as if reading Joyce

20 Apart from his mythical poetics which started developing fully in MoGozdgnua [Mythistorimal (1935), see also Seferis’s
lecture on Cavafy and Eliot which promoted a reading of Cavafy according to the ‘mythical method’ and shaped the
critical reception of Cavafy as a historical poet. For more on Seferis’s strategies of cultural politics, see Lambropoulos

(1988).
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is a struggle with a foreign language. Since then, translation studies in Joyce scholarship emerged with
special issues in several journals, the 2007 edition of Joyce Studies in Italy (Joyce and/in Translation, ed.
Rosa Maria Bollettieri Bosinelli and Ira Torresi), parts in JJQ issues 27 (Spring 1990, no. 3) and 41 (Fall
2003 — Winter 2004, no. 1/2), the 2010 issue of Scientia Traductionis (8), as well as a unit in the Summer
2010 issue of JJQ titled “Translatorial Joyce” and edited by Jolanta Wawrzycka. Book-length studies
have explored the issue of Joyce and translation through translation studies theory, such as Patrick
O’Neill’s Pobyglot Joyce: Fictions of Translation (2005) which draws from system theory and, as mentioned
earlier, proposes a ‘transtextual’ reading keeping in view all translations of a text and the original. Apart
from introducing a methodological approach, O’Neill also provides a historical overview of
translations of Joyce’s work, while in his later work he focuses on translations of Finnegans Wake, their
histories as well as comparative studies of individual choices (Impossible Joyce: Finnegans Wakes, 2013;
Finnegans Watkes: Tales of Translation, 2022), but also comparisons of translations of Awnna Livia Plurabelle
through the lens of Joyce’s involvement (I7lingnal Joyce: The Anna Livia 1V ariations, 2018). In 2020, a
volume of essays titled Retranslating Joyce for the 217 Century (ed. by Jolanta Wawrzycka and Erika
Mihalycsa) narrowed the focus on retranslations of Joyce’s works, comparative approaches of different
translations in a language, and the issue of translating Joyce while having a long critical and

translational tradition behind.

Joyce reception studies

A considerable amount of the Joyce scholarship that has appeared charts Joyce’s reception in other
countries responding to questions of Joyce’s influence in other literary traditions and languages. The
two-volume The Reception of James Joyce in Europe (ed. by Geert Lernout and Wim Van Mierlo, 2004) has
been a valuable resource that covers Joyce’s presence in European literatures without, however, aiming

to provide any overarching argument regarding textual circulation and translation. Other works, such
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as Transcultural Joyce (ed. by Karen Lawrence, 1998) examine transnational connections but without
placing them in a broader context of world literature dynamics. Most recently, José Vergara’s A/ Future
Plunges to the Past: James Joyce in Russian Literature (2022) explores Joyce’s influence on certain Russian
writers and the impact that reading Joyce had on the formation of Russian literature through
intertextuality theory. Arguing for a world literature approach of Joyce, Eric Bulson claimed that ‘[a]
truly global view of Joyce’s reception will produce the estrangement [...] [of not knowing] and enable
us to see him in entirely new ways’ (2009, 137-47: 145). However, while scholarship focusing on
receptions of Joyce’s work grows, the response to Bulson’s call for bridging the gap between Joyce
studies and world literature studies has remained limited (2009, 137). Instead of viewing Joyce as a
single phenomenon, world literature theory provides a framework through which to consider Joyce as
part of the hierarchies and dynamics that prevail in the world literary space and allows us to focus on
the practices and processes involved in the trajectories of his works. As a result, viewing Joyce in the
context of world literature provides insights on the circulation and dissemination of his work, and
allows us to draw conclusions on how responses in other spaces are structured based on their own

specificities.

Peripheral Joyce

Finally, this thesis looks at reading and translation practices in relation to a modernist text in a
peripheral literary space and a space that is conscious of its peripherality. ‘Center’ and ‘periphery’ are
terms widely used in world literature scholarship but also constantly contested and questioned. Pascale
Casanova (2004) views literature as governed by strict hierarchies and power dynamics which
determine textual mobility from the center to the periphery. Drawing from Herderian models and
focusing on nineteenth- and twentieth-century book markets, Casanova considers France and

specifically Paris as the center of the ‘world republic of letters’, a space from which, texts or writers
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that have gained recognition, move towards the periphery. Casanova argues that there are significant
transnational relations to be considered, defying thus national perspectives. According to her model,
texts from ‘literarily disinherited countries’, the periphery of the world literary space, which are
consecrated by autonomous critics are transmuted and denationalized, in other words, become
universal.”' Although criticized for its Eurocentrism, Casanova’s work speaks to the topic of this thesis,
as the narrative of Joyce’s participation and establishment in the French literary space aligns with her
arguments.”” The process of ‘consecration’ by the center is observed in Joyce’s trajectory as, despite
the number of spaces he inhabited beforehand, it is when he lived there and associated with the literary
and publishing circles of Paris that he became known as a writer. However, going back to Phocas’s
notice in Eorepla, it seems that consecration in Paris, that is, /# the center, might not have been
possible, or at least not in the same way, had not this series of minor appreciations or ‘false starts’ first
occurred. Before moving to Paris, Joyce was trying to make himself known while in Zurich through
promotional strategies such as reaching out to potential readers and reviewers, and enlisting the help
of people who, even if not closely affiliated with any literary scene, had connections to the press. One
such example is the notice published in Eozepia. The road to consecration, therefore, started first with
other connections, occasionally non-literary, leading eventually to minor recognition. As far as
consecration in the center is concerned, autonomous critics, such as Ezra Pound and Valéry Larbaud,
indeed played a significant role in Joyce’s popularity—the latter, as we saw, by organizing a
promotional event for Ulsses; however, it was not just isolated figures who made it possible. In Paris,

Joyce was part of an entire network which had formed around him. Apart from Larbaud, Sylvia Beach,

1 ‘Consecration, in the form of recognition by autonomous ctitics, signifies the crossing of a literary botdet. [...] For
texts that come from literarily disinherited countries, the magical transmutation that consecration brings about amounts
to a change in their very nature: a passage from literary inexistence to existence, from invisibility to the condition of
literature—a transformation that I have called /J##érisation.” (Casanova 2004, 126-27)

2 Regarding the debate around Casanova’s Eurocentrism but also het arguments more broadly, see Prendergast (2001)
and (2004). For further critiques on the orientation of Casanova’s model see Ganguly (2008), Orsini (2015), and very
recently Chua (2025). Damrosch (2022) and David (2023) reconsider the debates and critiques against Casanova through
a more positive light and suggest that her arguments should be nuanced by considering her viewpoint.
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owner of the bookshop and lending library Shakespeare and Co., Adrienne Monnier, also a bookshop
owner, as well as writers such as Robert McAlmon and Ernest Hemingway promoted Joyce’s work in
various ways. Therefore, as Orsini (2015) also points out, Casanova’s model should be nuanced further
to accommodate consideration of the practices through which ‘consecration’ is achieved. As shown
here, autonomous critics did not appear until later in Joyce’s trajectory, after multiple ‘minor
appreciations’ had taken place and had brought attention to the writer and his work.

Casanova emphasizes universality and suggests a conceptualization of the periphery as a
homogeneous space. Although she explains how texts are disseminated from the center to the
periphery, she does not explore further the actual trajectories, or the processes involved. Franco
Moretti (2000) focuses on issues of circulation and transformation by proposing the method of ‘distant
reading’ as opposed to the close reading methodology which he considers incompatible with the desire
for engaging critically with a broad geographical and linguistic range of texts beyond the canon, as
world literature studies require. He uses the modern novel as an exemplary form that was ‘diffused’
across cultures, ‘as a wave that runs into branches of local traditions and is always significantly
transformed by them’ (67). Moretti’s evolutionary point of view clarifies how world literature functions
as a system in comparison to national literatures. Drawing from Moretti and arguing that texts travel
through space and time, David Porter (2011, 244-58) highlights the importance of determining
trajectories instead of literary nationalities and stable origins. He criticizes Casanova and Moretti for
relying on three assumptions: the coherence and viability of national literatures, the ‘close reading’
methodology with a preference for the text’s original language, and the Eurocentrism underlying their
work. David Damrosch (2020) disagrees with the two scholars as well, including his own previous
writings in his disagreement, specifically his book What is World Literature? (2003). Damrosch detects
‘theoretical monism’ in Casanova and Moretti, as well as in his own earlier claim that wotld literature

is ‘a mode of circulation and of reading’ (2003, 5) and underlines the need to bring to the surface and
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deploy the singularity of works and cultures (267). A more nuanced critique is articulated by Francesca
Orsini (2015, 345-74), who accuses world literature scholarship of ‘viewing any local that is not a
“center” as derivative, peripheral, unimportant’ (351) and suggests a more fruitful approach of the
local, through multilingualism:

Rather than ambitious or expansive models that seek to cover—and contain—the

whole space of the world, approaches that explore the pluralities of space and time,

hold together local and wider perspectives, work multilingually, and take in hierarchies

of language and literary value but are not blinded by them seem to me both productive

for and appropriate to the work of world literature. (351)

Orsini proposes the concept of the ‘multilingual local’” to underline the multilingual interactions within
local communities (352) and suggests a focus on the local practices of these communities, which often
include translation, as crucial for a mote realistic articulation of world literature.

Orsini looks at inherently multilingual communities in India; I do not mean to suggest that
Greece should be viewed in exactly the same way. What I am drawing from Orsini is the need to take
into account the geopolitical, historical, cultural, and linguistic specificity of each region and reconsider
spatial examinations by focusing on communities rather than vaguely delineated geographical areas. I
also propose looking at the Greek literary space through its geopolitical characteristics—its proximity
to Burope but also its position at the borders of Europe, its linguistic characteristics—a minor
language, but also its historical specificity—its claim to an ancient past which is considered the basis
of western civilization. I use the term periphery in the sense of locality but also in the sense of a space
that constantly and consciously looks up to a center.

Gregory Jusdanis sees peripheral modernity as belated and incomplete ‘because it cannot
culminate in a faithful duplication of Western prototypes’ (1991, xiii) and although his focus is on
Greece, his conclusions refer to ‘nonwestern societies’. While it is essential to examine each locality

according to its specificity, I asree with Jusdanis’s suggestions about modernization in Greece bein
g >, 1ag gg g
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impacted not only by the European but also the classical (67), and, I would even suggest, by their
intersection. Greece is a peculiar kind of periphery as it is often seen as both central and peripheral.
Due to its claim to a classical past, it is often seen as partaking in the center that is the West, and is
even overlooked as living in the shadow of that past as well as of the imposing traditions of the West.
At the same time, Greek is also considered a minor language and a minor literature due to its current
geopolitical status. The recent interest of world literature studies in peripheries often overlooks the
Greek literary space under the assumption of it being a ‘Buropean literature’.” The Greek literary
space is a periphery defined by a constant oscillation between the shadow of the ancient past and the
proximity to major literatures, between the center and the periphery.

In her study on the syncretist aesthetics of Argentinian writers Borges and Piglia, and Greek
writers Kalokyris and Kyriakidis, Eleni Kefala uses the distinction center-periphery to question its
legitimacy (2007, 24). Showing how fluid such terminology can be, that ‘periphery can be everywhere
and center can be nowhere’, Kefala suggests that

[...] since and because of their encounter with modernity, the cultural and ideological

practices of ‘peripheral’ countries in general and of Argentina and Greece in particular

are closely associated with those of the nation. In such “peripheral’ localities, the notions

of culture and nation are inseparable whilst literature frequently undertakes the task to

define, defend or even challenge national identities such as Greekness and

Argentineness. (19-20)

Kefala suggests that Greece and Argentina are peripheries that have developed similarly in terms of

their reactions to modernity and their modernization processes. By looking at the aesthetics of the

intellectual elite known as the ‘Generation of the Thirties’, she argues that modernizing cultural

2 See, for example, Averis, Littler, and Weiss-Sussex (2023), Deckard et al. (2016), Doyle and Winkiel (2005). See also
The Oxford Handbook of Global Modernisms (2012), ed. by Mark Wollaeger and Matt Eatough and specifically, the essay by
Sanja Bahun, ‘The Balkans Uncovered: Toward Historie Croisée of Modernism’ (25-47), which situates Greece and Greek
literature within the Balkans and argues that the Balkans have been seen as ‘both part of Europe and not part of Europe;
a bridge between the East and the West and the impossibility of such a bridge’ (28). Bajun, however, notes that In
comparison to other Balkan modernisms, Greek modernist literature was fortunate: widely available in translation in all
major languages, it is also the subject of many excellent studies in English’ (34).
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practices in Greece were associated with the nation. Poets like Seferis and Odysseas Elytis sought to
establish the concept of Greekness by emphasizing continuities between the past and the present.
They sought to redefine the canon and establish a continuity not only with early modern tradition, but
also between antiquity and modern reality, an ancient past, that is, which was widely recognized by
Europe. By focusing on the intellectual elite, however, Kefala entirely ignores prose fiction as well as
other configurations of Greek modernism such as the writers of the so-called ‘School of Thessaloniki’
who, apart from developing an interest in prose, also had different conceptualizations of Greekness
that were not based on nationalist concerns. Although recognized as a literary center, Thessaloniki is
also considered a regional literary space, situated in the Greek periphery with Athens as a center.

In what follows, I am more interested in communities, interactions, processes, and practices
rather than a set body of responses, and one-sided influences. The notice which was published in
Eorepiain June 1917, and mentioned Joyce alongside war events and the repercussions of the National
Schism in Greece, very likely did not have a significant effect on the Irish writer’s fame among the
Greek public. It shows, however, what the authot’s interactions were in Zurich. Looking at minor,
forgotten events, in tandem with finished projects and full translations invites us to reflect on how to
address such events. It allows us to propetly approach the continuity, but also to reflect on the
serendipity that prevails in the process of circulation and translation, and brings to light writers, works,
and approaches that have evaded the canon. Apart from tracing Ulysses in Greece and trying to make
sense of the relevant responses, this thesis also reflects on aspects of Greek literature that have
remained underexplored. The first chapter questions what we mean by the term ‘Greek modernism’,
the second chapter encourages a reconsideration of critical practices and what is considered a ‘correct’
or ‘valid’ reading, while the third chapter proposes a rethinking of the discourse about translations—
even those which are considered ‘bad’. This thesis encourages thinking about Greek literature outside

of the canon, as well as the interactions with the canon. Trajectories of texts are more messy and
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perhaps even more unpredictable than we tend to assume in our critical practice, and while this is
commonly known, it is rarely discussed critically. Focusing on the practices instead of just the results

can be a start to a better understanding of this serendipity, a better understanding of world literature.
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Chapter 1: Ulysses in fragments: the early translations of Ulysses in the
Greek periodical press

Introduction

In 1945, in the aftermath of WWII and Greece’s German Occupation, three friends in Thessaloniki
decided to publish a journal that would include subjects related to ‘Literature. Poetry. Fine Arts.
Philosophy. Life.”. They chose the title KoyAac [Kochlias] (the snail), for its spiral shape as a symbol of
progress. In fall 1945, Yorgos (or Yorgis) Kitsopoulos, along with Lefteris Koniordos and Yannis
Svoronos started planning an ambitious publication with which they sought to fill a gap in their
contemporary literary sphere, to propose an alternative response to modernity than the one developed
by the Athenian literary circle, and would provide material and approaches that they considered to be
missing from the Greek literary space. Reaching out to other writers and artists from the circle of the
Thessaloniki-based writer Nikos Gavriil Pentzikis, who already had some experience in journals,
Kitsopoulos, Koniordos, and Svoronos aimed to introduce texts and writers from abroad, but also
aspired to incite critical discussion and exchange of ideas. Despite and perhaps because of its take on
modernism and the avant-garde, KoyAdac (1945-1948) was almost entirely ignored and dismissed during
its circulation while the fact that it originated from the periphery also contributed to its low popularity
(Kouroudis 1997, 32-4). Years later, in the 1980s, a reconsideration of Greek modernism and its
manifestations led to critical recognition of marginal journals like Koyliac some of which were
reprinted in bound volumes. The group of Kgydiac published original work and translations while they
promoted their working practices as based on collaboration, self-criticism, and communality. KoyAiag
is now known for the amount and variety of translations it published, eighty translations from a wide
range of writers and texts, from philosophy (Berdyaev, Kierkegaard, Plotinus), and byzantine literature

(Michael Psellos), to Charles Baudelaire, Henry Miller, Franz Kafka, and most notably two passages
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from James Joyce’s Ulysses. The variety of texts that appeared in Koyldiac make one wonder about the
sources of the journal’s team and how they gained access to them.

Nikos G. Pentzikis, a writer and artist, who was also involved in a previous publication, To 3’
pare [To Trito mati, ‘the third eye’] (1935-1937), had a crucial role in suggesting texts for translation in
Koyliag as the most well-read in the group. Apart from the years he had spent studying in France,
Pentzikis also kept a significant number of books and journals which he shared with the rest of the
KoyMiag group and which they read, translated, and discussed for publication. These texts allegedly
came from a chest full of books and literary journals that Stelios Xefloudas, a writer and friend, had
brought from France, where he was studying, and had entrusted to Pentzikis upon his return. In his
interview with Kostas Kouroudis in February 1991 (published in 1997), Kitsopoulos claimed that

O Eephovdag etye {noet ypovia ato Ilapiot. Me v entotpog?] ToL Epepe Evar UTXOLAO

ne ayvwota BpMa ™me N.RF., ye 1o onole o MoAyo Oev eiye tdéa. Egepge ot

Oceooaroviny axnptPg 0,1t VEOTEQO LINEYE OTY AOYOTEYVIX TNG EMOYYG EXELVNC XAl T

‘dwoe v o npataet o Ievtliung. [...] Ot TCoug, Mnéxet, Ehot, Kagpra xat éva cwed

dAhot Boioxovtay péox oto praodro. (1997 [1991], 45-46)"

Xefloudas had spent years in Paris. When he returned, he brought a chest full of

unknown books of N.R.F. [Nowupelle Revue Francaise] about which Molcho had no idea.

He brought to Thessaloniki precisely the newest stuff from the literature of the time

and he gave them to Pentzikis to keep. [...] Joyce, Beckett, Eliot, Kafka and many

others were in the chest.”

In an article about Koylia¢ that Kitsopoulos published in 1994, three years after his interview to

Kouroudis, he talks about ‘quite a few chests full of books’ (‘ndpnoca uneodha yepdta BtBiia’, 1994,

!'In all references to the interviews in Kouroudis’s study, To zegpiodid “Koyriag”. Osaoaroviny (1945-1948). Ewaywyr),
ovvevteb&ers, Pibhoypapia (Paiania: Bilieto, 1997) I include the date of publication of Kouroudis’s study and the date of the
interview referenced in brackets.

2 Kitsopoulos refers to the owner of a central bookshop by the same name in Thessaloniki. ‘Molcho’ bookshop opened
in 1888; it was one of the main distributors of foreign books and international press in the city for many years.
Xefloudas returned to Thessaloniki in 1930; however, later in this passage Kitsopoulos says that they were reading The
Waste Land in 1943. As he does not specify the date, it is unclear whether in the quote he refers to Mair Molcho, the
ownet before German Occupation, ot his son, Solon/Salomon Molcho, who took over after Occupation. As the family
who owned the bookshop was Jewish, their business was seized by the Germans during Occupation (1941-1944).
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163-77: 164). Yorgos Stoyiannidis, another member of Koydiagc and a poet, paints a more colorful
picture of how the chest of books figured in the group’s gatherings: ‘O I'levtlinng eiye moika BtBAia o’
EVaL ULTLOLAO 1ot OTAY Elye OPEEN—UTIOEW VU Tw TWG TAVTOTE EIYE—AVOLYE GOV EVAG TIELQATNG TO UTAOVAO,
eByale and péox tov Onoaved nat poag StaPale. Ta BrBAio ta eiye @épet anod 1o ekwtepno.” (1997 [1991],
71).” Karolos Tsizek, one of the youngest members of Koyllag, an artist and translator, replied in his
interview as follows:

To pnoovro awtd dev To Bupdpor, XA TWEX TOL LOL TO EITATE XAL TO GUEPTOUAL, VOUILW

ot éyete Oimo. YMNEye WMo aEUETH MEYAAY TocOtTa youAkxwv BiBAiwv oTo

nopabuiaooto onitt tov Ievtlinn. Ta elye epet not T elye aproet exct o Eephoddag,

entotEépovtag anod v Iaddia. ATotehodoay ovotaotind v Tpocwnxy] 1oL BtBAto0nxy.

Yrnoyov petaéd Twv To To EynELTa YoaAAnd Aoyoteyvind meptodma. (1997 [1995], 91)

I do not recall that chest, but now that you mention it and the more I think about it, I

think you might be right. There was a rather big number of French books in Pentzikis’s

beach house. Xefloudas had brought them and left them there when he returned from

France. They were essentially his personal library. Among them were the most

prestigious French literary periodicals.
The story changes in every account. Occasionally the chest of books is transformed into multiple
chests, and it eventually becomes a writer’s library. But whatever the truth behind these contradicting
accounts, this story underlines aspects of textual circulation that are often overlooked in literary
history, world literature, and translation studies such as the serendipity which often seems to
characterize the way in which texts and books cross borders. Literary and textual migration can be
achieved through organized projects of translation and criticism, but, more often than not, they also
happen through random discoveries, personal libraries and archives, and small communities. Books

are circulated among friends and are read fragmentarily. Another aspect that the story of the chest of

books highlights is that of individual initiatives and preferences which often direct small community

3 “Pentzikis had a lot of books in a chest and whenever he felt like it—and let me tell you that he always did—he opened
the chest like a pirate, he took out the treasure and read to us. He had brought those books from abroad’
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projects but are, however, influenced by canons. Xefloudas brought books and journals that appeared
in Paris, the center of literary consecration at the time according to Pascale Casanova (2004), he gave
these resources to Pentzikis, who distributed and suggested texts for translation and commentary,
while the other members studied these texts, discussed them, and translated them. Just like the notice
with which I started this thesis, the one that Pavlos Phocas wrote about Joyce in the London-based
diasporic newspaper Eorepia, so with this chest of books and journals: it is another example of a minor
event reflecting circumstances of textual circulation. Even the intermingling of different versions of
the story about the chest of books, as part of the group’s fluctuating and fleeting collective memory,
helps us understand the circumstances under which KoyAiag was produced, how the texts were
circulated among the members of the group, how they were being read, and how the translations were
carried out. Koylag, along with To 3° udn, which had appeared a decade earlier, were the first
publications to include translated passages from Joyce’s Ulsses. The two journals share common
characteristics and approaches, while certain members, like Pentzikis and his sister, poet Zoi Karelli,
were involved in both. Unlike the notice published in Eorepia, the impact of KoyAlagc and To 3° udr has
been traced more extensively and more is known about the practices involved in their creation and
reception. Although it might seem like just an anecdote, the story of the chest of books leads to
multiple acts of translation, including parts of Joyce’s Ulysses. It is also an indication of how texts
crossed borders materially and arrived at a peripheral literary space such as Greece through writers
and intellectuals who traveled and spent time abroad. The story of the chest of books is only the
starting point that allows us to understand how Joyce’s Ulysses was first translated, published, and
circulated in Greece.

This chapter will examine the early fragmentary translations of Joyce’s Ulysses in Greece, which
were published in the avant-garde journals To 3 udin and KoyAiag along with the introductions and

short commentaries with which they appeared. Examining the circumstances under which these
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translations were produced, the chapter will then turn to two figures who emerge from these
translations, Karelli and Pentzikis, and two critical pieces they wrote in which they draw from and
reflect on Ulysses in various ways. Exploring how these early fragmentary translations of Ulysses and
short notes about Joyce reflect the first acts of reading Joyce’s novel in Greece, this chapter argues
that, during that period, Ulysses in Greece is read and presented in short form, in fragments and notes
published in periodicals, as part of specific strategies which seek to create a literary canon and a
translational tradition, and establish certain writers. During its eatly reception, Ulysses is not read in its
entirety due to the challenges of gaining access to a copy of the book, that is, the text in its full form,
but also the challenges of its language and style. At the same time, these challenges form a mode of
reading Ulysses as it is read with a focus on its appearance, its critical reputation, and its formal features.
In this first period of the trajectory of Ulysses in Greece, Joyce’s novel is linked to debates over interior
monologue, it becomes an example and a starting point through which to discuss and develop
interiority in prose and therefore an alternative model of modernism in the Greek literary space, other
than the one ‘imposed’ by the Athenian literary circle and represented by the Generation of the
Thirties. Ulysses becomes a textual space for exercises of translation, through which different
translation practices are adopted. What seems to be a haphazard dissemination of different parts of a
text is actually a conscious and recurring process of reading which aims at establishing a literature and

Ulysses is used as a key text for that strategy.

First appearances: Uysses in the periodical and daily press

Following the short notice published in London-based Eozepia, Joyce is mentioned in another Greek
diasporic newspaper, this time based in Paris and titled Ay rwv I lapwiwy [Agon ton Parision], on 27

April 1929. In the wake of the 1929 French translation, and while Joyce himself was living in Paris,
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Greek writer Thrasos Kastanakis presented what is known as the first ever translation of a Joyce text
into Greek, that of the short story ‘Eveline’ from Dubliners (‘H EBehiva. Avqynpoa—Ilapovotaopévo ot
NeoeMnvin and to Opdoo Kaotavenn’).! The short introductory note which accompanied it shows
evidence of reading Joyce through his French reception, a mediation which, although expected in this
case, permeates a large part of Joyce’s Greek trajectory. The note cites Joyce’s titles, Dubliners and A
Portrait of the Artist as a Young Man, in Greek, but visibly drawn from the titles of the French translations:
“AvBpwnot tou AovfBiivov’ and ‘Aaidarog’.” Comparing Joyce to Marcel Proust, the note presents him
as a ‘unique interesting figure of new English literature’ and a ‘researcher’ of the ‘introspection of the
contemporary human’.’ Kastanakis’s translation of ‘Eveline’ is the first in a long line of Greek
‘Evelines’ that appeared since then in various platforms, individual translations in literary journals of
varying fame or impact, as well as book-length translations of Dubliners. Pechlivanos and Politi (2004,
455-68: 456) draw parallels between the adventures of ‘Eveline’ in Greek and the Greek reception of
Joyce to illustrate the fragmentation that has prevailed in the latter. Nevertheless, instead of
fragmentation as indication of a flawed ‘transportation’ of a writer’s work, this varied trajectory of a
short story by Joyce illustrates the precise conditions under which a text often crosses borders, the
multiple ways and paths it follows and the trajectories it forms. It also shows the way in which Joyce
was first available to the Greek readers, through a short story which may have felt more familiar to
them due to Greece’s long migration history.” A couple of months after Kastanakis’s ‘EBeliva’, another

literary critic who was familiar with the French literary space, Kleon Paraschos, presented Ulsses in

4 James Joyce (1929), ‘H EBehiva. Avynpo—IIapovotaouévo ot Neoehnviny] and 1o @pdoo Kaotaveny’, trans. Thrasos
Kastanakis, Aydv twv [ lapoiwr, 27 April (159), 6.

> “AvBpwrot Tov AovBAivov’ appears to be a translation of Gens du Dublin (19206), the title of the French translation by
Hélene du Pasquier, Jacques-Paul Renaud, Yva Fernandez, and ‘Aaidodoc’ from the French translation Dedalus: Portrait de
Lartiste jeune par lui-méme (1924), trans. Ludmila Savitzky.

6 “EeywELoT evlapEEOLoA YUOLOYVLIIX TNG VEXS ayyAuNg Aoyoteyviag’, ‘Mali pue 10 yehho Mapaoeh ITpobot, oténet évag
and Toug To 1516EELOKOLE, TOLG UeYUAOPLELS EQELYNTES TNG TOADPEENC Xt DoAng, nat avTryvwpodpevns eowbenEnaong Tov
obvyypovou avlpwrov” (Kastanakis 1929, 6)

7 It should be noted, however, that in French as well as in Czech, the first Joyce translation to appeat was ‘Eveline’ (by
Hélene du Pasquier in French in 1921 and by Oskar Zika in Czech in 1922). See Lernout and Van Mietlo (2004).
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the Athenian newspaper [lpwia [Proia, ‘Morning’] by first trying to pinpoint Joyce’s nationality: ‘Aev
gebpw oV Elve  YVWOTO  OTOLG  OVOYVWOTAHG  MoL 1O Ovopor  tou  Ayyiov—Iplavdod
noplokexntndrepu—ouyyapéws TCéipe TCoi.® Citing Stuart Gilbert, Paraschos describes Ulysses as the
most discussed and overexplained work ‘in England” in the last hundred years.” The mediatory role of
the French reception is more visible this time, not only because Paraschos, like the note to Kastanakis’s
‘EBehive’, refers to Portrait by using its French title, but also because he uses explicit references to
French sources, such as the French translation of Ulysses, as well as Gilbert’s review in L.a Nowuvelle
Revue Frangaise. While this is explained by the familiarity that Greek intellectuals traditionally
maintained with the French language and culture, it also indicates Joyce’s strong presence in French
criticism. As it was published and promoted in Paris, and was banned in the English-speaking world,
Ulysses was often read as a book established in the French space, while Joyce was often compared to
French writers such as Marcel Proust or, as shown later, Emile Zola and Stéphane Mallarmé. Even
though there was awareness that Ulysses was written in English, in the early critical responses in Greece
during the 1930s until the 1950s, its Irishness is rarely perceived or highlighted as a distinct
characteristic. The paradox between Joyce’s origins, the language in which Ulysses is written, and the
space in which it was published is not questioned by early Greek criticism, as attention is drawn to the
text’s formal features. Ulysses is viewed as a novel coming from the literary center of Europe, by a
widely acknowledged and established writer, proposing new writing practices and forms.

After citing a short translated excerpt from ‘Sirens’, Paraschos draws attention to the technique

of the novel and specifically to its interior monologue, which he defines as ‘the almost entirely accurate

8 Kleon Paraschos (1929), ‘O “O8vooedc” tov Téipg TCoic, H I'pwia, 23 June, 5. ‘I do not know if my readers are
aware of the name of the English—more literally Irish—writer James Joyce.”

? ‘Koavéva epyo edm xat exatd ypovie oty Ayyhia, yoaget o xottinog g «Neéag Ioddune Enbewphoewe», Tov onoiov
daveilopat Tag uploets, Sev npoendiece TO0eC epunveleg xat oblntioelg ot dev noegnynon oe étoto Babpod, 6oo o
«O8vooedoy tov TCoig.” (Paraschos 1929, 5)
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photographic representation of thoughts, as these are formed in the characters’ consciousness’.'” What
Paraschos, in a newspaper of general interest, terms the ‘great originality of Ulsses (“n peyodn

23>

mpwtotunian Tou “Odvocéws”) becomes the main point of reference for Ulsses during the first few
decades of its Greek trajectory.'’ Between the 1930s and 1950s, Ulysses appears in marginal publications
run by small literary circles. These publications originate from or are affiliated with the Greek periphery
and specifically Thessaloniki. By discussing and translating passages of Ulysses, the agents involved
respond to bigger debates and conversations that unfold at the time surrounding modernity,
modernism, modern Greek literature, and their respective writing practices. Fragmentary and
collaborative translations, along with short introductory and contextualizing notes, as well as articles
that combine critical and personal writing aspire to introduce Joyce and Ulysses to the Greek readership
by discussing the novel as an event. They explore it through its critical reception, its reputation, and
its writer. At the same time however, instead of being singled out, Ulysses is read within a wider range
of literary texts in these small publications which promote art, new ideas, and literary innovation
through foreign as well as local literature, original work and translation. As we will see, Joyce’s novel
becomes part of the ‘publishing program’ of the avant-garde journals To 3° udrn (1935-1937) and
Koyhiag (1945-1948), and of the literary circles and individuals that were attached to those publications.
Both journals aimed at promoting foreign literature and new techniques, and therefore at proposing
ways of renewing Greek literature. These seemingly erratic and fragmentary responses to Ulysses,

reflect the way in which Joyce’s novel is read—or not read—in the beginnings of its trajectory in the

Greek literary space. Ulysses becomes a text through which writers develop their thinking about

10°Ocov agopd v xabapn pubiotopnuotun teyviur, 1 ueydin npwtotumic 1ov «O8VoCEW» Eive O «EOWTEEUOG
povoroyoor. O eowtepdg LOVOLOYOG ive 7] axELBECTATY) OYESOY YPWTOYRUPIUY] ATTOSO0LE TwV ouedewy, OTWS
SLapoEPmvoVTaL 0TV GLYELSYot Twy NEwwy Tov épyou.” (Paraschos 1929, 5)

11 There are more ‘appearances’ of Joyce in the Greek press during that period than those discussed here. See, for
example, the literary periodical O Novude, issue 614 (12/1/1919), 78 which includes a shott reference to A Portrait and in
which Joyce’s name has been typed erroneously as “T¢&lpc TCobuov’, and issue 619 (16/2/1919), 158-59 which published
a detailed description of Joyce’s play Exiles. For a full list of such references see Marangopoulos (2010), Pechlivanos and
Politi (2004).

44



reading, writing, translating, as well as their approach to modernity, proposing thus an alternative
modernism to the one that had been shaped by more central literary figures in Greece in the 1930s.
This chapter, therefore, focuses on appearances of Uhsses in Greek periodicals during the
1930s-1950s that constitute or are related to acts of translation which aim to introduce modernist
writing practices and participate in the creation of a literary tradition in Thessaloniki and the
establishment of the writers involved. More specifically, the chapter looks at the practices behind these
responses as key elements of the text’s circulation and dissemination, and focuses on how these
practices shape the first readings of Ulsses in Greece by promoting a fragmentary approach as a novel
of innovation and modernity, an example of modernist writing leading to further contemplations
about genre as well as developing a critical discourse. In what follows, I will examine three translations
of passages of Ulysses and the short critical notes that accompanied them, which appeared in the
journals To 3° udn (1935-1937) and KoyAiag (1945-1948) while also considering two texts, by Karelli
and Pentzikis, which were the first to provide critical insights on Ulsses. Alongside close reading, I
will also examine these instances by considering recent developments in periodical studies. Critics such
as Sean Latham and Robert Scholes (2006) have foregrounded the need to reconsider critical
approaches of the periodical form through print culture instead of employing exclusively
methodologies of literary studies, such as close reading. More recently, Gustav Frank and Madleen

Podewski (2022) underscored the need to examine periodicals as texts themselves and not simply as

¥ <
b

“‘containers”, “vessels” or “quarries” of information’ (36), avoiding thus to isolate a text from the rest
of the periodical’s content and materiality. On the other hand, Felix Brinker and Ruth Mayer (2022)
oppose to only adhering to ‘distant reading’, or focusing only on the journals’ formal features.
Discussing specifically journals and modernity, they propose instead a consideration of what they call

‘mediality’ and ‘periodicity’ of the journals and promote an exploration of ‘how periodicals contribute

to a pervasive understanding and “feel” of modernity around 1900” (2022, 8).
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Following these approaches, I examine the translated extracts of Ulysses in relation to the rest
of the content in the periodical issues they appear. Specifically, I look at how Ulysses is presented and
framed, the structure and content of the issues in which passages and references to Joyce’s novel are
included, and the texts and writers alongside which they are published. Periodicals are types of
publication that favor the short form. Far from being a short-form text, Ulysses is presented in a
fragmentary way adapting, therefore, to the periodical form and is accompanied by brief introductions,
commentaries, and notes. Its fragmentariness, as well as its critical framing reflect how Ulsses is being
read at the time, not only by the journals’ readers (who were very few), but mostly by the agents
themselves, the translators and editors who wete also writers. In what follows, I also focus on the text
itself, the passages that have been published, the way in which they have been translated, and the kind
of criticism that is provided. Examining the fragmentary appearances of Ulsses in Greek in To 3’ pdn
and KoyMiag allows us to view their form and content of these two journals as complementing each
other. More than that, it allows us an understanding of the methods employed through which Usses
is read and circulated during the early period of the Greek trajectory of Joyce’s novel. If, as Brinker
and Mayer (2022) argue, periodical press in modernity is entangled with and contributes to processes
of modernization, then peripheral periodical press is crucial not only in peripheral modernities and
modernisms, but also in how processes of modernization from the center are perceived, questioned,
perpetuated, and transformed in the periphery. A focus on content as far as To 3’ udr and Koyliag are
concerned, on original work but mostly on translation and criticism, allows us a view of what texts,
writers, and tendencies from abroad were received and being responded to by small groups and minor
writers; an examination of form helps us understand the way in which new material, whether original
or in translation, was presented and circulated. Such an examination, therefore, reveals not only what

the first readers (in this case the translators and writers) of Ulysses in Greece were interested in, but
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also how Ulysses becomes part of strategies of canonization, establishment, and contribution to critical

discourse.

1o 3° ydrr: an alternative response to modernism

An interesting case of coexistence of the Athens and Thessaloniki literary circles in the same platform
is found in the artistic and literary journal To 3’ udr [To Trito Matz, “The Third Eye’] (1935-1937). The
‘group of friends’ (‘wia opddo Yidwy’, as per the cover) which published To 3 udn was composed of
writer Stratis Doukas, architect Dimitrios Pikionis, artist Nikos Chatzikyriakos-Gikas, painter Spyros
Papaloukas, and theater director Sokratis Karantinos, all of them from different artistic backgrounds
who became well known in their respective fields later. Although most of them were based in Athens,
where the journal was published, Doukas had established connections with the literary and artistic
scene of Thessaloniki. One such connection was Pentzikis, with whom Doukas discussed at length
his aspirations for the publication, as Doukas’s letters to Pentzikis reveal.'”” While Pentzikis contributed
to the journal with translations and original work, his input in To 3° udn extended also to editorial
suggestions and decisions alongside Doukas, even though he was never mentioned officially on the
cover as a member of the editorial team. Although it was published in Athens, To 3° udn expressed a
different approach of modernism than the one that the Generation of the Thirties had started
developing at the same time. Through Doukas and the involvement of Pentzikis and his sister and
poet Zoi Karelli, To 3’ udn developed a connection with the literary and artistic scenes of Thessaloniki,
expressing also an interest in interiority as a writing and an artistic practice. However, Doukas’s

enlisting of Pentzikis and Karelli, was not warmly received by the rest of the editorial team who did

2 Doukas’s lettets to Pentzikis have been published under the title Magrvgicc xar xpiosic [Martyries kai kriseis, ‘Testimonies
and accounts’] (1977).
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not share their literary interests. Chatzikyriakos-Gikas was envisioning a journal that would be more
artistic than literary; while he also claimed that To 3° udn was partly founded as a way of securing
financial help to Doukas. In his letters to Pentzikis, Doukas describes how he had been left alone to
manage the journal without any help; lack of resources and insufficient management are reflected in
the erratic publication—instead of monthly installments as initially planned, they ended up publishing
double and triple issues later than the month stated on the cover. These problems, as well as bad
communication and conflicts led to the journal’s termination only two years after its first issue and
having published twelve issues in total. Doukas did not proceed with another journal even though he
had envisioned it, but his aspirations are traced in the project of KoyAiag of which the mastermind was
Pentzikis.

Aspiring initially to bring to the fore the importance of fine arts and specifically plastic arts in
cultural expression, and their crucial role in exploring interiority, the interdisciplinary editorial team of
To 3’ ydr announced their aims prior to publication by circulating a manifesto-like proclamation which
was reproduced in the first issue.”” They sought to respond to the surge of art and painting observed
around the world in the beginning of the twentieth century through movements related to modernism
(expressionism, dada, surrealism among them) which brought to the surface human intetiority.'* They
wished to include in their publishing program new expressions which could be found in ‘tradition’
(‘mepddoon’) as well as ‘the avant-garde’ (‘mrowtonopia’), with a focus on formal experimentation. The
editorial team explained their chosen title To 3 wdr (the third eye) as expressing the need for a

‘stronger, new, more dramatic vision’, a ‘third eye’ in order to escape ‘the mainstream, the mundane

13 For references to To 3° udr 1 use the collective reprint of its issues in facsimile form published by ELIA: To 3° udn
(1935-1937) (Athens: ELIA, 1982). Page numbers, which did not exist in the original issues, have been added in this

volume from which I draw for references. See here the first issue in To 3° udn (1982, 1-4). For motre on To 3° udw see
Sartori (2010).

14 To 3° pdn (1982, 3).
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and the trite of everyday life’.”” This seemingly spititual title indicated the avant-garde tendencies of
the editorial team and their desire to break new ground. At the same time, the title’s typographical
appearance, which combined letters and a number, was one of the ways in which the artistic-literary
journal showed its interest in combining different elements and connecting different arts, literatures,
and traditions. To 3° udw, therefore, was a publication which sought to bring innovative forms and
works while also revisiting Greek folk tradition. Declaring their refusal to engage with linguistic issues,
the group of To 3’ udn aimed at focusing on language #hrough art instead of the other way around (1982,
4). A tendency for ‘extroversion’ marks the journal’s aims, as its members showed an interest in the
artistic developments around the world rather than in local linguistic issues which would result in a
limited scope of the publication’s content. The refusal of the journal’s group to engage with the Greek
language question, a local issue which had a strong impact on literature and art, and their interest in
progress and avant-garde movements from abroad complicates Dimitris Tziovas’s view of Greek
modernism as a movement which focused on language and the aestheticization of the national identity
politics (Tziovas 1997). Effie Rentzou has examined the journal To 3’ udw as proposing a model of
modernism, alternative to the one promoted by the Generation of the Thirties during the same period,
while also being the only Greek magazine of that time to combine visual art and literature. Analyzing
the journal’s content, Rentzou brought to the fore the attempt, expressed in To 3’ udr, to draw
synchronic connections (between Greece and other cultures) as well as diachronic connections
(between different layers of Greek tradition). To 3’ udr, she argued, went beyond the national ideology
that preoccupied the Generation of the Thirties at the time. Finally, through a comparison of To 3’

pare with French magazines of the same period, specifically Cabiers d'art, Documents, and Minotanre,

B TITAOX: Otoy TEOKELTOL YLor TEYVT], HAL YEVIXWTEQ, OTAY TEOXELTAL Vo ByeL ®avelc am’ TO TETOLUUEVD, TOLG XOLYOLS
tomoug ¢ nadnpepvng Lwng, yoetaletor o SuvatdteEn, véa, dpapatnateen OPAXH. yoedletar éva TPITO MATT, To
3 par (1982, 2-3)
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Rentzou showed the participation of To 3’ udwn in broader European modernist tendencies. '

Apart
from To 3’ pdr, other marginal journals of that time, such as O Kvxdog [O Kyklos, “The Circle’] (1931-
1939, 1945-1947) or Néo: I lpwrondgor [Neoi Protoporoi, “The New Avant-garde’] (1931-1930), express
similar tendencies of ‘extroversion’ and innovation allowing, therefore, for a reconsideration of the
prevalence of the Generation of the Thirties as the only manifestation of Greek modernism and
pointing to a different understanding of the modern in this local context.

To 3" par appears in 1935, which is often considered the inaugural year of Greek modernism
due to the publication of George Seferis’s Muvbiordonua [Mythistorimal. The developments of European
modernism were, at that time, reaching the Greek literary space. Yorgos Theotokas had already
published his essay Elcdlcpo Ilvevua [Elefthero Pnevma, ‘Free Spirit’] (1929), which became the
manifesto of the so-called Generation of the Thirties, a literary circle formed by an Athens-based
intellectual elite. Identified often as the only manifestation of modernism in the Greek literary space,
the Generation of the Thirties focused on the Greek landscape, classical antiquity, the continuity
between the ancient past and the present, Greekness, and national identity, especially as far as poetry
was concerned. Such characteristics have led critics to view Greek modernism as ‘introverted’ and
‘ethnocentric’ as opposed to modernism in Europe which promoted capitalism and imperialism
(Tziovas 1997). At the same time, however, the literary production of Thessaloniki-based writers
turned to the city’s byzantine history and mystical tradition, developing more esoteric writing and
focusing on the inner workings of consciousness. The interior style that the Thessaloniki-based writers
cultivated in prose writing and the development of interior monologue has been considered their main

innovation which led to the term ‘School of Thessaloniki’. Members of the Generation of the Thirties

'® This material is from unpublished work which Professor Effie Rentzou graciously shared with me: a presentation she
gave at the conference Les littératures européenes dans les revues littéraires de I’ Europe du Sud et du Bassin méditerranéen (1919-
1939) (Tours, 27-28 November 2008) titled ‘Réfracter les mots et les images: la revue grecque To Trito Mati (1935-1937)’,
as well as a talk she gave at Princeton University in 20006 titled “What “The Third Eye” Sees: A Greek Periodical of the
1930s’. I am very thankful to Professor Rentzou for allowing me to read this work.
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were writers like Yorgos Theotokas, Angelos Terzakis, and poets like Nikos Engonopoulos and
Odysseas Elytis, along with their central figure, George Seferis, critic Andreas Karantonis, and their
patron and editor, Yorgos Katsimbalis. On the other hand, prose writers such as Alkiviadis
Yannopoulos, Yorgos Delios, Stelios Xefloudas, as well as Nikos G. Pentzikis and poet Zoi Karelli
have been thought of as the nucleus of the School of Thessaloniki. Both literary circles produced their
own journals in which they developed literary, critical, and translational work. The Generation of the
Thirties published Ta Néa I'pduuara [Ta Nea Grammata, New Letters’] (1935-1940, 1944-1945) while
the School of Thessaloniki formed around the journal Maxedovixéc Huspec |Makedonikes Imeres,
‘Macedonian Days’] (1932-1939, 1952-1953), published by Petros Spandonidis, and later KoyAiag
(1945-1948).

The ‘School of Thessaloniki’ has been disputed both as a term and as a literary formation,
while its relation to Greek modernism has only recently been reconsidered. Some scholars, even
though they recognize a separate group having appeared in Thessaloniki, tend to consider it part of
the Generation of the Thirties."” Tziovas has shown that the School of Thessaloniki should be
distinguished from the Generation of the Thirties, both of them, however, belonging to Greek
modernism while he highlights that the Thessaloniki writers emerged as ‘the more authentic
representatives of modernist fiction in Greece compared with their Athenian colleagues’ (1997, 32).
At the same time, instead of focusing on the two centers, Athens and Thessaloniki, Tziovas urges for
an examination of the ‘interaction between the different groups and trends as well as between the

various arts’ to suggest that Greek modernism is much more complex than originally thought (37-38).

17 See Vitti (1995) and Voyiatzaki (2002). Voyiatzaki (2002) presents the ‘School of Thessaloniki’ as part of the
Generation of the Thirties but at the same time bases her argument on the innovations of the modern novel achieved by
writers of whom two were crucial figures of the School of Thessaloniki (Xefloudas, Pentzikis), while the third one,
Yorgos Cheimonas, worked in the legacy of that circle.
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On the other hand, the idea of the Thessaloniki-based writers being known as a literary ‘School’ has
been rejected also by some of the writers-members.'®

Regardless of taxonomy and terms, however, the Thessaloniki-based writers engaged with a
variety of texts and writers from abroad, producing translations and critical discourse on subjects like
interiority in prose, interior monologue, the novel genre, or literary criticism in Greece. Ulysses was
one of the texts with which they engaged as it was a novel which interested them in terms of formal
experimentation, modernist writing, and genre. One of the first instances where Joyce comes to be
the center of critical focus is the early debate on the interior monologue which took place in
Maseoovinés Huépec in the 1930s. In the very first issue of the journal, Spandonidis mentioned Joyce
in connection to interior monologue in his reflections on ‘expressionism’, a term that the critic used
for interiority in contemporary prose (1932 (1), 29-32). However, while Spandonidis’s observations
were part of a broad interest in interiority, attempts at defining these tendencies more precisely and
critically were incited by Karantonis in his review of Xefloudas’s novel Eowzepur) ovupwvia |Esoteriki
symfonia, ‘Interior symphony’] (1932 (5-6), 209-13). Another critic, L. Piniatoglou, responded to
Karantonis’s attempts by providing a brief overview of the history of interior monologue in Joyce’s
work, and the Irish writer’s acknowledgment of Edouard Dujardin as his main influence for the writing
practice (1932 (7), 247-50). Apart from Ulysses, Piniatoglou also included Awna Livia Plurabelle as an
example of the technique under discussion, one of the first references to the initial stages of Finnegans
Wafke in Greek criticism. In the same issue, a young critic, Dimitris Mentzelos, also intervened to
support some of Piniatoglou’s points and question the available sources about Joyce’s attribution to
Dujardin, a story that was recorded by Valéry Larbaud (1932 (8), 292-3). Mentzelos suggested that
new research of the origins and features of interior monologue should be carried out instead of

accepting Larbaud’s claims. Finally, Piniatoglou replied that such interactions, and specifically

18 See for example Stergiopoulos (1985) and Kazantzis (1991).
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Karantonis’s responses, are indications of the lack of critical skills in Greek criticism. Reflecting the
antagonism between the literary circles of Athens and Thessaloniki, and although the focus was on
mapping interior monologue, the debate reveals broader issues that preoccupied the Thessaloniki-
based writers and not only them. Using interior monologue as a starting point, the above critics reflect
on Greek texts that were being published at the time (by Theotokas, Varnalis, Xefloudas) and question
the ways in which these engage with the literary developments abroad. Their ambivalence regarding
interior monologue focuses mostly on its ontology, whether it is a literary device, a writing practice,
or a genre, rather than on its characteristics as a narrative device. These critics do not explore further
its differences with stream of consciousness or narrated monologue. On the contrary, they are quickly
led to reflections about interiority in prose, the novel and its evolution, and the role interior monologue
plays in it. This debate, therefore, is more geared towards questions of genre than it is towards the
specifics of narrative devices. As I now move on to examine To 3° udr, the first journal where an
extensive translation of Ulsses appeared, it is important to consider that both experimental modernist
journals To 3’ uir and KoyMag, and, as I will argue, the interest in Joyce per se, are related to specific
questions about art, consciousness and language, interiority and expression, as well as the formation

of Greek modernism."

Ubysses in To 3° ydr: a response to the debate on interior monologue

Three years after the debate discussed above, To 3° udw returned to the same issue providing a more
substantial and organized theoretical approach of the modernist writing practice, along with concrete

textual examples from foreign literature. The first issue, in October 1935, reproduced the editorial

19 For more on the debate in Maxedoviéc Huépeg, see Voyiatzaki (2002, 7-26). For an analysis of interior monologue in
Greek literature see Mike and Gana (1987) and Kakavoulia (1997).
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team’s proclamation regarding the journal’s aims along with a follow-up text by 8.n. (Dimitrios
Pikionis), and a theoretical text by Nikos Chatzikyriakos-Gikas titled ‘Characteristics of the new art:
Art and Time’.”’ Apart from the editorial proclamation, the first issue was introduced with texts
reflecting on contemporary art; it included contributions by members of the editorial team and
external collaborators, as well as texts by Nietzsche and Plato (10-11), along with gravures by Hans
Erni and Alberto Giacometti from the album 23 Gravures (1935) which was presented in a separate
note (28). A gravure by Chatzikyriakos-Gikas from the same album was also included below which
was printed a text titled ‘O eowtepdg povoroyog’ (‘Interior monologue’), without signature and
composed of four paragraphs, which continued and occupied half of the next page (25-6). The text
was written in the form of an introduction and was followed by a passage from Dujardin’s novel Les
lanriers sont coupés (1887), translated by Stavrakios Kosmas, Pentzikis’s pen name (25-7). While it has
been assumed that Pentzikis also wrote the introductory text, further research has shown that it was
likely written by Karelli (Aravantinou 1983a, 233; Vlachodimos 2007). Despite the broad title, which
conveys the idea of the note being a general introduction, the text itself opens with a direct reference
to Joyce:

Emetdn pioe o’ Ti¢ mo onpovTinég LOQYES TG oLYYEOVYG Aoyoteyviag otdbnxe to épyo

ToUL James Joyce, ut’ emeldy YLEW TOL Eylve OAOXAYOY PLAONOYIX—UEAETY] KL XQOLTIXT—TOL

natéinge opbd 7] eopadpéva Voo OVOUdGEL TY VEx TOLTY WoEYY Tov pubioTopnuatog

«KEOWTEQMO LOVOLOYON, &V %ol SDGHOAN EPUOUOLEL Lo ATIAY) ETIXETA O VX TOCO TOIALO,

ToEad0€0, TOADTAOKO %ol TOALTEOTO €0Y0 cav Tov «OSVCGEN», OUWS GLILPEQOV ELVAL VO

HLOQPWOEL HAVELG plor YV T e€eTdlovTag am’ TNV aQyY] TOL UL LETOPUA THY EUPAVLEY], TNV

e€eMén nat TV TEAS0CT] TOL ECWTEQIXOL LOVOAOYOL TELY AVTLUETWTIGEL TO (5l0 EQYO

Tov dnpLoveynoe toco BopvPo pe ™y naovaia tov. (25)

Since one of the most important forms of contemporary literature has been the work

of James Joyce, and because there has been a lot of scholarship around it—analysis

and criticism—which, rightly or not, ended up naming this new form of novel ‘interior

monologue’, even though it is difficult to assign a simple label on such a multivalent,
paradoxical, complex, and multimodal work like Ulysses, it is, however, useful to form

20 d. p., ‘“Aevtepooyia’, To 30 par (1982, 4), and Nikos Chatzikyriakos-Gikas, “Xoapaxntnolotna e véag teyvne: Téyvn now
enoyn’, 5-9
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an opinion by examining from its beginnings and historically the appearance, evolution

and tradition of interior monologue before facing the work itself which caused such a

commotion with its presence.
From this very first and rather lengthy sentence it might be presumed that the real aim of this tribute
or introduction to interior monologue was, in fact, an introduction to Joyce and Ulysses. In this note,
interior monologue is presented as a ‘new novel form’ (“t7 véa To0T) poEY? oL pubicTopNuatog’), as
a term that risks becoming a ‘label’ that will characterize Ulysses in its entirety. The note’s claim is that
tracing the genealogy of interior monologue is necessary in order to fully understand it as a writing
practice. It responds, therefore, to calls for original theoretical work that had already been expressed
by Mentzelos in Maxedoviéc Huépeg as well as to the critic’s own survey of interior monologue which
he published in Kdxdog (1933). At the same time, the note returns to Joyce’s attribution of interior
monologue to Dujardin referring to and drawing from Larbaud’s preface to the re-issue of Les lauriers.”
The note in To 3’ pdn reformulates what had previously been discussed in the debate on interior
monologue in Maxedovinéc Huépes in terms of historical background, origins, and characteristics,
confirming that the theoretical preoccupation with interior monologue was not limited to the
systematization of a literary device. Instead, it stood as an urgent call to rethink the genre of the novel,
and more broadly an exploration of the limits of prose writing in modernity. Recognizing the
differences between interior monologue as a literary technique and as a form or style, the writer of the
note in To 3’ pdr claims that ‘interior monologue had not been acknowledged before J. Joyce. His
Ulysses acquires the necessary dimensions to impose this technique’.”” In other words, while the intetior

monologue existed, it had not been used extensively or developed sufficiently in order for it to be

2l In that preface Larbaud provided a history of interior monologue as he had known it from Joyce: ‘Et c’est ainsi qu’un
jour il [Joyce] me dit que cette forme avait déja était employée, et d’une maniére continue, dans un livre d’Edouard
Dujardin [...], 7, (‘And that was how, one day, he [Joyce] told me that that form had already been used systematically in
a book by Edouard Dujardin [...]).

22 Tlpty am6 tov J. Joyce Sev elye avoyvwpLotel 0 ecwtepdg povoroyos. O «Odvooeacy Tov meEVet (Sic) Tig XUTUAANAES
Slaotdoetg yua va emBaAdet avt TV ey voTonia.” (25)
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recognized as an autonomous forz of writing. The note may be on the surface calling for a
‘historicization’ of a literary device; but what it really is about, is the search for a modernist form.

Although the note does not provide a detailed presentation of Joyce, the writer points out that
‘with rare generosity, Joyce indicated E. Dujardin as the first one to use interior monologue in his
book Les lanriers sont coupés’ hinting, in that way, at Joyce’s alleged reluctance to reveal his sources as
well as the commotion that this attribution caused.” While Dujardin was considered a minor symbolist
and had been relatively unknown until then, Joyce’s attribution led to renewed interest in his work and
brought recognition to the French writer. His novel Les /auriers, which had been published first in a
Revue Independente in 1887 and had long been out of print, was brought to light as a representative text
for this new technique and was therefore re-issued in 1924 with a preface by Larbaud himself. Apart
from the re-issue of Les /auriers, Dujardin also responded to this new-found recognition by publishing
a study on interior monologue, openly acknowledging Joyce’s contribution to its development while
a long-term connection between Joyce and Dujardin—as well as Larbaud and Dujardin—followed.*
Joyce’s habit of associating his name and fame with writers that were considered minor, like Dujardin
and Italo Svevo, was often a strategic move. In the case of Dujardin, it was a strategic sharing of his
sources without compromising his fame that should be viewed in the context of the promotional
schemes devised by the Irish author and his Parisian circle, Larbaud, Sylvia Beach, Andrienne
Monnier.”

To highlight the significance of interior monologue as an evolving technique, and through

Larbaud’s preface, the writer of the note in To 3° udrn reproduces a historical overview of this ‘form’.

23O Joyce pe omavia yewvaogpoovvr] urédetée tov E. Dujardin wg excivov mov petayelpiotne momtog eowtepnd
povoloyo oto Bihio tou «Or Adveg Konnuaw».” (25)

24 Bdouard Dujardin (1931), Le monologne intérienr : son apparition, ses origines, sa place dans Ianvre de James Joyce (Paris : Albert
Messein)

25 Ellmann comments tersely on this interaction: “The method of the monologne intérienr was of consequence only because
Joyce saw what could be done with it’ (footnote, JJII 520).
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The note lists writers of different genres whose works use monologue in various ways such as
Montaigne and his essays, Browning and his poetry, dramatic monologue more broadly, while turning
also to monologue through the evolution of the novel form mentioning, more specifically, the
epistolary novel, the confessional style, and the novel written as a diary. The writer of the introduction,
however, also notes Joyce’s innovation in interior monologue compared to past manifestations of the
technique:

H Swxpopa peta€d touv J. Joyce nat Twv TEOYEVEGTEQWY, TOL UETAYELOLOTNHAY EVX EI60G

e0WT. LOVOAOYOL elvat, OTL excl Eeywpollet 1 Stevbivovoa anédr Tov cLYYEAYER, EVL GTOV

Joyce divetar oTOV avaryvwoty dueon 1 enagy pe ta tpocwna Tov BrBiiov. (26)

The difference between J. Joyce and the predecessors who used a kind of interior

monologue lies in the fact that there, the writer’s directing thoughts break through,

whereas in Joyce the reader is in direct contact with the characters of the book.
The writer reveals the reason why Joyce is presented as the main representative of interior monologue:
because he managed to develop a further level of interiority through which the characters of the novel
are reflected entirely unmediated. Joyce, according to the note, has achieved an ‘immediacy’ between
reader and character while the writer is entirely invisible in the text. The note presents interior
monologue as a writing practice with various manifestations and which, in Joyce, becomes a distinct
form in its own right. As a result, this tribute to interior monologue in To 3° udn continues the debate
that took place in Maxedovixéc Huépeg by proposing a new conception of the novel genre, a novel in
which the writer leaves no trace, is entirely invisible, and the characters are presented, act, and think
in unmediated ways. At the same time, however, the novel is in dialogue with other genres as it uses a
technique that is found in poetry and drama. In the novel, however, that technique is developed in
such a way that it transforms it. The interior monologue tribute in To 3’ udn not only contributes to a

rethinking of the novel genre which had already began in Maxedovixéc Huépeg, but also furthers the
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debate by providing passages from Dujardin’s Les /auriers and Joyce’s Ulysses introducing therefore the
issue of translation.

Both the note and the Dujardin translation comprise an introduction to interior monologue
which appeared in the first issue of To 3’ udw as the first part of a tribute to be continued. Exploring
the origins of the introductory note about interior monologue, Dimitris Vlachodimos (2007, 930-41)
examines the letters by Doukas to Pentzikis (Magrvgics xar xpivers, 1977), in which their collaboration
on the publication of To 3’ mdn can be traced. Evidence from the correspondence suggests, as
Vlachodimos also illustrates, that the introductory note was most likely written by poet Zoi Karelli,
sister of Pentzikis. Moreover, we learn from that correspondence that it was Chatzikyriakos-Gikas
who had initially suggested publishing Joyce in To 3° udn and that the journal’s tribute to interior
monologue was to be more extensive (1977, 36-39: 36-37). The original plan was to include an essay
on the writing practice by Pentzikis, which did not appear in the end.*

The different interactions among the members and contributors of To 3° udr, which can be
traced in Doukas’s letters to Pentzikis, reveal that the entire tribute to interior monologue, including
the presentation and translation of Joyce’s Ulysses, was a product of communal work and interest, a
collaborative project to which different people contributed in various ways, either by suggesting
material, by providing resources, by commissioning translations, or by writing and translating. Most
of all, it was a project in which Pentzikis and Karelli, who belonged to the Thessaloniki literary circle
played a crucial role. Doukas confessed to Pentzikis that he assigned most of the work for the tribute
to interior monologue (the introduction, a separate essay which never appeared, and the Dujardin

translation) to Pentzikis and Karelli because he did not trust anyone in Athens to carry out such work

26 Doukas wrote to Pentzikis: ‘H vnd0eon éyet we eéne: Twoo nat évar pnve, o . Xat{nuvpLanog pog eiye cuoTyoet Yo
PLAOROYINO HOUPATL TOL TEWTOL PUANOL, pETdpEaa] and Tov TLoIG. AvoTuyLg Ko 1] YahAind| KETAPERTY] TOL XL TO AYYALHO
nelpevo, etvar apnete duoevpete’ (“This is how it is: Over a month now, Mr. Chatzikyriakos had suggested a translation
from Joyce for the literary section of the first issue. Unfortunately, its French translation and the English text are both
rather difficult to find.” (1977 [26. VIII. 35.], 28-30: 28).
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as, he claimed, they did not have substantial experience with or knowledge of interiority as opposed
to Thessaloniki-based writers.”” The distinction between the literary circles of Athens and Thessaloniki
and the work cultivated by each of them as well as their attitudes towards translation, is reproduced
in To 3’ yar. Doukas envisioned To 3° udw to be closer to the literary space of Thessaloniki rather than
that of Athens: Tlpoypatind opwg, 10 meEtodwmod Oa eivar neptocdTeEo ¢ Oeooalovinng, TouEd g
Abnvac.”® Doukas saw translation as an activity for Pentzikis and Karelli, while Ulsses as a text was
closer to them, rather than to Takis Papatsonis who had also offered to translate it.” Doukas felt that
texts like Ulysses were more compatible with the interests of Thessaloniki writers, but also that the
practice of translation was more familiar to them. The number of translated texts published in
Masxeoovinés Huépec shows that translation was one of the main practices of the Thessaloniki writers
which was developed further a decade later in Koydiac. Their preference for prose texts and the
diversity of the writers from which they drew, shows a tendency for expansion towards different
languages and literatures. Translations were used as a way of bringing new material and creating a
corpus of translations and therefore a translational tradition alongside a canon of original work. As a
result, the Thessaloniki writers are characterized by an extroversion in terms of how they approached
foreign literature. While the Generation of the Thirties also engaged in translation, as can be seen in
Ta Néa I'pduuara, they emphasized their original work and translation’s contribution to it. Seferis

specifically used translation as a personal exercise through which to develop his own poetics and test

27 *AXNAG 0TO TEOEEYETAL OTIOL €8 BeY &YW EUTLOTOOLYY O navéva, oLTe TOTE, oVTe TTwg o To Byddovv. Erstta ot 10
Oepo elvort évar amd Tor GTOLSAUOTEQA, KAl OTUWE TOLG ELTA WAL GTNY TEOYYOLUEVY] GLVESPINGT), ed® 6TV AOTVa «Bev TP oLV
avbpwnot var pkoby pe Tov eauto tovey.” (‘But this is because here I do not trust anyone about when they will accomplish
it or how [the wotk for the interior monologue tribute]. After all, this is one of the most important subjects, and, as 1
told them at our last meeting, here in Athens “there are no people who talk with their self”.’) (1977 [26. VIIL. 35.], 28-30:
29)

28 ‘Seriously, though, the journal will belong to Thessaloniki more than to Athens’ (21). See also the entire letter in which
Doukas reassures Pentzikis that he had planned To 3° udn with the Thessaloniki writers in mind (1977 [VIIL 35], 1977,
20-4).

29 Xy mpoooEd Tou auty|, Souipaow, Babid péoa pov, wav devnor, oo va oTeEoLpovva xaTt Sind oug. 'Hbela tov
Tloirpg TCOWKG var Tov petéppale eob, ag Ntay nt amd to yadhina.” (‘At that offer of his I felt, deeply inside me, a refusal, as
if I were being deprived of something that was yours. I wanted you to translate James Joyce, even if it were from the
French.’) (1977 [8. IX. 35.], 32-34: 32)
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the limits of the Greek language, its forms and expressions (Loulakaki-Moore 2010). Ulysses, therefore,
becomes in this instance a key to understand an emerging distinction between the two literary centers
of Greece regarding how each of them used translation, but also what texts interested each of the

groups and why.

‘(H a0y 7 tou povoroyou e wwptac Mrhouvw)’s Ulysses translated for the first time

Takis Papatsonis, a poet, essay writer, and translator, had promised Doukas a translation of Ulysses
from the English: ‘Mov vrooyebnxe xot o [Tanatowvng yro petdppacy tov [tov BiBiiov tov Toig] anod
10 eyyAélno’ (1977 [19. IX. 35], 36-9: 37)." Although belonging to a previous generation, Papatsonis
is often considered part of the literary sphere of the 1930s. He was an Athenian poet who developed
interactions with the literary circle of Thessaloniki and was often involved in their publications. His
education had been mostly in French while, as shown by his translations, he was also familiar with
Anglophone literature.”’ Papatsonis contributed to both To 3° udz in the 1930s and Koydiac in the
1940s as well as other journals such as Kvxdog, while he produced several literary translations from
French and English. His translation of the opening of ‘Penelope’ in To 3° udrw is the only instance of
him working on Ulysses and generally on Joyce. Appearing in issue 4-5-6 (January-February-March
1936, 162-3), of which the overarching theme was literature, and following again a drawing by
Chatzikyriakos-Gikas, the translated passage was titled ‘II. Eowtepwodc Movokoyog. James Joyce.
Ulysses” with a subtitle in parentheses ‘(H apy7 tov povordyov g Kupiag Mnmhovy)’ [IL. Interior

Monologue. James Joyce. Ulysses (The beginning of Mrs Bloom’s monologue’]. It was presented as

30 ‘“Papatsonis promised me a translation [of Joyce’s book| from the English’.

31 Papatsonis had translated, for example, Edgar Allan Poe, Christina Rossetti (Kd#dog, 5-6 (1932), 187-88), while he had
also translated T. S. Eliot’s The Waste Land into Greek (Kdxdog, 5 (1933), 186-203), before Seferis’s canonical translation.
For more on Papatsonis as a translator see Vasilis Letsios (2018).
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the second part of the interior monologue tribute which began in the first issue, and corresponded to
the opening of the last episode of the novel (U 18.01-74 in the Gabler edition). **

Papatsonis’s translation of the opening of ‘Penelope’ follows certain conventions of the time
including domesticating practices, specifically regarding names of people and places which were often
rendered in a hellenized manner or translated word-by-word into Greek. For example, Mrs and Mr
Riordan become “nvpix Propddvn’ and ‘udprog Propddvnc’; the ‘City Arms hotel” becomes ‘to
Zevodoyeio «Ta Eufinpoata g IToAewey’. Nevertheless, Papatsonis adheres to the text without taking
significant liberties in terms of interpretation, style, or syntax. More specifically, Papatsonis has kept
the stylistic idiosyncrasies of the episode without attempting to introduce syntactical norms. As
‘Penelope’ consists of Molly Bloom’s continuous monologue with very limited punctuation, no
commas and two full stops, Papatsonis has followed this closely in his translation. However,
apostrophes have been added despite their complete absence in the English original in contractions
(e.g. I, ‘she didnt’, ‘Id’). Papatsonis translates into demotic Greek but without introducing
provocative neologisms. On the contrary, he uses occasionally more formal phrasing, which is closer
to the language variety of katharevonsa, alongside colloquial expressions and popular forms of words
(‘oTopatapa xatantnTol’, ‘mov BupEel o TS NHEE €V TwW TEOCHTIW TOL EVX XAAO TORAEL Yio YOXQGLUO’,
163), a combination which contributes to the overall stylistic eccentricity while it also renders Molly
as a character who uses linguistic diversity to express irony. As far as obscenity is concerned, an
example of which is found in Molly’s accusations of their former maid, Papatsonis keeps to the tone

of the original: ‘that slut that Mary’ (U 18.55-6) becomes ‘exeivo 10 Bowpdnpapa v Maipv’ (163), or

32 It may be contested whether that should be considered the first ever translation of a passage from Ulysses as Kleon
Paraschos cites a much shorter translated passage from ‘Sirens’ in his article about Joyce’s novel in the newspaper [ Towia
(1929), as mentioned in the beginning of the chapter. The translation of the opening of ‘Penelope’ in To 3° udw, however,
is the first conscious presentation of an extensive translated passage from Ulysses. Due to the way in which it is
presented, attention is drawn to the passage itself, whereas in Paraschos’s article, it is embedded in the review as
supportive citation for the writet’s arguments.
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‘it I thought he was with a dirty barefaced liar and sloven like that one’ (U 18.73-4) becomes ‘av 71€evpa
Twg Tnyoiver pe pa €edtdvtowny po Yedtoa po matoaBodpu oav xor toLt,’ (163). The translated
passage is cut off abruptly at the end without any punctuation or any other indication about whether
the text continues or not. Whether this happened because of lack of space or other typographical
limitations it cannot be determined; however, the fact that the text becomes more explicit after that
point suggests the possibility that the translator or the journal avoided to include more. In any case,
the abrupt pause invites a reading of Ulysses as a passage detached from its context and with no
explanation as to what comes next or whether there is something after at all. In this first presentation,
Ulysses is read as a fragment, a piece that begins and ends abruptly. Moreover, the translation renders
the syntactical freedom and fluidity of that section of the novel without, however, conveying the fact
that interior monologue is not used in the same way in the rest of Ulysses.

Although it could be argued that Papatsonis develops a rather conservative approach in his
translation of ‘Penelope’ as he keeps to the tone of the original and the acceptable conventions of his
time, in the passage he does adopt a certain liberty regarding a crucial part of the episode. Apart from
its stylistic and syntactical eccentricity, ‘Penelope’ is an episode known for its constant repetition of
the word ‘yes’, a word with which the episode also opens and closes. “Yes’ is used with various
meanings throughout the episode, reassuringly, ironically, assertively, even negatively or to change the
subject, but most notably it is used as a way of creating rhythm. In his own translation, Papatsonis has
not adhered to this repetition, as out of the six ‘yeses’ of the passage, he translates three of them as
‘va” while the other three are rendered as expressions of reassurance or confirmation meaning ‘of
course’ or ‘certainly’: ‘aopadwg’ [sure] (162), ‘BeBota’ [of course] (162), ‘eipon BeBaia’ [I am certain]
(162). Despite not taking significant liberties with the text at a first glance, upon a closer reading of
Papatsonis’s translation, it becomes clear that there are certain instances in which the translator uses

what look like set expressions even though they are not commonly used in the Greek language. For
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example, the expression ‘old faggot’ in the phrase ‘that old faggot Mrs Riordan’ (U 18.04), a dialectal
expression, is translated by Papatsonis as “yona todpta’ (‘exetvng g yonag todptag g Kag Propddvn’,
162). While understandable in Greek as a dismissive reference to an old woman, it is not commonly
used. The use of the word ‘tovpta’ is surprising—unless it is part of someone’s personal idiosyncratic
idiom. In his brief overview of the Greek translations of Ulysses, Marios V. Raizis (1998-2000, 32: 97-
105) deems this choice ‘avonta napd€evn’ (‘foolishly odd’, 100) while Maria Athanasopoulou calls it
‘an impressive’ image (2021, 60-74).” In the English text, ‘faggot’ is a dated Hiberno-English and
regional English expression for an annoying, troublesome, or useless woman.”* Another example of
such a difference is found in the phrase %ot v ov pia voconopo Oaumnatve ent ounving (162) which, in
the given context, is comprehensible as a metaphorical expression in Greek. The word ‘ounvy’ also
emphasizes Bloom’s overtly dramatic reactions (according to Molly) when he is hurt or sick and the
theatricality he employs to attract attention and care, details about which Molly expresses her bitterness
in the passage. Yet the rendering still raises the question of why a metaphorical expression has been
chosen as a translation of the literal ‘on the carpet’ ‘then wed have a hospital nurse next thing on the
carpet’ (U 18.20-1).

Based on the rendering of Menton’s name with a French accent (‘Mavtov’, 163), Raizis (1998-
2000) assumes that Papatsonis worked from the French text although he attributes any shortcomings
to the translator’s incompetence in the English language. However, it is also important to consider in
what ways Ulysses was available in the Greek literary space in the 1930s. As Doukas mentions in his
letters to Pentzikis, the people involved with To 3 udr were struggling to find a copy of Ulysses in

English as well as in French (1977 [26. VIIL. 25.], 28-30: 28; [8. IX. 35.] 32-4). Either text, therefore,

33 Athanasopoulou’s article focuses on a translation draft of the same passage by George Seferis which has been found in
his archive but was never published. She compates certain choices in Seferis’s draft to Papatsonis’s translation in To 3°
udn and through the choices for ‘old faggot’, which Seferis translates as ‘nahoynpavngoon’, she concludes that Seferis’s
choices indicate a ‘cerebral’ translator whereas Papatsonis is more ‘instinctive’ (2021, 67).

34 See Slote, Mamigonian, Turner (2022, 1253) who also cite OED.
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could have been used as a source text depending on what was readily available. Considering the
challenges and locating the two examples mentioned eatrlier in the 1929 French translation, we find
the phrase ‘de cette vieille tourte de Mme Riordan’ (817) as well as ‘et tout de suite une infirmiére
entrerait en scene’ (817), phrases which Papatsonis replicates in his translation. As the critics have
correctly sensed, the French translation is thus proven to have played a significant, if not crucial, role
in this early translation of Ubhsses in To 3’ pdr.

More examples from the passage reveal that the 1929 French translation influenced strongly
Papatsonis’s rendering of the opening of ‘Penelope’, to the point that it could be argued that the
French translation was used as the only source text. In certain cases, such as those cited below,
Papatsonis uses the same expressions and vocabulary as the French rendition:

‘that he thought he had a great leg of’ (U 18.04-5)%

‘qu’il pensait étre dans ses petits papiers’ (Morel 1929 (1930), 817)

‘he Vv eAnida TG TOV Elye YOXUMUEVO ndTOL oTa YapTaxtx TG Stabnung ™ ¢ (Papatsonis 1936,

162)

‘and his boiled eyes of all the big stupoes I ever met’ (U 18.43)

‘et ses yeux de poisson bouilli de tous les gros imbéciles” (Morel 1929 (1930), 818)

“Toe patt Tov patia Boaotod Paptov nabwg ohot avtot ot nhibior’ (Papatsonis 1936, 163)
Translating from the French impacts the text as certain literal expressions are rendered metaphorically,
whereas certain metaphors are translated into literal expressions and abstract images become more
specific. Papatsonis, therefore, replicates the shifts introduced in the French translation. For example,
his rendering of the metaphorical and rather broad ‘he had a great leg of” introduces a literal and more
specific expression as it clarifies that Bloom was hoping to inherit money by being nice to Mrs Riordan.

As far as the second example is concerned, the image of the ‘boiled eyes’ as ‘pati Boaotod Yaprod’

becomes more specific through a simile. A comparative examination of ‘Penelope’ in To 3’ udr with

35 ‘to have a great leg of” is also a Hiberno-English expression meaning ‘to have a great influence on’. See Slote,
Mamigonian, Turner (2022, 1253).
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the 1929 French translation leads to the conclusion that Papatsonis translated from the French rather
than the English. At the same time, however, there are examples that show Papatsonis’s own
contribution to the process. The example below provides a combination of Papatsonis translating
word-for-word and of inventing a solution as he translates one part directly from the French, and
another by using an expression that retains the primary meaning of the word used in the French
transforming it into a new expression:

‘and the end of the world let us have a bit of fun first God help the world if all the

women were her sort’ (U 18.08-9)

‘et la fin du monde payons-nous un peu de bon temps d’abord et quel Enfer serait

le monde si toutes les femmes étaient de cette espece-la” (Morel 1929 (1930), 817)

UoL ylor 10 TEAOG TOL XOCUOL %ol HEQOEUEVOG *AQOG eivat 060 JOLPE AxOpX %ot T

Kohaon Batay 0 x66p0g av Okeg o yuvaixeg Ntay oav 1’ ehoyov ¢ (Papatsonis 1930,
162)

Although ‘God help the world” (underlined above) is a rather straightforward phrase, Papatsonis uses
the French rendering which he translates as ‘©t Kokaorn Oatav o ndopog’. At the same time, he uses the
literal meaning of the French word ‘se payer’ (to buy oneself something, to gain) to translate as
‘nepdepévog %utpog etvat 6o Lovpe axopa’, ‘time lived is time gained’ (in bold letters above). While
Papatsonis keeps close to the original that is available to him, he also devises creative solutions for
metaphorical expressions by preserving the primary meaning of the words of which the metaphor is
composed. It is understandable, therefore, due to the use of the French translation, that the word
“yovpouvoywtoypayio (162), which causes Raizis to wonder, is closer to the French ‘cette photo
cochonne’ (817) rather than the English original ‘smutty photo’ (U 18.22).

Whether the English original was read or used at all, it is very difficult to determine as the
majority of the examples point towards the French rendering. The number of affinities between the
French ‘Penelope’ and Papatsonis’s translation suggest most probably that the French translation was

the only text available to Papatsonis rather than a lack of familiarity with the English language. This
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does not mean that Papatsonis could not translate from the English as Raizis claims; he was a prolific
translator who produced many translations of English texts, before and after ‘Penelope’, from a wide
range of traditions and movements and To 3’ udr includes an important stage of his translational work.
Apart from the opening of ‘Penelope’, Papatsonis also published other translations in the same journal
such as essays by John Ruskin, a collaboration with Nikos Kazantzakis on a passage from Gardens of
Japan (1928) by Jiro Harada, and a translation of the play Ubx Roi (1896) by Alfred Jarry.” Despite the
initial aim of the 3° wdw team for a translation from the English, it is very likely that they did not
manage to source a copy of Ulysses in English—which highlights their wish to have a translation of
Joyce even though they did not have access to the text in the first place.

A close examination of the translation of the opening of ‘Penelope’ in To 3° uir shows how
Ulysses is read during the period of these initial fragmentary translations. The book itself, especially the
English text, was largely inaccessible even to those who participated in the literary sphere and knew
about it. However, the book’s availability is not the only factor that affects the way in which Ulysses is
read and translated. The fragmentary approaches also stem from a focus on form and genre which is
cultivated by the recent literary and artistic developments in European modernism. In their initial
proclamation, the group of To 3° udn had declared an interest in formal experimentation, which is
reflected not only in the content they chose for publication, but also in the journal’s typographical
aesthetics. In his persistent efforts to find material for the journal, and to enlist Pentzikis’s help
especially regarding Joyce, Doukas also reveals the reason of his own fascination with Ulysses:

Tov BiBAiov tov [tov TLotg], dev éyw vTdYN TaEd TV TVTOYEUPILY| POEUK TOL, XATL TOL

onavet x&le 1600, LOVOLOYOC, BLEAOYOG, EVa GLEO TEAYUATA, TOL EVAAALOCOVTAL. AUTY

7 QOQUA TOV, EIVALL XATL TTOL TO UAVEL TOADTLUO, TXEX TOV OYXO TOVL, GNUEQX LAALGTA, TTOV
elvat ot oMy aywvevto xabe peyaro BiAto. (1977 [8. IX. 35.], 32-4: 33-4)

36 John Ruskin, “Tpetg perétec: To @orho, To Bouvo, To advvepo’ trans. by T. K. Papatsonis, 50-61
Tramwvelieor xnmor: N. Kalavtlanng, T. K. I1., 69-71
Alfred Jarry, ‘Ubu-Roi’ trans. by T. K. Papatsonis, 158-59
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Of his [Joyce’s] book, I am only aware of its typographical form, something that breaks

every now and then, monologue, dialogue, a whole lot of things, which alternate. It is

that form that makes it valuable, despite its size, especially nowadays, when every

lengthy book is by default unbearable.

Doukas confesses plainly that he only knows Ulysses through the text’s ‘typography’ without discussing
further issues of plot or characters. By ‘tonoyoagui poppa’, Doukas refers to the form of the text as
it is set on the page, but also the narrative form in which it is written, the intermingling of monologue
and dialogue, and the different types of texts (newspaper, catechism, drama) from which Joyce draws
for the novel and which are reflected not only stylistically but also in the typographical appearance of
Ulysses. Apart from the journal’s collective interest in formal experimentation, Doukas’s approach of
Ulysses could also be considered alongside his own work, H twropia evic ayualdrov [I istoria enos
aichmaloton, ‘A Prisoner of War’s Story’] (1929), and how that interacts with concepts of form, genre,
writing, and language. Chatzikyriakos-Gikas was the one who had suggested including it in To 3’ udr;
he had lived in Paris when Ulysses was first published, while he was also probably aware of the edition
of Ulsses illustrated by Henri Matisse which came out in 1935, the year that To 3’ wdwn started
circulating, but it is not clear whether and how he had read the text.”’

What these references show is how the early reception of Ulysses in Greece is marked by
idiosyncratic reading experiences through which the interest in Joyce’s novel in the 1930s focuses
mostly on the novel’s formal features and the way in which these challenge the already established
literary forms and norms. Ulysses is considered in terms of its implications about genre and the
evolution of the novel. As we will see later, in Koyldiag, this approach evolves into strategies of

developing a literary, critical, and translational culture. The decision to include Joyce’s Ulysses in a

37 Apart from the illustrations by Matisse, which are closer to the Odyssey than to Ulysses, this edition is also interesting in
terms of typography. In ‘Aeolus’ specifically, the episode which takes place at the newspapers’ offices and imitates
journalistic writing and the newspapet’s typographical setting with its intermittent headings, the Matisse edition uses
different fonts for each heading introducing therefore one more layer of differentiation between the different sub-
sections.
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journal and the initiatives that aimed at translations of parts of Ulysses did not necessarily stem from
prior reading experience of this specific text, but reflected instead a more strategic interest and reading
of the text as a source to be dismantled and decoded. Ulysses is used to support arguments about
modernist writing practices, as an example of writing, and as a means through which to rethink the
genre of the novel whereas in Koyliag, the interest in Ulysses extends to its reputation and its challenges
in translation while finally, it becomes a work which raises issues of the relation between the writer
and the self. Throughout all these acts of reading Ulsses, however, Joyce’s novel is consciously read
in fragments and excerpts as the interest is not in the book in its entirety, but in the text which is
endless. Consequently, bow Ulysses is read is not only related to how it appears in the final publication,
the final result, but also how it has been fashioned to appear in the two journals discussed here, how
it has been shaped on the basis of circulation, accident, access, debate, and literary exploration.
Doukas, finally, talks to Pentzikis about his reading experience of Ulysses after Papatsonis’s translation:
AwgPoco yleg mévte apddec and tov povoroyo e Kag Mmiovp. I'éhaoo. Toye
natopeépet o [amatowvne. K o Ubus [sic] dev eivou aoynpos. (1977 [VIIL 36.], 68-9: 69)
Yesterday I read five lines from Mrs Bloom’s monologue. I laughed. Papatsonis did
manage it after all. Ubus [sic] is not bad either.
For the people discussed here, Ulysses is a chance to exercise translation skills as well as reading skills.
At the same time, it becomes a way to discuss modernist writing modes such as interiority. In what
follows, two more translations, this time published in the Thessaloniki-based journal KoyAiag a decade
later, but inspired by the legacy of To 3° udrw, reflect the collaborative practices that were adopted in
terms of translating and reading Ulysses. Instead of an example of technique, Ulysses now becomes an
exercise in translation and writing, a text of philosophical significance or personal attachment even.
By examining these initial fragmentary translations, we gain the sense of those translators’, writers’,

and editors’ workshop, of their moment of creation.
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The ‘Hades’ passage in KoyAiac: collaboration, disagreement, and discontent

In the sixth episode of Ulsses, known as ‘Hades’, Leopold Bloom attends the funeral of Paddy
Dignam, an acquaintance of his who has died suddenly. The episode narrates the funerary procession
towards Glasnevin cemetery and the funeral, allowing us for the first time in the novel a glimpse of
Bloom in the company of other Dubliners. Through Bloom’s interior monologue, we hear his
reflections on death and afterlife, his loved ones who are dead, while we also find out more about how
his peers see him. Apart from his thoughts on various facts, such as what happens to the human body
after death, or the fear of being buried alive and how to make sure that a person has died, Bloom also
recalls familiar scenes of death and memories such as his father’s suicide, and its impending
anniversary in a few days, his daughter burying a dead bird when she was little, and the death of his
son, Rudy, a few days after he was born, which keeps returning to both Bloom and Molly’s thoughts
throughout the novel. Jeri Johnson highlights these as ‘ghostly memories’, memories that ‘haunt’
Bloom but also the text itself as specific words are repeated throughout the episode corresponding to
the Technic of ‘incubism’ according to the Gilbert schema (2008, 803). As a result, ‘death’ and ‘dying’
are found in various contexts: ‘darkened deathchamber’ (U 6.846), ‘Ivy Day dying out’ (U 6.855),
‘dying to embrace her in his shirt’ (U 6.852), ‘Priests dead against it” (U 6.984) as well as other relevant
words such as ‘hell’ (‘Hoping you’re well and not in hell’, U 6.858), ‘tomb’ (‘Love among the
tombstones’, U 6.759), or ‘devil’ (‘Devilling for the other firm’, U 6.984). The title that Joyce used for
this episode in his schemata, ‘Hades’, is often translated into Greek as “Adn¢’ but also as ‘Néxuta’,
using its Homeric correspondence, Book XI of the Odyssey. In Book XI, Odysseus descends to the
underworld, upon Circe’s advice, to ask Teiresias about his return to Ithaca. During his descent,

Odysseus encounters the souls of people he used to know when they were alive, such as companions
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and warriors from the Trojan war, as well as his mother who has died while he has been away. Among
the shades he also encounters Elpenor, one of his companions who had just died by falling off a roof
on Circe’s island after excessive drinking. Odysseus is surprised by how quickly his companion has
arrived at the underworld. Elpenor, who in the Gilbert schema is given as a Homeric parallel for
Dignam, urges Odysseus to perform the necessary funerary rites for his soul to rest. Odysseus’s
surprise is transformed into Bloom’s passing thought that Dignam ‘Got here before us, dead as he is’
(U 6.510).

Towards the end of the funeral (U 6.839-72), when the gravediggers have lowered the coffin
and start covering it, Bloom thinks about the moment of dying and what happens after, as well as the
danger of being buried alive and how to avoid such mistakes. At the same time, more practical issues
are being dealt with, such as the newspaper report for the funeral for which reporter Joe Hynes jots
down the names of the attendees, mistaking the mysterious man in the macintosh for someone named
‘M’intosh’ (U 6.873-901). As the crowd disperses, some of the attendees walk over to Parnell’s grave
(U 6.917-27), while Bloom reflects on the symbolism and conceptions of death, and spots a rat moving
among the dug-up graves (U 6.928-79). In a more Rabelaisian tone, Bloom wonders whether the dead
communicate with each other whenever a new one joins them (U 6.990-4) and decides that there is
‘plenty to see and hear and feel yet’ (U 6.1003). After an awkward interaction with John Henry Menton
(U 6.1007-32), the episode ends in high spirits: “Thank you. How grand we are this morning!” (6.1033).

The summary above is of the final part of the ‘Hades’ episode (U 6.839-1033) and corresponds
to the translation of a passage from Ulysses which appeared in the first issue of the Thessaloniki-based

journal KoyMag in December 1945, approximately a decade after Papatsonis’s ‘Penelope’ in To 3° udz.”

38 James Joyce (1945), “TCenpc TCoue, O Odvootac. Andonaopa: Zek. 115-120 tov ayyAinod xetpévou, oy éxdoon «The
Odpyssey Press, Hamburg, Paris, Bologna, XeA. 123-129 ot yadhiny petdpooon mc N. R. F, trans. by Zoi Karelli,
Yorgis Kitsopoulos, Karolos Tsizek, Yannis Svoronos, Nikos Gavriil Pentzikis, Lefteris Koniordos, Takis latrou, KoyAiac
1,12-13
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Koyhiag, the story of which was discussed in the beginning of this chapter, started as a journal that
aimed at bringing new texts and writers, local as well as from abroad.” As a journal, it drew from
Doukas’s ambitions which did not materialize in To 3° udn. To 3° udn had similar aspirations of
covering new ground, however, it was more oriented towards art, painting, and architecture due to the
backgrounds of its editors, while its literary parts were shaped by Doukas. Even though the attitude
adopted in KoyAiag was subtler, KoyAiac should be considered as continuing the work that had begun
with To 3° udr. The two publications present a lot of similarities in terms of content and approach,
while key contributors to both included Pentzikis, Karelli, Papatsonis, Doukas, Chatzikyriakos-Gikas.

Translations comprised a significant part of what was published in Koyliagc and it was the
journal’s main medium of introducing texts and writers to the reading public. Apart from the
translations, its members contributed also with original work, poetry, prose, essays. During its first
year, the journal included short critical notes which provided general information and commentary on
the texts published in each issue. These notes were published anonymously at the end of each issue
under the rubric Paraskies [Tlapaoxiéc’, ‘Penumbrae’] and provided information or commentary on
the texts and writers included. The notes covered every writer whose work was published in the issue;
they presented local writers, even members of the journal’s group alongside foreign and established
writers. The writers were presented one by one and in order of appearance, suggesting not only a
comparison, but also a common narrative thread, a continuity among all the writers and works
presented. The absence of signatures and attributions in ‘Paraskies’ conformed with the collaborative
translations and the idea of collegiality that the KoyAlag members were keen on projecting.”’ But they

also express a tendency to initiate or continue discussion, to not assume authority, to transform

3 For references to Koyhiag, 1 use the reprint of its issues in the collective volume published by ELIA: O KoyAiag, 1945-
1948 (Athens: ELIA, 1983). The page references correspond to the pagination of the volume which is separate for each
year of the journal.

40 As Kitsopoulos pointed out, unsigned notes are considered to express the general opinion of the journal and represent
the entire team (1997 [1991], 48).
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reading literature into a communal activity. However, in later accounts, it is revealed that the notes
were mostly written by Pentzikis and Kitsopoulos; Pentzikis is often thought of as the ‘mastermind’
of Koyliag. The ‘Paraskies’ notes are found in twelve out of twenty-two published issues (December
1945-November 19406) and, as they represent the communality and collaboration that the group tried
to convey through Koyliag, their evolution throughout the issues also reflects the changes in the
dynamics of the group. In the second year of the journal (January 1947-January 1948), when the
‘Paraskies’ column was no longer printed, certain essays or prose pieces appeared occasionally in
articles that addressed the other members and commented on the content of previous issues while
there were also extensive opinion pieces on a specific text or writer, written by one of the members
of KoyMag.

Koyhiag circulated from December 1945 until January 1948, during the main period of the
Greek Civil War which, however, is not mentioned in the journal. Apart from the three founders of
the journal, Kitsopoulos, a writer, Svoronos, who worked on the typographical aesthetics of the
publication, and Koniordos, who provided financial support, other members were Pentzikis, Karelli,
Karolos Tsizek, a graphic designer who could read Czech and became a prolific translator after KoyAiag,
as well as poets Yorgos Themelis, Takis Varvitsiotis, Yorgos Stoyannidis, and painter Takis Iatrou.
Every membert’s contribution to the journal depended on their individual skills, abilities, resources,
and time. Comparing his own inclusive approach about accepting new writers and contributions in
his journal Awayavios [Diagonios, ‘Diagonal’] (1958-1983), poet Dinos Christianopoulos later claimed
that the members of KoyAiac had formed a rather closed and exclusive group and, although they
published texts of writers and poets who were not regular members (such as Papatsonis and
Sinopoulos), they did not easily accept contributions from new people (Kouroudis 1997 [1991], 129-
44). Each issue of Koyliac had a specific theme according to which the texts were chosen and organized

but, unlike To 3’ udw, their focus was on texts and less on other artistic media.
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The first issue of Koyliag, published in December 1945, focused on death and afterlife and
included philosophical and literary texts, and poems. The translation of the passage from ‘Hades’ was
placed towards the end of the issue, preceded by three poems by Kitsopoulos with relevant titles—
‘Ot IMeBapévor’ (‘The Dead’), ‘Ot Khéypted’ (“The Thieves’), and ‘Ot TopBwevyol’” (‘The Graverobbers’),
(8-11)—and followed by a passage from Gargantua by Frangois Rabelais. In various ways and adopting
different tones, Kitsopoulos’s poems, the passage from Gargantna, and the passage from ‘Hades’ all
explore the boundaries between life and death, the world of the living and that of the dead, and the
crossings and connections between the two realms. On the page where the passage from ‘Hades’ is
presented, no explanatory information about its context or its place in the narrative has been included,
but it is indicated clearly that it is an extract from a lengthier work. Underneath the title above the
passage, ‘TZEHMY TZOYXE. O OAYIXEAY [JAMES JOYCE. ULYSSES], the editorial team
included page citations from an English edition as well as the French translation, sharing their sources
openly: ‘Anoonacpa: Xek. 115-120 tov ayyAinob xetpévov, oty éxdoor The Odyssey Press, Hamburg,
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Paris, Bologna, Xeh. 123-129 ot yodhun petapoaon e N.R.F." The translation was signed by all
seven members of Koydiag: Zoi Karelli, Yorgis Kitsopoulos, Karolos Tsizek, Yannis Svoronos, Nikos
Gavriil Pentzikis, Lefteris Koniordos, Takis latrou signed this contribution labeling it not as
‘uetdpoaoy’ (‘translation’), but as ‘uetagpoactiny) mpoonabe’ (‘translational attempt’). As far as
appearance and paratextual information are concerned, the translated passage is framed by a refusal
of finalization and indications of textual openness as well as its connection to other texts.

KoyMiag was known for its collaborative practices not only in critical writing, but also in its

translations. However, as Kouroudis also points out, the collaborative translations, which were

produced, or at least those which were signed by more than two people, comprise a very small part of

41 ‘Bxtract: P. 115-120 from the English text in the edition The Odyssey Press, Hamburg, Patis, Bologna, P. 123-129 in
the French translation of the N.R.F.’
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the journal’s translation corpus (1997, 23-24). Translations signed by two names, which, as will be
discussed later, is the case for the second passage from Ulysses they published, were more frequent,
while towards the second year of the journal’s circulation collaborative translation practices were
almost entirely abandoned. In the interviews conducted and recorded by Kouroudis (1997) many
members stated that the aim of the journal and the editorial team was to put forward the communal
aspect of their work. Karelli talks about the collegial environment as an important aspect of Koydiac
and presents the practice of collaborative translations as indicative of the group’s aim for openness
and discussion instead of finalization and unchangeability (1997 [1991], 64-68). Kitsopoulos also
underlines the importance of collaboration in the translations which focused on writers with whom
they had personal experience and interest, and to which everyone contributed regardless of language
skills especially in the first translations; at the same time, he claims, there was constant interaction and
questioning to ensure the quality of translations (1997 [1991], 40).

The Joyce passages and the process of their translation are recalled, years later, by more than
one member of the KoyAiag group. Although none of them comment extensively on the choice of the
specific passages, the novel, or the writer, they refer to the specific translations as memorable moments
that were indicative of how they worked and how KoyAiag was produced. In his interview, Tsizek
recalls the translation process of the ‘Hades’ passage:

Anopa Oopdpor v Boads mov ovyrevipwpevol moddot pall oto pappaxeio [tov

[Tevtliun| petayppdalope eva anoonacun anod tov Odveséa tov TLove. Davtalet Alyo

®OTELO, PETA ATO TNV «HeTopeaatiny] mpoonabetoa» vo axorovbody epta ovopata. K

OWG, NIATTAY, GLVOALXA, e@TA. Tov xDELO AOYO ToV eiye, BeBata, o TTevtlinng, ahid xabe

TO00 UATOLOG AAAOG pmoovae vo emépPer pe xanolx moputnenoy tov. To dedtepo

anoonacpux ano tov Odveoéa Tov TCOLG petappdotnne povo and tov Ilevtlinng xat tov
Kiteomovro. (1997 [1995], 95)

I still remember that evening when many of us were gathered at the pharmacy
[Pentzikis’s pharmacy], translating an excerpt from Joyce’s Ulysses. It seems somewhat
funny, having seven names after the ‘translational attempt’. And yet, we were indeed
seven in total. Pentzikis, of course, was in charge, but every now and then someone
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else could intervene with an observation. The second excerpt from Joyce’s Ulysses was

translated only by Pentzikis and Kitsopoulos.
That moment of translation is also described by both Kitsopoulos, who ended up having a directorial
role in the journal, and Pentzikis. Kitsopoulos, specifically, mentions their choice of translating the
name ‘in Wisdom Hely’s’ into a pun as the result of a productive and lively process (1997 [1991], 40).
What the KoyAdag group read as a pun, is a reference to Charles Wisdom Hely, the owner and director
of Hely’s Ltd, a stationery store, printer, and publisher, in which Bloom used to work: ‘For instance
some fellow that died when I was at Wisdom Hely’s’ (U 6.968-69). Pentzikis, specifically, influenced
by the 1929 French translation which translated it as ‘chez Lesage Hely’, and taking advantage of the
phonetic potentialities of the phrase in conjunction with its meaning, initially suggested translating it
as 2oyoving Xeéing [‘wee wise eel’] (1997 [1991], 52). Other members of the group, realizing that the
specific rendering could be construed as a mocking reference to Themistoklis Sofoulis, the Greek
prime minister at the time, disagreed and another choice prevailed which is found in the published
passage: Xéing Phocoyov’. Regardless of whether their reading was close to the text or not, locating
this ‘pun’ shows that the translators of Koydiac were also paying attention to how the phrase sounds
and its appearance, but also that they were anticipating the pun in Joyce. Consequently, translation,
and especially of Ulysses, was seen primarily as a creative process of rewriting and reformulating sound.
In his lecture ‘Tlepinatog otv axpoywd’ [Peripatos stin akrogialia’, “Walk by the seashore’], which
will be discussed at the end of this chapter, Pentzikis talks about the ability of words to express

meaning through their sound indicating his phonetic approach to translation.”” Moreover, what is

42 Avadwmtar ) onpasior TOLYE, TO OTL 0 110G Kag Ae€ng, extdg amd T0 vOnua oL SMAMVEL, LTOQEEL VoL [LLHTOL TOV YO
70V TIEAYUATOL [sic]. Babatva ydpoic oty ovopatomotia, ot onpacioc Tov umoet Vi nat var AdBr To Gvoua, SAOVOVTAG
TEOCWTO, YEVNA %L TOTO TAVTOYEOVY, Yepilovtag amd T pv |y mowilwy oyéoewy’, (I discovered the significance of the
fact that, a word’s sound, apart from the meaning it denotes, it can imitate/replicate the echo of the thing. Due to
onomatopoeia, I understood more about the meaning that a name can have and acquire, by denoting the person, the
origin and the place at the same time, and overflown with the memory of vatious relations.), (1951, 14)
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worth noting here is the process through which the translators of KoyAiag chose the specific solution,
a process which the members highlight in their accounts years after the circulation of the journal. By
adhering to that narrative, the former members of Koyliac project a specific version of their translation
practice, a practice rooted in collaboration, lively and productive discussion, adding, editing, revising,
and the simultaneous combination of different contributions. Even though these collaborative
practices in translation concerned mostly the first year of the journal and few translations, the
members of the group preserve the memory of the Joyce translation as representative of their work
in KoyAdag.

Nevertheless, in his article published while Kouroudis was still conducting his research,
Kitsopoulos presents a different scene according to which the translation of the passage from ‘Hades’
was the product of a highly competitive fight over whose opinion would be heard and whose solution
would be adopted in the translation (1994, 163-77). As Kitsopoulos describes, Karelli had drafted a
translation of the passage from the English as she was familiar with the language, while Pentzikis ‘was
holding on tightly’ to the French translation.” Calling the translation process a ‘show’ in which
everyone played a different part and some of the members remained silent, Kitsopoulos here shares
what actually happened behind the scenes of the translation of ‘Hades’ revealing that not all seven
people who signed the translation participated equally or substantially. Nor was the collaboration a
smooth one after all. Kitsopoulos and Tsizek were trying their best to contribute, while others
remained silent as Pentzikis dominated the process by trying to impose his own approach. Pentzikis

insisted on translating the first name of “‘Wisdom Hely’s’ following the French translation, as the first

4 ‘H Kapéhhn, mov Nepe ayyAnd, eiye xdvet o npoepyaoior and 1o ayyAnod xetpevo xt’ o Ilevilinng aotoboe opryta ™
yadun petdppaoy ¢ N.R.F. Toug dihoug Sev toug mokvbupduar. X1y napdotaoy, mov doytoe, énatla eyw ut’ o Totlex.
O Iatpod eiye avoifet emdetntind 10 o1dUA TOL Kot Sev Byale ayva. ITpwtaywviotodoe emtbetnd o TTevtlinne.” (1994, 168-

69)
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name is also translated in the French.* Referring to the competitiveness that marked their work during
their gatherings, Kitsopoulos described their collaborative practices as a ‘boxing match’, a constant
disagreement. Although there was cooperation among the members of Koydiag, there was at the same
time competition which did not coincide with the collegial image they were trying to project in print
and, years later, in their interviews. This competition prevailed as the journal went along and was,
eventually, one of the reasons that led to the end of KoyAlag.

The narrative of collaborative translations could be considered alongside the strategy of the
notes in ‘Paraskies’ which were not signed and presented the members of Koyliac alongside known or
unknown figures of world literature. Their insistence on stories of a collaboration—which was not
always there—was a way for the members of the journal to avoid singling out prevailing figures or
celebrities. Translating texts of foreign literature and associating their names with the work of
established writers who had not become widely known in the Greek literary space was a way for them
not only to bring new material, but also to establish their name in the literary sphere. Moreover, the
exclusivity they maintained as a group, as well as their habit of sharing information about their
practices through texts of self-criticism are strategies that show an effort to create a literary tradition
and a canon of original works as well as translations. The Thessaloniki-based writers and the interiority
they cultivated were still being ignored by the Athenian intellectual elite. Following To 3° udr, KoyAiag
tried in a more systematic and organized way to express an approach of modernism based on reading
new foreign writers, translation, and criticism. Ulysses, presented through passages, becomes again a
key text in these strategies, reflecting the efforts of the group for reflection on translation practices,
for commentary on the contemporary literary history and, finally, for critical interpretation. It is the

only text among those they published from which both translated passages are labeled as

# In his interview to Kouroudis, Pentzikis himself claims that he did not know English: ‘Eye ayyhxd Sev €épw. Xtov
TCoue petépoaloy ex Tov ayyAro xat yo to Boreva ot eMnvind.” (‘I do not know English. In Joyce they translated from
the English and I fixed it in the Greek.’), (1997 [1991], 52)
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‘uetapoaotiny] npoondbeta’ showing therefore not only a consciousness of the challenges of the text,
but also a consideration of the openness of the translation process. It reflects, therefore, the efforts of
the group for canon creation and recognition.

Reading closely the passage of ‘Hades’ as it has been translated in Koyliag, one can trace its
eventful translation process in the way in which the English and French texts can be ‘read’ in it. Instead
of having been translated exclusively either from the English original or the French translation, the
Greek translation of the passage from ‘Hades’ draws simultaneously from both sources, which are
specifically cited in the beginning of its final version. For example, the first sentence of the passage

has been translated as

I'ow o1’ aoneny uepako yadtaowrn adpa Provole. Wibvpoc. (12)

which mirrors the word order in the French rendering of the phrase with the verb at the end of the

sentence instead of that in the English original:

Autour des tétes découvertes une brise caressante murmurait. Murmure. ([1929] 1930, 123)

Gentle sweet air blew round the bared heads in a whisper. Whisper. (1932, 115; U 6.839)
However, a few lines below in the same paragraph, the phrase ‘Beduywvtag va v aynohdost pe ta
mouxdptod tov’ is closer to the English original rather than the slightly deviating French translation:

Eeduywvtag vo ™V ayrnaldost pe o Tovxaptod tov. (12)

Dying to embrace her in his shirt. (115; U 6.852)

Le mourant en chemise qui veut la prendre dans ses bras. (123)
Traces of both the French and the English texts alternate throughout this Greek translation of ‘Hades’,
even within the same paragraph and they can be located in lexical as well as syntactical choices. For

example, the sentence “Xxoppévog ota dvo pe v Yairido Tov o xdvet xhar’ (12) follows the syntax
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of the French ‘Pli¢ en deux avec son secateur qui claque’ (120) instead of the somewhat ambiguous
English ‘Bent down double with his shears clipping’ (117; U 6.935). In the phrase ‘K¢ av ntav
Lovtavog Oho avutod 1o Seotpa’ (12) the translators have drawn from the English in terms of syntax
‘And if he was alive all this time?” (115; U 6.865-60), rather than the French ‘Et s’il n’avait pas cessé
de vivre’ (123). An example of alternation between the English and the French can be found in the
following:

—AxpBog Taipve To ovOpaTa, Aéel 0 XAiveg pe yapnAn avioo. Iloto etvat 1o uinpod cov

ovopa; Ae 1o Ovpdpat oaxptBag. (12)

—I am just taking the names, Hynes said below his breath. What is your christian

name? I’'m not sure. (116; U 6.880-81)

—Je suis en train de recueillir les noms, dit Hynes parlant dans son gilet. Quel est votre

nom de baptéme ? Je ne sais plus au juste. (124)

In the first period, the English expressions are found in the choices of ‘AxptBwg¢’ (a word-for-word
rendering), and ‘ue yapnin avaoo’, whereas the last phrase ‘Ae to OQupdpon axptfwe’ echoes the French
‘au juste’.

Apart from cases of syntactical similarities that show how the translators used the two versions
of the episode, there are also cases of interpretation where the simultaneous use of the English and
French is transparent. In the Greek ‘Moayeipeva naho phavdelino onpado’ (13) the translators have
ignored the French ‘e faisais du bon haricot de mouton’ (126) in favor of the English original ‘I
cooked good Irish stew’ (118; U 6.940), an instance in which the Irish specificity is considered more
pertinent in order to place the locality of the text. At the same time, a paragraph later, the translators
have chosen a more specific rendering of the abstract phrase ‘Apollo that was’ (118; U 6.959) by
drawing from the French translation ‘C’ était Apollon, ce peintre’ (126) and therefore translating as

‘AmodMwy Aeyotay o Lwypaygog’ (13). Finally, the Greek translation of the phrase below responds to

both the English original and the French translation:
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Devilling for the other firm. (119; U 6.984)

Ils travaillent pour I'autre raison sociale. (127)

Aoviedovy yro peov G piopa. (13)

In this sentence, the translators render the idiomatic ‘devilling’ through the French ‘ils travaillent’ while
the word ‘“plouo’ corresponds semantically to both the English and the French texts and is connected
etymologically to the English ‘firm’. An acoustic similarity has been achieved between the Greek
rendering and the English text, as not only ‘piopa’ echoes ‘“firm’, but also the word ‘Sovkedovy’ repeats
similar sounds found in ‘devilling’, which brings us back to the example of ‘Wisdom Hely’s”.*’

The approach of the Koyliag translators highlights that translation was a creative process for
them and not simply a means of transferring meaning from one language to another. As a result,
Koyhiag was not simply a journal that published foreign literature, but focused on translation as an act
and a creative process. Towards the end of the passage, the Greek translation becomes closer to the
French which, it could be argued, is indicative of the ‘boxing match’ that took place among the
translators of KoyAlac—and perhaps of Pentzikis getting his way.

A comparative close reading of the passage from ‘Hades’ in the English original, the 1929
French translation, and the Greek translation in KoylAac shows a process of active translating which
involved editing, agonistic togetherness, and revisiting. The members of Koydac translated from the
English and the French, engaging in a constant questioning of both these texts while the French
translation is also transformed into a source that is consulted as an original text. Tracing the pattern
of choices from the English original and the French translation, it can be argued that these two texts

are in a competitive relation with each other in the Greek translation as they appear interchangeably

in the same paragraph or even in the same sentence. Not only that, but the act of checking the French

4 Slote, Mamigonian, and Turner cite the OED for the meaning of ‘to devil’ as working in the name of someone else
who receives credit for said work (2022, 213). As a result, the Greek ‘SovAievouy’ is not too far from ‘devilling’ in terms of
semantics either.
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translation alongside the English original, of going back and forth between different versions of the
text, validating, therefore, the Greek translation, is visible in the published passage. The Greek
translation of the passage of ‘Hades’ encloses both versions while providing a third version without
hiding the process through which it was produced. This process is not only reflected in the text itself,
but also in the way that the passage is framed, the detailed citations of the English and the French
texts, and the collective signature, as well as the labeling of the passage as a ‘translational attempt’.
Thematizing their translation practice, the translators present not a finished nor a finalized translation,
but an initial contribution to translating Ulysses, one of the many stages in a multivalent and ongoing
process. By sharing their sources, they allow their readers to potentially engage in their own research,
compare, and contrast. At the same time, they also put forward a transparency and an honesty
regarding their translation practice which, as per Kitsopoulos’s account, was tumultuous. Appealing
to the sources they used is a way for the group to direct their readers to form their own opinion, but
also to make up for the conflicts they had over different translation choices, and to provide
information about their practice. By using the label ‘translational attempt’ they indicate that their
translation is an ongoing process while also acknowledging its instability and rendering it part of the

reading experience.

Jovce, symbolism, and naturalism: notes about Ulysses in KoyAlag

A first reading of the note that accompanied the ‘Hades’ passage gives the impression of a broadly

informative text which seeks to briefly introduce the Irish writer and his work to the reader. The note

46

is included in ‘Paraskies’, at the end of the issue.” Opening abruptly without introduction, the note

places Joyce in a literary historical context:

“6'The note about the translation of the passage from ‘Hades’ is found in I'lagacués, Koyrlag 1 (1945), 15-6.
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O TCenpg Tloug ouvveyilet 1o ovpPortotind nivnpo: (O Malappé navia emtbupodoe vo
yoaet éva BtBAio mov va meptéyet ohouAnen ™y Lwn evog avbpwmov). (15)

James Joyce takes the symbolist movement further: (Mallarmé always wanted to write

a book which would contain someone’s entire life).
At the same time, the opening of the note reminds the reader of the current issue’s underlying theme
and, therefore, what connects Joyce with the rest of the content included, that is, texts which are all
in one way or another about death, the moment of death, and afterlife (Pentzikis, Kitsopoulos,
Rabelais). It also points towards the concept of the symbol, another underlying theme throughout the
specific issue of Koyliag as it opens with a text by philosopher Nikolai Berdyaev titled ‘ITept cupuoiov’
(‘Of the symbol’, 1-2) from his book Freedon: and the Spirit (1927), and includes poetry by Karelli and
Kitsopoulos with influences from symbolisme. The chosen passage from ‘Hades’ is also read in the
context of symbolism as is apparent in the note. Listing the titles of Joyce’s other works (which echo
the titles of their French translations), the note returns to interior monologue and Joyce’s ‘debt’ to
Dujardin, as was also mentioned ten years earlier in To 3 wdz. This time, however, there are more
details that are specific to Joyce’s novel. The ban of Ulysses in England is mentioned, while a summary
of the novel’s plot is given along with its correspondence to the Odjyssey. Meanwhile, Bloom’s interior
monologue, which runs through the passage of ‘Hades’, is described as composed of ‘many things—
events, and thoughts that are reflected through them, along with elliptical phrases drawn from the
common tongue’."’” This kind of background was absent from the Joyce publication in To 3’ udz since
there Molly’s monologue was presented as an exemplary case for a theoretical discussion. On the
contrary, in the note accompanying the ‘Hades’ passage, there is an effort to distinguish between

different cases of interior monologue depending on the character to which it belongs. In the last part

47 “BEva TAn00g moayporta—yeyovota ot ouePetg mov avorhwvion o’ autd, nald Ue QOAOELS EANEITTINEG TTHQUEVES 0T TNV
%0 ALK, GLYXEOTOLY TOV EOWTEQO LOVOAOYO Tov %. Mrhouu.” (1945, 15)
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of the note, Joyce’s method is compared to that of a painter, his words and phrases are seen as his
primary material that he molds in order to produce work, while his style is presented as classical and
pure. Finally, the note includes a brief mention to Finnegans Wake which is called ‘the epic of a night
in Dublin’ (‘) emononotin [sic] plag voytag oto AovBrivo’, 16) and with which Joyce completes his
artistic ceuvre. Upon a first reading, therefore, this note functions as a brief and general introduction
of Joyce as a writer, which was not offered in To 3° udr as the focus was on his writing technique. It
is a note which includes general information while also raising certain issues without, however,
analyzing them further. Although on its own this note might seem unimportant, reading it alongside
the note that accompanied the second translation from Ulysses which was published five months later
in KoyMag, reveals more about the journal’s approach of the Irish writer.

In the sixth issue published in May 1946, the KoyAiag group included a translation of a passage
from ‘Proteus’, the third episode of Ulsses.*® In ‘Proteus’, Stephen Dedalus, whose childhood and
adolescence are narrated in A Portrait, and who is the main character of the first three episodes of
Ulysses before Bloom appears, is walking by the beach on Sandymount strand. Very little happens in
this episode in terms of plot; Stephen is thinking about visiting his aunt Sara but eventually decides
against it and continues his stroll. In ‘Proteus’ the reader becomes more acquainted with Stephen’s
character, as it has been formed since his ‘flight” from Ireland with which .4 Portrait ended, a gap of
time during which he had to return to his mother’s deathbed. In the first two episodes, “Telemachus’
and ‘Nestor’, we learn more about what has happened in Stephen’s life between the end of A Portrait
and the beginning of Ulsses, we see him in his interactions with other people and find out about his
living situation and work; in ‘Proteus’ we become familiar with the developments in Stephen’s artistic

and philosophical thinking. A Portrait ended with a series of entries from Stephen’s diary; Ulysses opens

4 James Joyce (1940), “TCenpc TCoue. O XnBev mapa Oiv’ ahde. Anoonaopo an’ v oy tov «Odvecéay’, Koylag, 6:
100-2.
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with Stephen’s interior monologue. The written monologue of the diary has now evolved into interior
monologue—a development described in the introduction to the technique in To 3’ udrn, without,
however, the correlation between A Portrait and Ulysses being included. The passage from ‘Proteus’,
which was translated and published in issue six of Koyldag, is drawn from the episode’s final pages (U
3.265-505) where Stephen sees the carcass of a dog and a live dog, as well as two figures which he
takes for ‘cocklepickers’. He sits on a rock and scribbles a poem, puts the paper and the pencil back
in his pocket, and, contemplating the tide, the sea, and what is under the waters, he leaves as a ship
sails behind him.

In contrast to the ‘Hades’ passage, the translation of the ‘Proteus’ passage in KoyAiag did not
include page references to the original nor to the French translation. It was presented instead under

the title ‘O XBev mapa O’ ahdg’ [‘O Stephen para thin’ alos’, ‘Stephen by the seaside’], which

>
suggested an autonomy of the passage as it underlined its place in the journal. At the same time, the
subtitle ‘Andonacpa an’ ™mv apyn tov «Odvocéay’ (‘Extract from the beginning of Ulysses’) indicates
the place of the excerpt in the novel. By using the Iliadic phrase ‘napd 0iv’ addc’ meaning ‘by the
seaside’, the title also foregrounds the text’s Homeric connections. In contrast to the translation of
the passage from ‘Hades’, the translation from ‘Proteus’ is signed by only two members of the Koydiac
group this time, Kitsopoulos and Pentzikis. As was the case with the translation of ‘Hades’ discussed
eatlier, in the translation of the passage from ‘Proteus’ there are again phrases which are closer to the
French rendering, admittedly more frequent than in the translation of ‘Hades’. The translation
approach, therefore, seems to have been similar to the one followed in the ‘Hades’ translation, that of
alternating between the English and French texts, but with a focus on the French translation and
under less tension as there were only two translators this time. Despite the different process and

circumstances, the translation is labeled, once again, as ‘petappactnn mpoondleta’ (‘translational

attempt’). Kitsopoulos revealed the following regarding the ‘Proteus’ translation:
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210 dAho amoonacpe Tov «Odvocéar, petapeacape o Ilevtlinng uot yw. Elye xavet v

npoepyaoio ano 1o xeipevo ¢ N.R.F. now «O XtnBev mopd Oiv’ ahooy Bynue pe dveon

%o TOAD TULO VOULILOL, YWEIG XTUTNpaTo %dtw or’ ) {wvn. Aev unopm va Bopndo yroctt

dev ntav 1 Kapéldrn, odte motog eiye 10 ayyAnd xeipevo. Exeivo mov Bopapon etvar mewg

o1 «peTappaatiny vty npoonabetan o Ilevilinng adwvioe natanwg Nbele, mpaypo Tov

Lo oLYXELOY AVAPIETH GTIC OLO PToEEL va To amodeiéet. Otav dev ToLYeEVES avTiPEM O,

eyave nabe evdopépov, xatarayale. (1994, 169)

In the other passage from Ulysses, it was Pentzikis and I who translated. He had

prepared a preliminary draft from the N.R.F. text and ‘Stephen by the seaside’ was

produced with ease and much more legitimately, without low blows’. I cannot recall

why Karelli was not there, nor who had the English text. What I recall is that, in that

‘translational attempt’, Pentzikis had his way, something that a comparison between

the two shall prove. When he was not being contradicted, he lost every interest and

abated.
In the passage of ‘Proteus’, the second Joyce translation published in Koydiag, the French translation
is easier to discern than it was in ‘Hades’, and that is where Pentzikis’s work can be traced. Pentzikis’s
intervention is observed, however, in other elements as well, such as the Iliadic allusion of the title, as
well as the note that accompanies the translation. The phrase ‘mapa 0tv’ «h6¢’ in the title is drawn from
two instances in the [/iad where Achilles, feeling wronged or in grief, withdraws by the seaside to meet
his mother. Pentzikis uses this phrase again in a lecture given in 1950 and published in 1951, as well
as in his novel To wwbOwotdonua s xwplas Eoone [To mythistorima tiw kyrias Ersis, ‘Mrs Ersi’s novel’]
(1966).” The difference between translation processes in the two Joyce publications in KoyAlag shows
how engagement with the text evolves. Even if definitive from the beginning, Pentzikis’s involvement
is declared and foregrounded clearly in the translated passage from ‘Proteus’. Ulysses is starting to
become associated with the work of individual writers rather than groups.

The note which accompanies the translation of the ‘Proteus’ passage was not included in

‘Paraskies’, which continued until the last issue of 1946, but was placed directly below the translation

4 The title ‘mopd O’ ahd¢ for the passage but also for the episode of ‘Proteus’ more broadly is reproduced by
Aravantinou (1983, 157).
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(102). While the note for the ‘Hades’ passage pointed towards Joyce’s symbolist connections, the note
for ‘Proteus’ introduces a different association:

2yetnd pe tov Ténug TCouvg avapépovpe Tov Natovpariopo. (102)

Regarding James Joyce we should mention Naturalism.
Despite the different opening statements of each note which seem to suggest general conclusions
about Joyce’s work, they correspond to their respective translated passages. The recurrent vocabulary
of death in ‘Hades’ encourages a symbolist reading of the passage, while the content of the entire issue
of the journal responds to aspects of symbolism and the symbol. On the other hand, the highly detailed
descriptions and narrative of ‘Proteus’ are elements closer to naturalism. However, the note
accompanying the ‘Proteus’ passage moves beyond a generalizing introduction, as it expands on
naturalism in painting and the movement’s failure to evolve further in literature by following its
theoretical principles. According to the note for ‘Proteus’, naturalism in literature resulted in a strict
academic discourse and an overuse of language. Using Ulysses as a starting point, the note touches
upon the continuity and interaction between literary movements and emphasizes the role of
symbolism in salvaging the forms of expression that naturalism, through its academicism, had
rendered meaningless. As for Joyce, he is presented in the note as the author whose work incarnates
fully the theoretical aims of naturalism:

2y epyacia Tov TCOLG GLYXEPUAXLOVOVTOL OAEC XVTEG OL LOVTEQVES avalNTNOELS, ETO

TOL TO €QY0 ToL PToQEEL Vo Hewpnlet Oyl T ooy TO AELETOLEYNUA TNG VATOLEXALGTIXNG

OYOANG, O OOV TO GxEO eTiTELYPA TOL HewENTOL TN TAdvov. (102)

All these modern questions come together in Joyce’s work, in such a way that his

work can no longer be considered as the masterpiece of the naturalist school, but as

the ultimate achievement of its theory.
The note accompanying ‘Proteus’ places Joyce in a much more clearly defined context than the one

corresponding to ‘Hades’. Instead of simply being presented as an idiosyncratic albeit important writer,
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there is now a more precise outline of the Irish authot’s role in both naturalism and symbolism. More
than that, Joyce’s use of the Homeric epics is discussed alongside the theoretical principles of
naturalism:

' awt6 av 1 txpopoiwoy Onwg ytve Twv pubiotopnuatwy tov Zokd pe tov Ouneo eivat

evtedwg aoromn nat BERMAn, 1 epyaota Tov TLOLG OTEXEL TOLARYLIOTOV GOV UL CWOTY

oLyyeovn spunveia Twv Opnowwy enwv. Lot petagpépet ™y Opnemny cOUTTWGY] TOL

PAVTIOOTIMOD PE TNV TAATOTEQY] EVVOLX TOL QEXALGHOD, GTYV GYETIUY] GOUTTWOY| TOL

DTTOXELUEVIXOL WUE TOV QEXALGUO TOL MALQOL HOGC TOL XOWG TOV BAETOLUE oAV TNV

VIETEQUIVIOTINY] TEAYUATIXOTYTA TOL VATOLEAALGUOL. (102)

And if the comparison between Zola’s novels and Homer was entirely wrong and

sacrilegious, Joyce’s work stands at least as a true contemporary interpretation of the

Homeric epics. Because it shifts the Homeric coexistence of the imaginary with realism

in its wider sense, to the relative coexistence of the subjective with the realism of our

time which we generally see as the deterministic reality of naturalism.
The association of Joyce with the Homeric epics in the note is not based on the number, frequency,
or faithfulness of parallels or correspondences found in Ulysses. It rather draws from the way in which
contemporary literary tendencies inform these correspondences. The note suggests that Joyce
manages to rewrite the Homeric epics, not by simply changing the temporality of plot and characters,
but by employing the principles and forms of contemporary literary movements. Moreover, the note
highlights that Joyce transfers the Homeric antitheses into his own time and work. It proposes,
therefore, a more nuanced interpretation of Joyce’s ‘mythical method’ than the one given by T. S.
Eliot in his review ‘Ulysses, Order, and Myth’ (originally published in The Dial/in 1923), and reproduced
by George Seferis in his essay ‘K. IT. KaBaypne, ©. 2. Ehot: naparinior’ [‘C. P. Cavafy, T. S. Eliot;
parallels’]. While Eliot had described Joyce’s use of myth as ‘a way of controlling, of ordering, of giving
a shape and a significance to the immense panorama of futility and anarchy which is contemporary

history’ (1975, 175-8), and Seferis had included the aspect of history in the term ‘mythical method’,

the KoyAiag note focuses on how Joyce rewrites myth through contemporary literary forms.
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The note accompanying the ‘Proteus’ passage goes one step further than the ‘Paraskies’ note
corresponding to the ‘Hades’ passage in the first issue. While the ‘Hades’ note introduces Joyce and
focuses on Ulysses, providing a summary of the plot, its main points and informative background, the
note for ‘Proteus’ takes Joyce’s work as a starting point for theoretical considerations regarding artistic
and literary history. Although the first note remains closer to factual information about Ulysses, it also
compares Joyce’s method to that of a painter’s, an analogy which is explained analytically in the second
note. The differences between the two presentations of Joyce in Koyldiag, the translations and the
accompanying notes, and the aspects covered by each of them reflect, first of all, the evolution that
the journal underwent since its first issue and the changes in the dynamics of the team that published
it. The tension encapsulated in the translation of ‘Hades’, as well as the accompanying brief note are
revealing of the competitiveness that prevailed among the members of Koyliac as they were striving
to give shape to the publication they had envisioned. Their processes and practices solidified as they
produced more issues, and the dynamics among them settled, while individual writers are starting to
express an interest in Joyce, a change which is reflected in the second Joyce translation and its
respective note in the sixth issue. Joyce’s Ulysses appears in KoyAiag first as part of the group’s strategies
of cultivating a tradition and gaining recognition through association with foreign writers and their
work. The accounts about the translation process of ‘Hades’ illustrate the image that the Koyliag
members were trying to promote for the journal and for themselves as Thessaloniki writers. Appearing
as a community, these writers sought to create a literary tradition in the space in which they were based
as a counterexample to the Athenian tradition; by blending their original work with translations that
they produced themselves, and critical-essayistic work, they aimed for literary recognition. And while
these seem to have been the initial aims of Koyliag, as the journal progressed certain figures
unavoidably stood out. Tracing the progress of Pentzikis’s involvement from the first to the second

Joyce translation reveals him as a figure who developed a personal interest in the Irish writer. He

88



approaches Joyce through his preoccupation with visual art, painting, and the interaction between
different art forms, while the title ‘O XtBev mapa 0w’ addg’ reflects his reading of Joyce through
Homer. Ulsses, therefore, in KoyAiac becomes part of a group of writers’ promotional strategies, a
translation workshop, and a way of understanding literary history, while it is eventually taken up by
specific writers as a text which raises issues that preoccupied them in their own writing.

Joyce was brought in the critical discussions of Maxedoviéc Huépeg as an example of issues
surrounding modern novel writing, whereas in KoyAlac he becomes a starting point through which to
develop a discourse around art history and theory. In 1932, the debate in Maxedovixéc Huépeg focused
on interior monologue and referred to Joyce as a crucial part of the technique’s origins. In 1936, To 3’
par sought to contribute to the conversation about interior monologue by providing a textual example,
introducing the aspect of translation and reading. Ten years later, KoyAiac did not approach Ulysses
explicitly through the past debates, but highlighted broader issues of literary taxonomy focusing on
art movements and intermediality, touching upon Joyce’s Homeric connections and his place in the
world literary space. At the same time, the interior monologue debate was still present as the passages
published in Koyliac were also excerpts of interior monologue, but not from ‘Penelope’, which was
considered the exemplary chapter for the technique. The passages were from the monologues of the
other two main characters, Leopold Bloom and Stephen Dedalus, instead of Molly, whose monologue
was considered the most representative. Both Joyce translations were labeled ‘translational attempts’—
the only translations in the Koyl/ag issues to be labeled as such, which shows how translation of Ulysses
was perceived in comparison to other texts. Moreover, both Joyce-related notes in KoyAdac raise the
issue of language, style, and writing in his work, as if they are study materials for someone who wants
to work on their writing. The translated texts, therefore, are also viewed as sources of study for further
writing, as translation workshops, as initial contributions anticipating further revising, and

retranslations. As a result, while I agree with Voyiatzaki (2002) that Joyce influenced strongly the
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thinking around the modern Greek novel, especially as far as certain writers are concerned, this can
also be a limiting way of reading the early reception of Joyce in Greece. While Ulysses is certainly
connected with a developing critical discourse about modern writing practices, Joyce’s work becomes
a way through which to develop critical thinking on literary and art history, theory, as well as the
interaction between different art forms and media. Presented initially as an example of translation
experimentation, collaboration, and anonymity, Ulysses becomes a work on which to anchor critical
discourse, as well as writing style and practice. Consequently, it eventually acquires special meaning

for certain members of Koyliag, specifically Pentzikis and Karelli, and their progress as writers.

Karelli and Pentzikis: early critical writing about Joyce

In the thirteenth issue of Koyliag, in January 1947, Karelli published an article titled ‘H aydnn » o
Ocavatog. Exdoyég nou napatnonoerg SraPdlovtag tov Odvocéa touv TCeiug TLOUS [Love and death.
Glosses and observations while reading James Joyce’s Ulysses’].” The article appeared a year before her
second poetry collection titled H ezoys tov Oavdrov: exdoyéc nar waparnonjoeis [The era of death: glosses and
observations| (1948). Drawing from Joyce’s Ulysses and not only from the passages that had already been
published in the journal, Karelli’s piece could be read in the context of her preparation for her poetry
collection. Providing her own critical approach on the themes of love and death in Ulysses as a pair of
opposites which are also interconnected, Karelli introduces a philosophical interpretation of Joyce’s
novel which also leads to further reflections on the writer and the self in terms of Joyce. Influenced
by her background in religious metaphysics and mysticism, Karelli examines the concept of love in

the sense of ‘ayann’ (agape) in the different forms it is manifested in the novel, such as mother’s love,

50 Zoi Karelli (1947), ‘H ayenn »t’” o Bavatog. Exdoyéc not mapatnonoetg StxfBdloviag tov Odvoacéa tov TCeiug TCobc,
Koyhiag 13: 1-3, 7.
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father’s love, and considering ervs a version of it. Both love and death, contrasting concepts that have
long preoccupied Joyce scholarship, are viewed through the lens of existentialism and Christianity,
Karelli’s primary interests throughout her work.

A prolific poet, essayist, and playwright, Karelli had only started publishing her work in the
1930s; her first appearance was a reflective piece in the first issue of To 3* udr (‘Awbéoerc’ [Diatheseis’,
‘Dispositions’], 1935, 16-17), while her first poem was published in Maxedovirés Huépeg in 1937
(‘Oatemovponpt’ [‘Fatepoursikei’], issue 11-12, 290). In the editorial of that issue, which introduces
the contributions that follow, it is stated that Karelli, along with her brother Pentzikis (who also had
a text in that issue) and Doukas were part of a literary circle, a ‘school’, which was trying to break away
from tradition.”" They are presented as still new to the literary sphere while their work is described as
‘yopvdopata, exercises rather than fully formed literary production.” Karelli published her first poetry
collection, I'logeia [Poreia, ‘Route’], in 1940, and gained recognition through her involvement in KoyAlag.
She had received a multivalent education, not usual for women at the time, and, having knowledge of
four languages (English, French, German, Italian), she was one of the members of Koydiac who could
read and translate from many different writers. In KoyAiag, she also maintained a strong presence as a
writer where she contributed with poems and prose in seventeen out of twenty-two issues. The prose
she published in the journal is often of an idiosyncratic and reflective style, essayistic but not scholarly
as she combines analytical and critical insights on writers and texts with more personal writing and
poetic style. Apart from philosophical and existential ruminations, these pieces include also her
reflections and comments on the texts she reads and occasionally on texts presented in Koydiac. Her

article about Joyce’s Ulysses draws from the novel which had been among the journal’s main interests,

51 See Anonymous (1937), Tbow an’ v uivnon’, Maxsdovixéc Huépeg 11-12, 265-69: 267.

52O %. N. Ievtlinng, 1 Ka Kopéhn [sic], o %. Xtpatic Aodrag 1’ évag Sud dAlot, éxouy udpuet vay xxho b toug, o
oyoin daitepr). 'Eyouvy takévto, éyouvv akla. Iave va ondoovy v xhaoown napddoon. I'vouy poag etvar 61t 1 tpoonabdetd
TOLG TEEVAEL ANOPX TNV TEPLOBO ¢ aounoens. Ivpuvaopota eivar ta yoanta toug.’, (1937, 267)
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but it also briefly addresses Papatsonis and refers to his poem V Day’, published in an eatrlier issue.
After Koydiag, Karelli kept publishing essays in journals like Moppéc [Morfes, ‘Figures’|, EvbObvy |Efthynt,
‘Responsibility’], Pordvra [Rotonta, ‘Rotunda’] which, however, were more argumentative and analytical
and less idiosyncratic than her eatly prose work.” Her eatly pieces could be read as closely connected
to her formation as a poet, as preparatory notes and drafts, reflections on the creative process, and it
is such a reading that I propose for her article on Joyce. In ‘H aydnn »’ o Odvatog’, Karelli draws from
Joyce’s Ulysses to discuss the contrasting concepts of love and death in relation to art. At the same
time, however, she engages critically with Ulysses and comments on certain passages which she also
cites in translation.

As discussed earlier in this chapter, Karelli was among those responsible for the first
translation of Joyce, the passage from ‘Hades’, for which she had provided a translation draft from
the English. It is not known whether she participated at all in the second translation, the passage from
‘Proteus’; however, it is possible that she had helped with it too because, even though the French text
prevails, traces of the English text can be located as well. Seven months after the passage from
‘Proteus’, and while she kept publishing in KoyAiag, Karelli’s article on Ulysses appeared in the first issue
of the journal’s second year. Using the first person, a motif which appears in her early reflective prose
writing and does not always denote an autobiographical first person, Karelli begins with a statement:
‘Eipat avBpwmog addvatog ot {nte v ayamy], Tg ayanng TV EVOLA, €Y NG ayanng v éyvorx’ (‘I am
a weak human asking for love, the meaning of love, I am care about love’, 1). Adopting a free
associative and poetic style throughout her piece, Karelli searches for the concept of love in the plot
and the themes of Ulsses. She argues that love is absent in Ulysses, because it is a formally perfect work
of art which leaves no space for human emotion. Starting from ‘Circe’, the ‘dream episode’ which

takes place at a brothel in Nighttown, Karelli suggests that it is there that eros can be found as an

53 She republished many of these essays in Ilaparjgrjoec (2 vols) 1982-1994 (Athens: Astrolavos/Efthyni).
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expression of love, but it is eventually refused by the writer. Reflecting on the technical and formal
artistry of the novel in comparison to its ‘creator’, Karelli argues that Ulysses is an impeccable creation

of a genius, yet cruel writer, a masterpiece in which the mind prevails over emotion:

...JlXTL OTO QYO TOUL, TOL EIVAL GLVTOITTIA BLVATO, ATO &TOYY| TEYVIXT], OTOL, OAX, 1ot
noptwtata 10 atohnpa, xabupd anodeiyvetar péco, N ayany n’ 1 avbpwmivy advvopio
yloo yadt, yU avtapéoreta wt’ awtoinavoroinc dev éyovv Oéom. [...] H avbowmivn
oninEOTTa oL TCOUG eivat povadny] OTWG elvat LOVaSINT] 1] TEYVIUT] TEAELOTNTA TOL
«Odvooean. H nvpxpyia tov vou mavw oto alobnpa, to pétonpa tov achnuoutog,
enpndevilet nat pévet angpata 1 evivnwor g eyvne. (1)

...because his work, which is devastatingly strong, in terms of form, where everything
and, most of all, emotion is clearly proven to be a means, love and human yearning
for a touch, for self-love and self-satisfaction have no place. [...] Joyce’s human cruelty
is as unique as the formal perfection of Ulsses. The mind’s dominance over emotion,
the control of emotion negates and only the impression of art remains intact.

As seen in the material analyzed until now, the translations of Ulsses that had already appeared in the
Greek literary space were published to highlight a specific formal aspect of the novel or to
contextualize it within literary history and latest developments in literary tendencies. Karelli’s piece is
one of the first attempts to discuss other aspects such as plot and characters, and to explore
interpretations. Looking at excerpts from ‘Circe’, Karelli illustrates her point about the absence of love
and concludes that amid the absence of love and emotion in Ulsses, it is only the word, in the sense
of logos, that Joyce ‘loves’

[Totov; 1t ayamaet o teyvitng; O avbpwnog notdedetat, pa dev UTOQEEL Vor SOULURTEL AAATY

XYATY], EQWTAL, OLLPOEETINOY ATO KELVOV YL TOV EXLTO TOU. |...]

O TCobg ayamaet Tov Adyo. Avtov maededet. Tov e€apbowvet, avtdg, mov natopbnver v

TLO TEAELX EVOQYTOTEWAGY), TV Tto nxbap?), duvaty povowy cupypwvia. O TeyviTng TOL

AOYOL epwTeVETAL TOV AOYO, W awtov ouvlel. Tov tpwyel u’ an’ aLTOV AATATOWYETAL.

Iivetow o i8tog Aoy, BAémw axpfwg 1o cwpoa tov TLolg, otov «Odvocea», Adyov

OAOXANEOY, Vo oyNuaTi{etar OAOXANEOG te AOYLX, dvOPWTOG OAWY TwV EtdwY, ®OATAEL

AOYLOL XU TAAATAQL YLtor O T LEQT], UEAY] AVAAOYWS &T TO Gwpa TOV. (2)

Whom? what does the artificer love? Man struggles, but he cannot feel another love,
another passion, different than the one he feels about himself. [...]

93



Joyce loves the word. That is what he plays with. He dismantles it achieving the most

perfect orchestration, the clearest, strongest symphony. The artificer of the word falls

in love with the word, he lives with it. He eats it up and is eaten up by it. He becomes

himself words. I can see cleatly Joyce’s body, in Ulysses, the whole /gos, composed

entirely out of words, a jack of all trades, he keeps appropriate words for all parts,

which are respectively parts of his body.
Focusing this time on Joyce’s identity as a writer, rather than as a person, Karelli views Joyce-writer
as a being made of words. This distinction between Joyce as a person and Joyce as a writer alludes to
the binarism that characterizes Karelli’s poetics. Binaries, opposite pairs, and contrasting elements run
through her poetic and prose work, and stem from the concept of duality in human nature, that is, the
contrast between human as a being that is subject to decay and death, and, on the other hand, the
divine element, the presence of god in human existence. Originating from Karelli’s Christian
metaphysics and existential anxiety, this duality, therefore, is about the contrast but also the connection
between the material and the immaterial aspects of human existence, the corporeal and the spiritual
(Kotini 2019). For Karelli, this duality is found in writers too, that is, between person and writer,
corresponding to the material-immaterial contrast. It is in this context that her view of Joyce as a cruel
creator, but also as a body made of words should be placed as she focuses on Joyce as an artificer.

Apart from the work’s formal perfection, which is achieved at the expense of emotional depth,
Karelli also attributes the absence of love to the lack of faith and god. Keeping Christian philosophy
in view, Karelli draws on what has been viewed as the aspect of heresy in Ulysses which she interprets
as denial of faith. One such example is Stephen’s refusal to pray by his mother’s deathbed. While this
does not happen in Ulysses, it is something that belongs to the recent past of the novel and is being
referred to and recalled throughout the text. Even though Stephen has not repented, the incident as

well as the image of his dying mother is a memory that haunts him and, therefore, comes back in the

form of his mother’s ghost in ‘Circe’ and it is that scene on which Karelli focuses:

THE MOTHER
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(comes nearer, breathing upon him softly her breath of wetted ashes) All must go through it,
Stephen. More women than men in the world. You too. Time will come.

STEPHEN
(choking with fright, remorse and horror) They say 1 killed you, mother. He offended your
memory. Cancer did it, not I. Destiny.

THE MOTHER
(a green rill of bile trickling from a side of her mouth) You sang that song to me. Love’s bitter
mystery.
STEPHEN

(eagerly) Tell me the word, mother, if you know now. The word known to all men.

THE MOTHER
Who saved you the night you jumped into the train at Dalkey with Paddy Lee? Who
had pity for you when you were sad among the strangers? Prayer is allpowerful.
Prayer for the suffering souls in the Ursuline manual and forty days’ indulgence.
Repent, Stephen. (U 15.4181-98)

Karelli translates the passage as follows:

H Mnrtépa.— (Epyetat mo xovtd nt’ avooaivel YALXG ARGV TOL, TV TVOY NG
ano Beeppéveg otdyteg). ‘OAOL MEETEL VX TO MEQRCOLUE 2LTEPEV. 2TOV UOGPO
TEELOCOTEQO Yyuvaineg amo avteec. Kot ov enione. Oa ¢pbet o uatpog.

Yregev.— (ITov meéletar and @ofo, tdn now @oinn). Aéve nwg oe oxdTWON
untépa. [TpodaBale ™ puvnun oov. Aev torava eyn, o xapxivog. H poipo.

H Mnrtépa.— (Eva mpdotvo vapa yOAG #UAKEL XTIO T1] WL YWV TOL GTORATOC
™¢). Mouv tpayovdoboeg exeivo 10 TeayoLdL. «IMGC aydmng TO TKEO ULOTIHON.

2tegev.— (Me aminotia). Ilec pouv 10 Adyo untépa, av twpa tov €petg. Tov
AOY0, Tov yvwpilovy Lot ot avbpwrot.

H Mnrtépa.— Ilotog ¢’ éowoe 11 vhytar excivy, mov mndnkeg 610 TEUIVO, GTO
Nraired pe tov [Tavto An. ITolog oe Avmodvtay, 6oy 6OLY ATUEVOS AVEUETH
otoug &vouc. H mpooevyn eivar mavtoddvaur. Ilpooevyn yw tig movepéveg
duyés, oto eyyepidto Twv OLECOVAIVWY 1ol CHEAVTX WEQES HETAVOLEG.
Metavorwoe 2tegev. (2)

In ‘Proteus’, Stephen asks himself “What is that word known to all men?’ (U 3.435), a question which

remains unanswered in the text in all editions until the 1984 critical and synoptic edition by Hans

Walter Gabler. In his corrected edition, Gabler restores a passage in the episode of ‘Scylla and
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Charybdis’—which had been missing from all previous editions and was redacted from a
manuscript—in which Stephen returns to the question in his monologue and answers it (‘Do you
know what you are talking about? Love, yes. Word known to all men’, U 9.429-30). The restoration
of this passage has been contested (see Slote, Mamigonian and Turner 2022, 380-1), while it has also
brought a revisiting of love and death in Ulsses through Aristotle and Aquinas (Kimball 1987,
Finneran 1996). Karelli, however, was very likely translating from the 1932 Odyssey Press edition
which was cited in the beginning of the ‘Hades’ passage. But even if she was using another edition, it
would not have included the restored passage in ‘Scylla and Charybdis” with Stephen’s rumination.
Despite that, she makes the connection between Stephen’s question and his theory about Shakespeare
developed in ‘Scylla and Charybdis’, while her philosophical standpoint forms her reading of the
passage as a reference to Aristotelian readings in medieval philosophy. Karelli translates Stephen’s
question in ‘Circe’ by using ‘Adyoq’ for ‘word™ Tleg pov 10 Adyo pntépa, av twpx tov €petc. Tov Aoyo,
mov yvwpilovv Ohot ot dvbpwnor’. For Karelli, therefore, Stephen looks not only for a ‘word’ (A\é€n) but
for logos, for discourse which, however, is composed of words.” The only love that exists in Uysses,
according to Karelli, is the love for the word and for words. Even though she initially claimed that
there is no form of love in Ulysses, she eventually concludes that the form of love she discerns is for
the word, the material out of which the text and, therefore, what she sees as the ‘masterpiece of form’
(‘teyvimtato aptotoveynpe’, 1) is made.

In her examples from ‘Circe’, Stephen’s dead mother and her ghost, Bloom’s memories and
vision of his dead son Rudy, Karelli detects death as a contrast to love. For Karelli, death is the final
encounter with god, and therefore love for death is the will to finally meet god. In her piece, death is

seen in its materiality and is explored through the characters’ connection to it, through the apparitions

>4 Jt is also worth noting that in the passage from ‘Proteus’, Pentzikis and Kitsopoulos translated Tlotwx eiv’ awty] 7 Aéén
mov HAot yvwpilovv;’ (1946, 101), on which Karelli does not comment in her article.

96



of Stephen’s mother and Rudy in ‘Circe’ and the individual effect they have on the characters. In her
poetry collection H exoysj tov Oavdrov, however, the concept of death is explored through another
aspect as well, through war experience, referring specifically to WWIL, its death toll, and its impact on
Thessaloniki.

All in all, Karelli approaches Joyce’s Ulysses to discuss themes that preoccupied her in her
poetry and her thinking. At the same time though, she engages in a critical discussion of key scenes
from ‘Circe’, an episode which had not been translated or discussed until then, and through her
background in Christian philosophy and existentialism, she discerns references to medieval philosophy
which in Joyce criticism have been traced as drawn from Aquinas’s reading of Aristotle. Her reading
and translation of Stephen’s question to his mother’s apparition shows a sensitivity to the
philosophical implications of Ulysses indicating a more critical reading of Joyce’s novel than what had
been proposed until then by the previous translations and notes. Karelli engages in close reading and
interpretation of love and death in Ulysses, while both ‘love’ and ‘death’ have been considered as
possible answers to Stephen’s question (Ellmann 1972). Finally, Karelli concludes that Joyce as a writer
is interested in transitional periods as well as the concept of transition highlighting thus his medieval
sources of classical tradition: ‘O TC&iug TLOUE yotonavog g phopag dvtag, atevilet Tov apyaio eAnvind
noopo, ota neobupa evog Meoaiwve’ (‘James Joyce, a Christian of decay, gazes at the ancient Greek
wortld on the brink of medieval times’, 7).

In his 1950 lecture titled ‘Tlepinatog oty axpoyrahe’ (‘Walk by the seashore’), Pentzikis
returns to the theme of death in Ulysses, more specifically concerning Stephen’s character:>

[Ta” Oheg Tic onédelc TOL OYETIMA Ue AVTOUTOVIEG XAl TY] YavTacia Tov mov PAEnet

TVLypévoug, o Xt Pev wg Lwvtavog péoa ato BLAio avaocaiver avanvoeg mebapévoy. IV
w10 BePota TOAD CWOTA, GTO TEAOG TOL TEQLTATOL TOL «ToEd Oy’ Aoy, nabg amoyweet

% The lecture was published in the journal Mappés (1951), 52-52: 13-18 and 54: 64-69 and was later reprinted with minor
revisions under the title ‘“Avvatdmreg g apecdmtag’ in Ipog exdnoagud (1986 [1970], 7-27).
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ot O, eyuaTaleinoviag Toug EepBacuovg tov, tov BAémovpe vo TauTileTal pe T
ontaypaplar EvOG TAOLOL poaxEtvoL péox oty otwmy). (1951, 66)

Despite his thoughts about suicides and his imagination through which he sees

drowned people, Stephen, as a living being in the book breathes the breaths of the

dead. And of course that is why, towards the end of his walk para thin’ alos, as he returns

to the same, abandoning his reveries, we see him identifying himself with the outlines

of a ship faraway in the silence.
In his lecture, Pentzikis uses the motif of walking by the seashore to develop his ideas about immediacy
in literature, in language, and modes of expression. Mentioning a wide variety of writers from the
byzantine to the modern tradition, Pentzikis focuses on characters and suggests a correlation between
Achilles, Hamlet, and Stephen Dedalus. Providing further commentary on the translation of the
passage of ‘Proteus’, Pentzikis argues that Stephen is made of the thoughts of other people, which the
character repeats, touching upon Joyce’s method of pastiche, quoting, and recycling sources. Through
this confusion of quotations and imitations, Pentzikis suggests, only silence remains. Pentzikis looks
for Joyce in Stephen’s character but he concludes that he is not to be found there. The issue of
identification between writer and character in the context of interiority has preoccupied Pentzikis in
his own work; speaking of his first novel, Avrpéac Anuarovons (1935), he states that he no longer
constructs characters in imitation of himself because that entails having to justify his existence and
actions through them. At this stage, after having translated Joyce and having read the novel through
its place in literary history, both Karelli and Pentzikis turn to questions related to Joyce’s identity as a
writer. Their interest in the writer-figure does not focus on the writer’s biography, but on the issue of
the self in writing and how that is distinguished from the writet’s life, and the characters he creates.

Ulysses, therefore, becomes a text through which Karelli and Pentzikis reflect on their own writing

practice and poetics, and form their own identity as writers.
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Conclusion

During its early trajectory in Greece, Ulysses is presented as a textual space for further experimentation.
It is presented in fragments, passages that are detached from their context and published alongside
other texts with which they are connected thematically. It is translated as a sample of a writing practice,
it is translated collaboratively in the form of a workshop, and it becomes a text through which to talk
about formal experimentation, literary history, interaction of art forms, and writing of the self. Looking
at how Ulysses is presented in these periodicals, by whom, and alongside what other texts, the ways in
which it was edited and translated, published, contextualized, as well as how it was referred to in the
press gives us a sense of how it was read and not read at the time. As a book that was difficult to
access, it had not been translated in its entirety, and the platforms which translated and published
excerpts were somewhat niche. Apart from that, however, the interest that develops is not in the book
in its entirety, but in the text and the implications it holds for the evolution of the novel genre. Ulysses
is still read by its translators, the journals’ editors, and the agents involved in the periodicals. Their
reading practices are reflected in the journals, not only through the content of the accompanying notes,
but also and more importantly in the form that the text takes. Ulysses is read fragmentarily, it becomes
an exercise, an ‘étude’ in translating and writing, and in developing a critical discourse. The way in
which Ulysses is presented is often detached from the novel’s composition and publication background,
for example the elements that led to its bans; it is read through its technique, through the challenges
it poses to a reader and a translator. Moreover, Ulysses is read in anticipation of its future trajectory: of
all the translations published in all the issues of KoyAiag, only the two Joyce translations were labeled
as ‘petappaotiny] npoonabera’ (translational attempt), indicating therefore that Ulysses was a text which
they anticipated to be retranslated and revisited.

At the same time, along with communal readings of the novel, Ulysses also becomes a text

through which certain writers reflect on their practice. Karelli, who was more familiar with the English
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text than the other members of the group, writes the first extensive critical piece on Ulysses drawing
from her own existential inclinations. Despite that, it is her brother, Pentzikis, who has been
established as the Greek writer closer to Joyce, with the beginnings of this connection being
manifested in his involvement in To 3° udn and KoyAdag. It is as a counterpoint to Pentzikis’s reception
of Joyce, that I proposed Karelli’s work towards the end of this chapter.

Karelli’s focus on issues of life and writing and of life/writing, even though returning to a
topic well known in Joycean circles and Joycean criticism, was a very important addition to Joyce’s
introduction to Greece. This thread of questioning the connection between Joyce’s work and
biography is picked up by another female Greek poet, critic, and translator, who proposes a critical
reading of Joyce’s work and life by zooming in on Joyce’s writing process. In the 1960s, Manto
Aravantinou enters the Greek Joyce scene bringing to the fore aspects that had not been in the center
of the Thessaloniki-based journals that first discussed the Irish writer. Influenced by the
poststructuralist turn and being aware of the work that had been done on Joyce in Greece (notably
for her, by Karelli), Aravantinou turns to Joyce’s archive and Joyce’s Greek connections while also
developing an approach of translation through sound and acoustic similarity, elements of which we
saw in Pentzikis’s practice. Karelli reflected on Joyce’s identity as a writer by exploring opposite but
ultimately connected binaries to develop her own poetics; Pentzikis explored the issue of character
development in Joyce as well as the dialogue between Ulisses and other texts. Aravantinou, on the
other hand, as will be discussed in the next chapter, proposes a reading not only of Joyce’s archive,

but also of his work by examining the Irish writet’s attachment to language.

100



101



Chapter 2: Manto Aravantinou and the Joyce archive: a case of
transnational authorship

Introduction
One of the perennial problems when reading and studying Ulysses concerns the characters of the novel,
after whom they are modeled, which person in Joyce’s life was the inspiration for each of them, to
whom they allude, therefore, their significance for Joyce. Stephen Dedalus, for example, has long been
considered Joyce’s ‘alter ego’, as his character and his experiences are very similar to Joyce’s life and
experiences; A Portrait of the Artist as a Young Man, therefore, has often been read as an autobiographical
novel. The models for Leopold and Molly Bloom have also been at the center of many conversations
and research over time and still are. In his field-defining biography of Joyce, Richard Ellmann
proposed at least three different women as having a share in the construction of the character of Molly.
However, even Ellmann argues that, while in terms of appearance there are many possible models for
Molly, in terms of the character’s intellect Joyce had Nora in mind (JJII 376). A few of the possible
models suggested by Joyce’s biographer were women whom the Irish author met in Trieste, giving
therefore credence to Molly’s partially southern European origin. After examining some candidates,
Ellmann claims that the character of Molly

...is closer to that of the buxom wife of a fruit store owner named Nicolas Santos,

with whom he [Joyce] was acquainted in Trieste and in Zurich. Signora Santos stayed

indoors all day to preserve her complexion, for which she mixed her own creams. That

Mrs. Santos had a share in Mrs. Bloom was an open secret in the Joyce family later.

(JJ11 375-76)"

! However, Ellmann continues: ‘But the seductiveness of Molly came, it seems, from Signorina Popper. For the Spanish
quality in her, Joyce drew upon one of the many daughters of Matt Dillon, an old friend of his family who is mentioned
in Ulysses too. The daughter had been in Spain, smoked cigarettes, and was considered a Spanish type.” (]I 3706)
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In her study titled Ta eMyvixd tov Tlainus Tovs [ Ta ellinika tou James Joyce, ‘James Joyce’s Greek’] (1977),
Greek poet Manto Aravantinou, follows Ellmann’s hypothesis and takes it further by researching the
background of Nicolas Santas (as his name is found in registration cards and letters) as one of the
Greeks whom Joyce met. Aravantinou’s research topic concerns Joyce’s Greek connections in Trieste
and Zurich, as well as the Greek part of his archive. Therefore Santas, a Greek expatriate whom Joyce
met in Trieste, is one of the figures that interest Aravantinou.

Nicolas Santas was a fruit-seller born in Cotfu in 1878 and married to Gisella Norbedo, who
was born in 1880 and was from the area of Istria; they lived in Trieste and Zurich at around the same
time as Joyce, and later in Barcelona and Marseilles. Santas was ‘illiterate, but could recite many long
passages of the Odyssey learned by ear’, information given by Frank Budgen (1972, 174), Joyce’s friend
in Zurich, but reproduced and perpetuated by other sources. Aravantinou informs us that Gisella
Norbedo died before 1938; for Santas, she says, she did not manage to find a date of death. In her
1977 book, Aravantinou uses the story of the Santas couple as a starting point for her discussion of

minor figures:

2 aut) v épevva mpoomabodpe V' aviyvevoovpe |...] tov x. Nwodla 2dvia, tov
ayoappato EAlnva mov opwe andyyeive padwdieg, ano v Oddooeta, T yuvaixa oL,
™) YeWatodwE? nupla 2avta, T Qrthdpeoxt] not TANOwewy), Tov Ticw oat’ TV PRdy®Oo TN
e€nyovoe otov TCOLC TS PTLaYVEL e Ta YEQLX TNG TIC XOERES TEOCWTOL, TKG Oev Ryatve
o’ TO OTTL TNG TEW TO NMOPBAGIAepo Yo Var UV *XTXoTEEPEL O NALOG TNV emdeQUidn
™G, Aentopepeteg mou ebedyav tov TCouvc. To apyétuvmo g Mo towg Oyt. «Mia
yovTen yovaine Ntay avth 1 EAAnvida», expvoteevotay 1 Nopa oty x. Jolas oto
[aptor. (1977, 76-7)

In this research we are trying to trace [...] Mr. Nicolas Santas, the illiterate Greek who,
however, recited rhapsodies from the Odyssey, his wife, the generous Mrs. Santa,
coquettish and buxom, who, behind her counter, explained to Joyce how she makes
her face creams, how she never went outside before sunset to protect her complexion
from the sun, details that charmed Joyce. The model for Molly, perhaps? No. ‘She was
a fat woman, that Greek’, Nora confided in Mrs. Jolas in Paris.
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Upon publication of Dubliners, Joyce had asked his publisher, Grant Richards, to send six copies of
the book to Santas.” Aravantinou suggests that ‘obviously, along with onions, potatoes, and oranges,
Santas also sold the books of the greatest writer of the century’.’

Aravantinou’s study, Ta eMyvid tov Tlainus Tiovg, focuses on Joyce’s Greek connections as
well as his interest and attempts to learn the modern Greek language. Drawing from Gorman,
Ellmann, Budgen and Joyce’s correspondence, as well as her own archival research, Aravantinou
unravels the stories of the Greek people that Joyce met while living in Trieste and Zurich, including
also a reading and analysis of the notes that the Irish author kept while learning modern Greek, along
with photographic reproductions of the relevant notebooks. As she states herself, her research
concerns details and people that, because of their marginal or precarious status, have remained largely
unrecorded and therefore overlooked in archives:

To mEofinua g épeuvag avTNg apops oe avbpWTOLE AVWVLUOLE KAl ETWVLILOULG,

XEQYOUG, UEQOXAPATIAENOES ] nat avendyyedtoug, Pwptods, ERpaiovg nat 2épBoug,

vauTnong 1 pinpopecalovieg, acprtindeg not tpameliteg [...] (1977, 76)

The problem of this research concerns anonymous and eponymous people,

unemployed, day laborers or claiming no profession, Romioi, Jews and Serbians,
sailors or petty brokers, crooks and bankers [...].

These people will remain largely anonymous and unidentified, and it is a pity, Aravantinou claims,
because it was their language and their idiom in which Joyce was interested, fascinated as he was by
the figure of Odysseus and looking for similar contemporary figures who preserved historical memory
while chasing a fleeting present (76). These ‘anonymous’ people with whom Joyce met and conversed
even briefly are, for Aravantinou, as important as the literary circles he engaged with later in Paris and,

as they remain unrecorded not only in public records but also in Joyce studies, she attempts to trace

2 Order dated 16.6.1914, which is photo-reproduced in Aravantinou (1977, 221-2)
3 “yoti mpoavag 0 Lavtag, woll pue T xEER UL, TG TUTATES ML To TOQTOXAMAL, TOLAOLGE %ot To BtBAlX TOL PeyaAdTEQOL
ouyyouen Tou atkwva.” (78)
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some of them. She focuses specifically on those who spoke Greek and from whom Joyce learned the
language, to argue that they contributed significantly to the composition of Ulysses, but also to Joyce’s
thinking about language. Modern Greek in Joyce’s archive becomes a language that serves multiple
purposes: communication, affective connection, exchange, writing, memory. Aravantinou’s focus is
the Greek language in its various forms, its orality and low idiom, which, she argues, is what intrigued
Joyce to pursue it after his regret for not having learned classical Greek, and it is through that lens of
idiomatic variety that she reads Joyce’s Greek notes.

In Ta eMyvind, the Greek notes are presented not only as part of Joyce’s archive, but also as a
source of information about those people, the Greeks he met, those who taught him the language,
with whom he discussed his work, and with whom he even developed friendships. Aravantinou argues
that the Greek people he knew and his attempts to learn the Greek language, were seminal to Joyce’s
thinking and writing, his development as a writer and his composition method, highlighting and
thematizing aspects such as anonymity and minority.

While the previous chapter focused on the early translations and readings of Ulsses as these
are found in marginal publications, events that could be considered minor, in this chapter, minor
events become themselves the subject of critical discourse about Joyce in the trajectory of Ulysses in
Greece, minor events which have to do with Joyce’s biography and archive, and the Greek connections
that can be traced there. Aravantinou explores minor events, specifically minor figures in Joyce’s
biography and a very small and underexamined part of the Joyce archive, to ‘unlock’ Joyce’s writing
and propose an alternative reading of Joyce, a reading through the multilingual, through the
transnational, and the translational.

In this chapter, I will focus on Aravantinou’s work on Joyce, particularly her 1977 monograph
Ta eMpwira tov Tainue T¢0vg, while also considering her broader work on Joyce who became a life-

project for her. Throughout her preoccupation with the Irish author, Aravantinou translated part of
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his work, participated in relevant symposia and wrote about him trying to bring him to a wider
audience as her other monograph Tlaiuc Tlove: Zwr xar épyo (1983) illustrates. I argue that
Aravantinou’s work, relying on Joyce’s biography and archive, involved interpretations and re-
imaginings, which evolved into the creation of her own version of a Joycean archive. I also argue that
the attitude she maintained and the discourse she adopted to talk about her own work relating to
Joyce, declaring its ‘inadequacy’ and its unfinishedness, can be seen as a critical gesture pointing
towards what she perceives as an inherent openness and invites further and diverse approaches and
responses to Joyce. Grounded in her archival work, the reading proposed by Aravantinou is based on
the different ways Joyce used language, on the transnational connections and the multilingualism that
marked his life and work, and is a reading which, even though is now taken up by Joyce scholarship,
was considered at the time inadequate and tenuous.

The concept of the archive used in the chapter draws from Jacques Derrida’s ideas as
expressed in Mal d’ archive (1995), as well as in his lecture at the 1984 Joyce Symposium in Frankfurt
‘Ulysses Gramophone: Hear Say Yes in Joyce’ in which he raised the issue of Joyce anticipating the
archiving of his documents. I also draw from Dimitris Papanikolaou (2018) and the term ‘avatapoym
apyeiov’ or ‘archive trouble’ which refers to revisiting and reframing archives through embodied acts
which also take into account and respond to the present, a dynamic process of revisiting the past and
reconstructing it, in order to think about the present. The archive is not limited to the material
documents and writings of an author, but extends to several other material and immaterial entities that
are related to the writer and their work. It can include, therefore, the writer’s library, immaterial life-
events, moments, and people who were related to the writer as well as the writing process itself. In
Aravantinou’s work, the archive is presented as consisting of a network of texts and notes, as well as
of moments and memories, as foregrounding connections between personal and communal history.

Aravantinou approaches the archive as a space which allows a view of the author’s writing process
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while it is happening. Through her reading, processes of accretion, elision, and transformation become
visible and reveal the archival note as a productive, generative space. Joyce’s archive is approached as
a network of texts that involves other people apart from Joyce, the communities with which he
interacted. Moreover, it becomes a space which Aravantinou is compelled to revisit and re-enter, a
space where naming, anonymity, language acquisition, and multilingualism become key concepts

through which to read Joyce’s work.

Aravantinou: poet, translator, critic

Manto Aravantinou (1923/1926-1998) was a Greek poet of what in Greek literary history is described
as ‘the first postwar poetic generation’, a term which includes those poets who experienced WWII and
started publishing in the 1960s. Alongside her poetry, Aravantinou produced substantial critical and
translational work around Joyce in the 1970s and 1980s. One of the main contributors in the avant-
garde journal I'ldA [Pali, ‘Again’] in the 1960s, Aravantinou lived abroad during a significant part of
the military dictatorship (1967-1974), an experience which defined her view of her work as part of a
peripheral literature and more generally the way in which she thought about Greek literature and
Greek identity in the world. In 1968 she won a scholarship to work in West Berlin, and in the beginning
of the 1970s started her doctoral studies in Paris (Paris Sorbonne III) on James Joyce’s Greek and his
Greek friends. After receiving a Ford scholarship in 1974-1975, Aravantinou traveled to the USA
where she undertook research in several libraries holding parts of the Joyce archive. During that
research she traced Joyce’s correspondence with certain Greek people he knew, and his Greek notes
which are part of the Zurich notebooks (1915-1919) and are held at the Poetry Collection at the
University at Buffalo.

Joyce’s physical archive is scattered among several collections. The four major collections,

which had already been established by 1960 when Aravantinou was starting to develop an interest in
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the Greek notes, are at the British Library, the Poetry Collection at the University at Buffalo, Cornell
University, and Yale University. There are, however, many more institutions which keep collections
of Joyce’s manuscripts or relevant material such as Harvard University, Princeton University, Yale
University, the New York Public Library.! In the introduction to her monograph, Aravantinou
recounts her journey in search for the notes after having found out about them through the catalogue
of an exhibition for a collection of papers that Joyce left behind in Paris when he fled to Zurich in
World War II. These papers, which were saved from his apartment by his friend Paul Léon and
brother-in-law Alexander Ponizowski, were exhibited in 1949 at the Librairie La Hune in Paris;
Aravantinou first became aware of these notes at a trip to Paris ten years later, in 1959, when she
bought the catalogue of the exhibition which included photographs of the documents. This prompted
her to travel to USA in search for these notes. In her monograph, she recounts how, starting from
Princeton, she then went to the New York Public Library, Harvard, and Yale. At Cornell she found a
translation of a Joyce poem by one his Greek friends in Zurich, Pavlos Phocas, as well as a letter by
Nicolas Santas, and eventually, at Buffalo, she located the Greek notes (1977, XXII-XXV). The
archival approach she develops in Ta eAMywixd therefore, is directly related to her studies and experience
in locating the notes. Focusing on a very small and underexplored part of a vast archive, Aravantinou
also develops the idea of searching for something that is hidden and conveys this sense in her reading.
Moreover, apart from the fact that the monograph itself stemmed from that research, her reading of

the archive is informed by the scholarly environment and the tendencies in Joyce studies that prevailed

* Other collections of Joyce’s manuscripts are kept at the Harry Ransom Center at the University of Texas at Austin, the
Croessmann Collection at Southern Illinois University, the Rosenbach Museum and Library in Philadelphia, the Henry
E. Huntington Libraty in San Marino, California, the University of Wisconsin at Milwaukee, the University of Tulsa,
University College Dublin, the National Library of Ireland, the Zurich James Joyce Foundation. For mote on the Joyce
archive and collections, as well as for specific information about what the four major collections include, see Groden
(2010, 81-104).
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in Paris at the time, but also her own work, interests, and the projects in which she had been involved
in Greece.

Aravantinou studied Joyce at a time and place where ideas related to the poststructuralist
movement were developing and circulating, especially in Joyce studies. Her approach to Joyce’s notes
as a network, her focus on the note as a generative space as well as the concept of life as writing can
be traced back to ideas that were taking shape at the time, which are found in Héléne Cixous’s thesis
on Joyce (L’Exil de James Joyce on I’Art du remplacement, 1968) and later in Derrida’s Mal d’ archive. In the
introduction to her monograph, Aravantinou highlights Cixous’s work as groundbreaking: “ToAunce
OROG HATL EVIEADS %XOUVOVQYLO: [l GYpetohoyny] TEootyyion tou éoyou’ (1977, XX).” A philological
interest in modernism, along with a shift of the focus towards Joyce’s writing process and
prepublication material as well as the poststructuralist turn brings about a more systematic interest in
Joyce’s manuscripts and archive, leading to the publication of James Joyce Archive, sixty-three volumes
of Joyce’s photo-reprinted manuscripts and notes between 1977 and 1979.°

Aravantinou was also active in the Joyce studies community at the time. Her research work
had brought her in contact with established members of the community such as Jean-Jacques Mayoux
and Thomas Connolly, as well as Richard Ellmann with whom she corresponded about Joyce’s interest
in modern Greek.” An extract from Ta eMgwid was published in French as a contribution in the
volume of L. Herne about Joyce.® Her active participation in the international Joyce community is also

reflected in her reports of the 1975 symposium in Paris and the 1982 symposium in Dublin. A detailed

> ‘She dared to do something entirely new: a semiotic approach of the work.’

¢ For a detailed account of this project see Groden (2010).

7 About her contact with Mayoux and Connolly, see Aravantinou’s introduction to Ta eMyvid. As for her
communication with Richard Ellmann, a letter by him, in which he asks her for more information regarding Joyce’s
experience with learning Greek, is found in her archive, which is kept at ELIA-MIET (EAAnvind Aoyoteyvind xot
Iotopmd Apyeio tov Mopywtinod 18pdpatog e EOviune Toané(ng). Parts of that correspondence are also kept in the
Richard Ellmann papers, Special Collections and University Archives, McFarlin Library, University of Tulsa.

8 Manto Aravantinou (1985), James Joyce et ses amis grecs’, in Jacques Aubert, Fritz Senn (eds), James Joyce (Paris :
Editions de I’'Herne), 58-64.
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account about the former can be found in the journal Hpeavdg [Iridanos) (1975-1976, 13-27: 22-7) while
her report of the latter was included in her monograph T¢aiuc T¢ove: Zwij xar épyo | Tzaiems 130ys: Zoi
kai ergo, ‘James Joyce: Life and work’] (1983a, 194), the text of which was based on a series of talks she
gave on the radio for the Joyce centenary in 1982. Her report of the 1975 Paris Symposium in Hoidavig
is particularly enlightening as it provides not only a detailed account of the people who spoke and the
issues that were discussed, but also details regarding her own perspective of an already growing
academic community and the tensions that arose.

Aravantinou’s poetry comprises six collections titled Ipapésc (Grafes meaning Writings or
Inscriptions or Seriptures or Seripts).” Poet Nanos Valaoritis, with whom she collaborated in I'TdA and
corresponded frequently, describes her poems as close to realism without becoming prose. Her poems
are considered avant-garde, experimental, and genre-bending, they draw elements from surrealism—
without however subscribing to the movement—and they are written in the form of an accretive
narrative but with distinct rhythm and musicality. Despite the absence of metaphors, Valaoritis sees
Aravantinou’s poetry as a metaphor for the act of writing."” Apart from her poetic work, Aravantinou
also translated Joyce’s texts into Greek: Dubliners (Aovphwélor, 1971), Giacomo Joyce (1977), The Cat and
the Devil (H ydra xat o didforog, 1977), as well as excerpts from Finnegans Wake (‘Epunvevtinég npotacetg
yoe to “Bdnvnpa tov Piveyray™, Xvdpr [‘Suggestions of interpretation for “Finnegans Wake™”, Chnari],
1974, and ‘Epunvevtinéc mpotdoeig yio 10 Finnegans Wake' , Hpdavog [‘Suggestions of interpretation for

Finnegans Wake, Iridanos| 1975-76), and ‘Penelope’ from Ulysses (‘Anod tov “Odvocéa’: Movoroyog g

O I'oaprj A’ (1962), 'papri B’ (1964), I'paps I (1971), 'oapn A’ now E* (1983), see also the collective volume of her poetry
published posthumously by Marathias, introduced by Nanos Valaoritis, and including her seventh poetry collection
which was never completed, Manto Aravantinou (1998), I'vapéc A, B, I, A, E, Z, introduction by Nanos Valaoritis
(Athens: Marathias).

10" Eote ut av Sev uTaEy oLy eml UEOLE «UETAPOEED OTIC «I QUPED», OWS OAOXANEY 1] GELEG TOUG EVAL [LLOL KEYRAT] UETAUPOOX
TG «YOXPNO», O TOMATAY eTineda, 1S YAWOO, GLVELSNO, UYNIUY), ANOUOVLE, XTOLGLY, THEOLGLA, EVOG EPLEIATY] YEUATOV ATO
TNV AyViK TG XTORUNG ot TG OLANOYIMYG DTaEENG, o8 uia StaEny) avalNTNoY TOL VAPKTOS TOL UaG GUVOEEL e TO
noehlov, oe pa atuodogopa atehetwtng Soutpaotag. (1998, 12). For more on Aravantinou’s poetry see the special issue
of Mavdpaydpac 22-23 (December 1999), and specifically Arseniou’s contribution (35-43)
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“IInvedonng”—Molly Bloom, Tayvdgouos [From “Ulysses”: “Penelope’s” monologue—Molly
Bloony’, Tachydromos), 1982). Translated passages from Portrait, Ulysses, and Finnegans Wake were
included in her 1983 monograph, T¢ainuc Tlove: Zwij xar épyo. According to references in newspapers
as well as drafts found in her archive, Aravantinou was preparing a full-length translation of Ulsses
which, however, remained unfinished."" In her autobiographical work Meza-poapij /i Eurcipla ovvdpww
[Meta-grafi i Empeiria synoron, “Trans-script or Experience of borders’] (1975), to which she referred as
a chronicle, she recorded her experiences as a funded scholar and self-exile in West Berlin, where she
studied the life and work conditions of Greek migrants. Apart from her active participation in the
avant-garde journal I'lals (1963-1967), Aravantinou also worked in the French journal Change with
Nanos Valaoritis and Andreas Pagoulatos. Far from being an isolated event in the trajectory of Joyce
in Greece, therefore, Aravantinou’s work should be viewed in conversation with the developments in
Joyce scholarship in France at the time along with her own work as well as with her other projects in
the Greek literary space and abroad. Her fascination with the archive and her reading of it, as well as
of Joyce’s work is informed by the scholarly and literary environments in which she worked, the

projects in which she was involved, but also her personal experiences of migration and exile.

Aravantinou reading Joyce

In the introduction to her 1977 monograph on Joyce’s Greek, Ta elMyvid tov Tlainus Tlovg,

Aravantinou outlines the challenges of reading Joyce’s work:

Opwg va yoawerg ™ Lo avtl va ™ Letg, vo v opapatilecatl yoouuevy xot Blopevn,
ONPLLVEL VX AVELG TO YEOVO UEC’ AT T1) YOOPY], YOOVO XTOUAELGTING TTQOCWTIUO, KAL TNV
TOEELX TNG TEYVYS TEOOWTXY] GOL toToEl. ALTY AoLtTTOY 7] OeAnuoTiny adYYLOT AVEUETN
o1 Lo, T YOUPY| %ot TO YEOVO, KAVEL THV OTIOLX EQELVA TOL €QYOL TOL TOAD evaictnty
not ovyva duenpoaotty. (XVIII-XIX)

11 See the introductory note to her Finnegans Wake translations in Xvdor (1974, 62-67: 62).
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But writing life instead of living it, envisioning it being written and being experienced,
means rendering time exclusively personal through writing, and turning artistic
progress into your own personal story. It is this intentional confusion between life,
writing, and time which makes any research on his work highly sensitive and often
unapproachable.

Aravantinou sees Joyce’s life as interconnected with his work in such a way that it becomes impossible
to distinguish between the two. By focusing on one of them, one inevitably brings the other
component into the conversation. By using the term ‘cbyyvon’ (‘confusion’) between life and writing,
Aravantinou refers to Joyce’s writing practice, as well as to his texts, the process and the result: ‘Eivau,
XALLOVO, TAEX TOAD TUEWY GaY O1ULOVEYOG, GUV GYOMAGTYS, GAY XOLTIHOG, OAY TO (5L0 TO SMULOLEYTAL
emepPBaivel xou naBodnyel oyedov Tov epeuvn Ty xon tov nprtnd’ (XIX).'* Although she discusses general
aspects of Joyce’s work, such as his modernist and experimental writing, historical and political themes,
Aravantinou is mostly interested in the fictionalization of life-events and real-life people, a key feature
of Joyce’s writing. She embraces the idea that writer and work, creator and creation, even more so
when it comes to Joyce, are blended and inseparable, and that is reflected in her approach in both her
monographs. A discussion of Joyce’s life-events, how these made their way in his work, as well as his
linguistic interests which defined his transnational encounters, runs through Ta eMyvixd. In the
opening of the preface to her 1983 monograph, the title of which encapsulates the mingling under
discussion, Aravantinou claims:

Kavévag ovyypageag, an’ TOuG TUAXLOTEQOLG WG TOLG VEOTEQOLG, G° OAOXANQY TNV

TUYUOCLX LOTOQIX TNG AOYOTEYVING, O CLUUTLUVWOE Xal O GLYXEVIQWOE, UE TOGM

EMPUOVY|, Telopa, Oxdyetx xat evowcHnola TG MO TEOCWTINES, TOADUOQYES Mo

StampoowTineg mEALeLs g {wng Tov ato épyo tou. (7)

No other writer, old or contemporary, in the entire world history of literature, has ever

condensed or gathered, with such persistence, tenacity, clarity, and sensitivity the most
personal, multivalent, and interpersonal acts of his life in his work.

12 ‘He is, alas, very present as a creator, as a commentator, as a critic, as the creation itself; he intervenes and almost
guides the researcher and the critic’.
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Moreover, Aravantinou claims that Joyce’s work is not a regeneration or a reconstruction of life, it is
‘life itself’ and, even more so, life presented upside down and transformed.” In this later monograph,
which was based on a series of talks she gave on the radio about the Irish author in 1982, Joyce’s birth
centenary, she incorporated translated passages from Ulsses and included revised versions of
translated passages from Finnegans Wake which had appeared in Xvdpr and Hpidavdg, the only Greek
translations of Finnegans Wake at the time. Calling them ‘translational attempts’ (‘Sontuég petapoaonc’,
201) she professes that the translated extracts are ‘incomplete notes’ (‘Aeta onpetopoata’, 203) with no
intention to encourage ‘irresponsible’ publishers or translators to produce ‘translational atrocities’
(‘netapoaotinég abiotred’) like in the case of the full-length translation of Ulysses by Pairidis
publications, translated by Leonidas Nikolouzos and Yannis Thomopoulos (1969-1976)."*

Aravantinou is not simply deciphering Joyce’s texts by using the writer’s life-events where
fiction and reality are clearly distinguished from one another. What happens in the case of Joyce,
Aravantinou claims, is that work, text, and life are interlocked and inseparable in such a way that life
is seen as a written text and the written text is part of life:

Eytve 0 dnpovpyog nat 1o dnpLlobEynpa, 1] TOOEUTACY] TOL «EYW» GTO EQYO TOL 1AL TOL

€0YOL TOL GTO «EYW», TotlovTag ndle TV UE TNV TOXYUATIMOTYTH UL TO KTOXYUALTILON:

TNV TEAYRATIMOTNTA OTWG SLAYQAPETAL GTO €0YO TOL: dNAadN 11 Lwn v S, TNy

XpecOTNTA eVOG ELEwVIXoL ayOAtov. (1977, XVIII)

He became the creator and the creation, the extension of the ‘I’ in his work, and of his

work in the T’; each moment playing with reality and the ‘real’: reality as is apparent in
his work: which means life itself, with the immediacy of an ironic comment.

Aravantinou sees this intermingling as an obstacle in reading and developing a critical discourse for

Joyce, and expresses fear of not being able to add anything insightful: ‘@oBdpot nwg dev uropovye va

13 “T'o pyo t0L OpWG Bev eivar xabOAoL N avaThac?] N N avoodOUNEN TG LwNg, TO Yo ToL elvat 1 LwN 7 tBte’.
‘Bivow Ohot a0td 1ot Lo TOAD 1) v TOSOYLELOUEYY] EMOVL TNG, TIOAD 7] LOMS AR YUEVY], StoTEEBAWUEYY), SDOXOAX
avayvwptotp.” (1983a, 7)

14 The Pairidis translation was the first full-length Greek translation of Ulysses to appeat, a translation that has been
ovetlooked in contemporary scholarship and which will be discussed at length in the third chapter.
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TOOUE TP TOAD ALyoL TLa Yot TO GLYYQXPEX 1AL TO EQYO TOV, YLaTl O BLOG elTe TOGK TOAAL YL TOV EXLTO
0V, %0 PEALGTH THEATIAVR T’ O,TL UTOEOVGE VoL TeL TOTé oLy yEapeag YLa T dovAetd tov’ (1977, XVII)."
With this statement she does not only mean the information that Joyce shared through personal
correspondence, or material that he circulated such as the schemata, but also the texts themselves, the
events narrated in them or the characters for which the Irish author drew from real life. Aravantinou
resorts to a specific part of the Joyce archive as a forgotten document which can reveal more about
the writer and his work, and especially a particular aspect concerning his relationship with the Greek
language.

Ta eMpvind, for which Aravantinou drew from her doctoral research, focuses on a specific
aspect of Joyce’s life and work, that is, his relationship with the Greek language, culture, and people
that he met while living in Trieste (1904-1915) and Zurich (1915-1919). The monograph spans a
formative period for the Irish writer, during which he wrote and published Dubliners and A Portrait,
and wrote a major part of Ulysses. Aravantinou’s main sources are the notes which Joyce kept while
learning modern Greek, his correspondence including letters he received from Greek people he knew,
his biography as it had been recorded by Gorman, Ellmann, and Budgen, as well as interviews and
biographical information she acquired from Joyce’s acquaintances and relatives of the Greeks he knew.
In its greater part, Ta eMyvixd is based on Aravantinou’s research and interpretations of Joyce’s Greek
notebooks, a small and underexplored part of the Joyce archive. Aravantinou’s monograph is,
therefore, one of the few works that provide a reading of the Greek notebooks in their historical
context. Although it seems like Aravantinou focuses on a very specific and minor aspect of Joyce’s

life and work, her monograph sets the foundation for broader conclusions about Joyce’s

15 T am afraid there is but little to say about the writer and his work because he has already said so much about himself,
and even more than any writer could ever say about their work.”

114



multilingualism which suggest an alternative reading of his work that takes into account his
transnational connections with diasporic communities and people outside the literary circles.
Accounts about the Greeks that Joyce knew can be found in Gorman (1941), Ellmann (1982),
Budgen (1972), and Kolocotroni (1999) while scholarly work on Joyce’s Greek notes and his interest
in the Greek language has been limited so far. Lack of familiarity with modern Greek in the prevailing
Anglophone context in Joyce studies, as well as emphasis on the aspect of classical Greek in Joyce’s
work, have resulted in the Greek notes being seen usually as simple language learning notes, and
therefore of little importance for critical discussion despite the variety of their contents. Scholars such
as Michael Groden (1980) and Rodney Wilson Owen (1983) provide mostly descriptive accounts and
examine them in the context of the broader Joyce archive. Owen, specifically, refers to the content of
the Greek notes to argue that Joyce was working on Ulysses at that time (1916-1917), while he also
briefly discusses the Irish writer’s interest in the Greek language. In his volume on Greek and Hellenic
culture in Joyce, R. J. Schork (1998), a classicist, devotes a chapter to the modern Greek aspect in
which he summarizes Aravantinou’s points regarding the Greek notes and the Greek acquaintances,

while he also provides a list of modern Greek examples from Finnegans Wake."

Attempts at listing
modern Greek words used in Finnegans Wake have also been made by loanna Ioannidou and Leo
Knuth (1971; 1973; 1975). More recent insights on the Greek part of Joyce’s archive can be found in
an article by Dipanjan Maitra (2016), who focuses on the journalistic texts that Joyce had copied as a
writing exercise, engaging thus with a political aspect that the notes foreground and illustrating the
Irish writer’s interest in the political and historical events that concerned Greece in 1916. However, in

these readings Aravantinou’s work is often mentioned in passing or is simply overlooked. Vassiliki

Kolocotroni (2019) provides a more productive reading of the Greek notes while also taking into

16 For a discussion of R.J.Schork’s work on classical references in Joyce (Greek-Hellenic and Latin-Roman) see also a
review by Kolocotroni (2000).
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account Aravantinou’s work, placing these notes in the context of ‘Joyce’s participation in the
construction of linguistic communities, both lived and imagined’ (143) and reading them through
episodes of dislocation and babelism. Kolocotroni suggests that these notes contain links that remain
unexamined, contribute to our understanding of Joyce’s interest in the Greek language, and can be
viewed as indication of his interest in minority languages which were ‘fundamental to his vision of a
community of speakers and learners of the non-hegemonic word’ (143). An analysis of Joyce’s Greek
notes will not only reveal overlooked and neglected details and links, Kolocotroni argues, but will also
shift the focus from the significance of classical Greek to that of modern Greek in Joyce’s work. While
ancient Greek and classical antiquity play a fundamental role in Joyce, I suggest that it is through an
examination of the modern Greek aspect that we can gain a better understanding of his interest in the
classical. Modern Greek was a tangible reality that Joyce could approach and hear, something that he
could not do with classical Greek, a dead language with which he could only engage through the
written word. Joyce’s affective connection with anything Greek is found in numerous examples. Apart
from his fascination with the Odyssey myth and the figure of Odysseus, the Irish author declared his
superstitious affection for Greek people in numerous instances. The famous example has been the
cover of Ulysses which he insisted on having it in the blue and white colors of the Greek flag, and the
Greek flags that decorated Shakespeare and Company at the time of publication of Ulsses.'” Sound,

orality, and idiom were elements that the modern Greek language could offer, a language which he

17 Joyce’s declarations of Greeks bringing him luck can be found in his letter to Harriet Shaw-Weaver (24 June 1921, LI,
167), and in Budgen (1972, 173-175). This superstition—one of Joyce’s numerous superstitions—probably stems from
the help he received by certain Greeks in Trieste (Baron Ambrogio Ralli and Count Francesco Sordina) to flee to Zurich
in the beginning of WWI. However, his general interest in Greek culture had already formed as can be seen in his
fascination with the Greek Orthodox liturgy which he attended in Trieste and about which he wrote to his brother
Stanislaus (McCourt 2000, 58-62). The myth about Joyce’s obsession with anything Greek persists in accounts by people
who knew him according to which Joyce’s drinking bouts with friends ended with the singing of the Greek national
anthem or that, at the time of his death, one of the two books on his bedside table was a Greek dictionary as per Carola
Giedion-Welcker’s account. Seferis mentions the Greek flags in the display of Shakespeare and Company and the
misunderstanding to which he was led when he saw them (Aoxpéc 17, 323). While it cannot be determined how accurate
all these are, what they show is a pervasive affective connection which Aravantinou frames critically in her work.
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saw as a portal to the ancient world. Returning to Aravantinou’s work is important because she
emphasizes these elements, while at the same time providing information about key moments in
Joyce’s life. She reads the Greek notes not only through the lens of linguistic acquisition, but by also
bringing to the surface the affective connections which Joyce developed with the language and the
people who spoke it, the friendships and the memories that emerge from these notes. Furthermore,
by reading through the Greek notes and ‘unlocking’ their potential, Aravantinou finds the opportunity
to speak about Joyce’s texts, which maintain a central position in scholarship and in the canon, and
specifically about Ulysses from a peripheral perspective, that of a Greek female critic, as well as a self-
exile. She approaches the Greek part of the Joyce archive as a space where foreignness and locality
collide, reading, therefore, the notes through the lens of language exchange and translation.
Preoccupied with bringing to the fore the Greek element in Joyce, not as a unique trait, but as part of
his transnational connections Aravantinou offers a new reading of the Joyce archive as a creative
network, one that allows her to rewrite its elements as well as Joyce’s texts. In what follows, I will
discuss Aravantinou’s reading of Joyce’s Ulysses through her research on the Greek notes and his Greek
friends, and examine how it corresponds to the text and the archive, while also considering the ways

in which her reading adds to the archive and rewrites the text.

Misreadings, appropriation, and misinterpretation: the critical reception of Aravantinou’s Ta eAMgvid
o0 Tlainuc Tove

With Ta eMyvind, Aravantinou made a significant and original contribution to Greek Joyce scholarship
which, as we saw in the first chapter, until then constituted mostly of references and notes in literary
journals which explored aspects of Joyce’s work and reflected on how Joyce could be used for the
development of Greek novel writing. The abundance of biographical details that Aravantinou includes

in her monograph responds to the lack of a Greek biography of Joyce, while her commentary and
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analysis of the Greek notes provides an aspect of the Irish writer which was not widely known, and
which could appeal to a Greek audience. However, her work was negatively received by critics who
accused her of mistakes, misreadings, and misinterpretations of Joyce’s notes and work, but also of
attempting to ‘appropriate’ or ‘localize’ Joyce, or of lacking a solid and substantial research topic. Such
opinions, expressed by M. Byron Raizis (1979), Yannis Metaxas (1978), and Jina Politi (1978), raise
issues that Aravantinou’s work already addresses in one way or another. At the same time, they indicate
how Aravantinou’s work was received by established scholars since Raizis, Politi, and Metaxas were
academics while also reflecting the preconceptions that existed in the Greek literary sphere as far as
reading Joyce was concerned. Revisiting these reviews brings to the fore the broad scope of
Aravantinou’s monograph which, at the time, however, was dismissed as full of errors and
misreadings.

Raizis’s review has been crucial for Aravantinou’s reception in the Anglophone context as it
was written in English—whereas Ta eMpuid was never translated—and published in James Joyce
Quarterly, one of the main publications for Joyce studies.'® This has resulted in a rather limited reading
of Aravantinou’s study as unreliable, since Anglophone scholars who refer to Ta eMgwixd to answer
the question of whether Joyce knew any Greek, usually cite Raizis’s review as it is more accessible to
them and their readers."” Characterizing Aravantinou’s study as ‘amateurish’, Raizis recognizes,
however, that the information and proofs she includes in her book ‘by far surpass the brief and sketchy
mentions of Joyce’s Greek and Greek friends by any major critic or biographer to this day’ (522).
Nevertheless, Raizis focuses specifically on what he calls the ‘deliberate or highly imaginative changes

in the spelling of Joyce’s Greek names, or the substitution of Miss Aravantinou’s Greek for Joyce’s’

18 M. Byron Raizis (1979), ‘Reviewed Work: Ta Hellenikd tou Tzaiems Tzdys (The Greek of James Joyce) by Manto
Aravantinow’, James Joyce Quarterly, 16 (4), 521-24.

19 Schork (1998), for example, references Raizis and claims that ‘Aravantinou’s book must be used with caution’ (see
endnote 2, 295). Ames (2005) cites Raizis’s review to briefly refer to Aravantinou’s argument on Joyce’s fluency in
modern Greek. Maitra (2016) also cites Raizis to contextualize Aravantinou’s work.
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(523) which he locates in page 129 of Ta eMyvind, concluding that ‘Miss Aravantinou’s page 129 is full
of such gross misreadings or reconstructions which ingeniously turn Joyce’s innocent parodies of
classical Greek into disguised pornography in Modern Greek’ (523).

Aravantinou is criticized for finding Greek words where there are none, an easy accusation to
make when reading Joyce, but a kind of criticism which ignores not only the centrality of error and
misunderstanding in Joyce’s text, but also a mode that is prevalent in Joyce’s writing which permeates
Ulysses and mostly Finnegans Wake, that of the multilingual imperative.”’ In Finnegans Wake, the number
of languages included and the combination of them in every word leads to the impression of hearing
a language in words where it is not. It is very often that the actual word might only derive from two
languages and be completely foreign to any other language. Whether and in what way that was
deliberate as far as Joyce was concerned, is beyond the scope of this project, even though it would be
something to be researched further. What should be noted here though, is that Aravantinou pays
attention to this multilingual imperative, along with the idea of ‘hearing’ multiple languages in the text
even if they cannot be propetly located, and approaches it as a form of poetics of Joyce’s work.”

The reading practices that Finnegans Wake invites as a text have been widely acknowledged in
scholarship. Fritz Senn observes that [t|he reader of Finnegans Wake often feels himself in a world full
of tricky déja vus, of elusive voices uttering vaguely familiar sounds that get more familiar, if not always
more clear, with each successive tour, guided or unguided through the maze’ (1984, 87). Aravantinou
however, emphasizing sound as recalling a certain language, approaches this characteristic as a mode

of reading Joyce and provides examples of what she sees as linguistic references to the Greek language

20 For further discussion on the role of etror in Joyce’s texts see Conley (2003).

21 See also her suggestion of how to read Finnegans Wake, according to which words gain meaning by being pronounced:
‘And mpoownun meipo EEpw, Twg 0 ®AADTEPOG TEOTOG, elvat To StaBaopa pe Suvarty] Yuvi: Aééetc mov dev Bpioxoviat oe
novevo AeBino, uat Sev aviuouy oe XL YAWOOo, EXQVind ATOXTOVYE EVWOLOAOYIXT] OYUAOLN, OTAY AUOVGTOVY MY NTLXA!
Torte anoxtoby tawtotte.” [I know from personal experience that the best way is to read aloud; words that are found in
no dictionary and belong to no language suddenly, when heard aloud, acquire a semantic meaning! It is then that they
acquire identity.”, Hpidavds (1975-1976, 3: 15)
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or to Joyce’s Greek encounters, examples which have been criticized as misreadings of words. While
these examples might be stemming mostly from acoustic similarities rather than etymologically
established connections, that does not negate the existence of modern Greek words and phrases in
Ulysses and Finnegans Watke that are linked to entries in the Greek notes. Aravantinou, therefore, seems
to be conscious of what is happening in the two texts. She recognizes not only the multilingualism
that Joyce tried to achieve, but also the multilingual imperative, its constantly shifting ground, the
feeling that there are simultaneously several languages at play. Paraphrasing Ellmann, but also being
conscious of it herself as is evident in her monograph, Aravantinou states that ‘Joyce knew that the
resemblances between two sounds, like the resemblances between two people, when put together,
give other sounds or other resemblances and further interconnections with other people and other
identities’”” More than that, Aravantinou uses the multilingual imperative to develop her own
interpretations of Joyce’s Greek notes. Questioning her reading method, Raizis ignores the fact that
Aravantinou not only reads closely Joyce’s work, but also takes into account his writing process, and
his interest in language, orality, and sound.

Aside from the methods employed, Aravantinou’s Ta eAMpwixnd was also questioned regarding
the researcher’s motives. Yannis Metaxas, who reviewed Ta eMpwixd for the literary journal Awfdalw
[Diavazo, ‘1 read’], believed that Aravantinou’s non-academic and literary background played a role in
how she presented her findings and arguments.” Titled ‘H otpotnymy g owetonoinong tou «Alovy’
(‘The strategy of appropriating the “Other’”), Metaxas’s review contemplates Aravantinou’s ulterior
motives for engaging in such a research and publishing such a study, and hints at its shifting between

the academic, the literary, and the fictional, as he claims that Aravantinou actually ‘aims at creating a

22 Ku andpa o TCoug Nepe mwg oL 0potdTNTEG DO NYWY, OTWE AL Ot OUOLOTNTES dbO avbpwTwy, evwpéveg divouy dAkoug
M0UG 7] AAAEC OMOLOTNTEG Hatl dAAeS Stxcuvdéaelg pe diloug avbpwmoug nan dhheg tawtotte (1977, 85). See also Ellmann
(1977, 91).

23 Yannis Metaxas (1978), ‘H otpatnym g owmetonoinong tov «Adkovw’, Awafdlw, 12: 62-64.
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completely new literary text that will have as its starting point her “dialogue” with Joyce’s work’.** But
what Aravantinou is really after, according to Metaxas, is a ‘hellenization’ of Joyce. Metaxas criticizes
this localizing of the Irish writer as one of the two strategies developed in her book, the other being
more immediately visible, namely her arguments about Joyce learning Greek and recreating the real-
life Greeks he knew into fictional characters of Ulysses.

Instead of a study on Joyce, Metaxas reads Ta eMyvied as a literary project that aims at
redefining the Greek literary canon and Greek literary history, that is, an inherently Greek project.
Joyce’s ‘hellenization’, Metaxas suggests, constitutes Aravantinou’s (mis)appropriation of the Irish
writer as a Greek writer, that is, an act of localizing Joyce which the reviewer identifies as a typically
peripheral response to the lack of similarly great authorial figures in Greek literature:

.. oy GAAY] TEOOTTIXY] OWELOTIONGTG |. . .| xabwe avtipetwniler ) AE€n «elnvinay oyt

T OXV  YOAUMA-AGMA  OAAE  %LEIWG ooy TEOBANUATIUY-YAWCOX TOL  EVEYEL

TYHOOPLOTN T Ut amoxieiet—unotifetat—rtov tommiopd xat tov ebviniopd. Ilponettou

ONAXSY Ylar TNV AYXTNTY] TUUTINY] TWV AKATOUWY TOLTYG TYG UIKEYS YWEXS KE TO €vO0Eo

noeeeA00v [...] va TanTi{ouy TO «eAANVIMOGH e TO «OMOLUEVIXOG-TIaynOGptoo». (1978, 64)

...another opportunity for appropriation |...] as she no longer uses the word ‘Greek

[language]’ as a written-spoken language, but mostly as an issue-language which

encompasses globality and—supposedly—excludes localism and nationalism. It is a

beloved strategy of the inhabitants of this little country with the glorious past [...] to
identify the ‘Greek’ with the ‘universal-worldwide’.

Metaxas, therefore, sees Ta eAMpwind as a project of consecrating a foreign writer as ‘Greek’ because of
the study’s argument regarding Joyce’s connections to the Greek language. According to Metaxas,
Aravantinou is following a tendency that prevails among Greeks who need to prove that great foreign
writers showed an interest in Greek to feel validation about their language and literature. Seeing,

therefore, Ta eAMyuind as an example of criticism that withholds anxieties of the periphery, he suggests

24 ‘oyomeveL aTY) CLYYEOPT] EVOG VEOL &V TEAEL AOYOTEYVIXOL HELUEVOL TIOL YEL VIO APETNEL TO «SIAAOYO» TG Phe TO EQYO TOL

TZoue, (1978, 62).
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that Aravantinou tries to transform Joyce into a canonical figure for the Greek literary canon because
Greek literature lacks such a writer. Additionally, he claims, she tries to prove Joyce’s superiority
through the Greek notes, through his affinity with the Greek language, which she views as a ‘universal’
language. More than that, underlying this critique, is another implicit accusation of Aravantinou
attempting to present herself as creatively affiliated to Joyce through their biographical similarities—
and eventually identifying with him—in an attempt to make herself emerge as the Joycean literary
figure that Greek literature lacks.

Aravantinou, however, goes further than that. Through her reading of the archive,
Aravantinou moves away from the imposing figure of the Author, to trace and reconstruct the network
around the writer. She is preoccupied mostly with the people around Ulysses and those who eventually
made their way into Ulysses as models for or parts of characters. Focusing on the Greek diasporic
community, with which Joyce associated himself, she makes the case of its members being ‘odyssean
prototypes’ for the novel. She focuses on what she finds to be an underexplored part of the network
around Joyce and, eventually, of the Joyce archive as well, in order to trace at least some of these
‘anonymous and eponymous people’ (1977, 76), those who spoke Greek. However, as she also makes
clear, there are other figures that interest her, of non-Greek origin. Her focus on the Greeks is
connected to the aspect of language, the fact that she had the opportunity to do research on the Greek
notes and to trace the transformations of the language in Joyce’s work. Her reading and examination
of the Greek part of the Joyce archive highlights it not only as part of the Irish writer’s archive, but
also as an archival space for the Greek diasporic community of the time, one of the communities that
Joyce was in contact with. Through her research, Aravantinou identifies Joyce not as a Greek writer,
but as a writer of the diaspora, an exilic writer, a writer who, being himself away from his country,
became one with the diasporic, wandering, and minor figures that surrounded him, and which became

his writing material. Metaxas’s text, however, is also important because it raises issues of canonization,
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consecration, and textual circulation. Ta eMpwied brings to the fore the issue of transnational
connections between writers, literary spaces, and literary traditions, especially those that are not always
recorded systematically.

Such reviews highlight aspects of world literature, textual circulation, and transnational
authorship that Ta eMywixd touches upon, and which concern the trajectory of Joyce and Ulysses in
Greece. The preconceptions they express hide their own anxieties towards Greek literature, Greek
identity, and its positionality within the world. Jina Politi, for example, in the review she wrote in the
major newspaper KalOnusowsj [Kathimerini, ‘Daily’], points out that Joyce supported Victor Bérard’s
theory about the Odyssey’s semitic origins, claiming, therefore, that the exact nature of Joyce’s
connections with Greek culture does not really ‘honor’ the (modern) Greeks.” It should be noted,
however, that Joyce was introduced to Bérard’s theory at around the same time that he developed
connections with the Greeks he met in Zurich. Both Ellmann (1982) and Budgen (1972) present
Joyce’s socializing with Greeks alongside his interest in Bérard’s theory and the connections between
Jews and Greeks. Writing from an academic point of view, Politi suggests that Aravantinou lacks a
research topic and aim. Furthermore, she claims that the triviality of the content of the Greek notes
is the reason they had remained underexplored, whereas tracing the people, the models behind the
novel’s characters is pointless. Politi views Aravantinou’s study as a ‘creative reading’ of Joyce coming
from a poet and necessarily based on textual transformations and re-imaginings, rather than a scholarly
one. Finally, she also suggests that, since Aravantinou cannot give a definitive answer to certain

26

questions, she has followed a wrong interpretation.” Both Metaxas and Politi see Aravantinou’s

%5 Jina Politi (1978), “Xe avalnnon epunvevtnod pitov’, H Kabjusowrj, 20 April, 7.

Victor Bérard developed his theory in his book Les Phéniciens et I” Odyssée (1902), which fascinated Joyce.

26 Tl évar TEAYUO, WOTOCO, UTOEOLE VEYOLPE ATOATY BeBatdTNTo: TWS GTNY AvE VKo Twv éoywy Tou TLovg, dua mdoet
1OVELG TO GWOTO, EQUYVELTO RiTO, QTAVEL TavTa 0TV €080 Twv AaBupiviwy Tov. Ta épya Tov, OTwS Kot To avbpwnivo
OLUTIOY, EUTEQLEYOLY TO GLOTNHUA XL TOVG VOROLG TV XTOSEUTIMGY SLUSUACLMY YLor TNV AV&YVKEY] TOLG. AV AToLog dev
p1dvet oty €080 avtd onpaivetl OTL meptmAavnOnxe oe Adbog povondtt.” (For one thing we can be certain: when reading
Joyce’s works, if one picks up the right interpretative thread, one always reaches the end of their labyrinths. His works,
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project through her identity as a poet and approach her work as more literary than critical questioning
the validity of her critical practice. However, such reviews ignore multilingual approaches of Joyce
which read his work through his writing process.

Aravantinou is not trying to ‘consecrate’ Joyce nor highlight the superiority of the Greek
language or people even though the peripheral status of the Greek language as a minor language is
one of the main strands that guide her thinking. Through examples from the notes, and by tracing the
trajectories of these Greek people and their interactions with Joyce, she shows that the Irish writer
was interested in the peripheral and the minor, in the different forms of minor languages, and the
potentialities of the word, the idiom, and the register. Her aim is to show that it was the contact with
the language, and the anonymous people who shaped Joyce’s work. More specifically, it was that kind
of contact with the spoken form of the language, through the every-day people who spoke it, rather
than through textbooks or high-brow literature.

Aravantinou is not only considering the peripheral status of the Greek language and the
Greeks she is researching, she is also conscious of her own peripheral status as a Greek critic. Her
views on peripherality and the peripheral status of the Greek language are informed by her personal
experience as a poet and a self-exile, and are evident in her life-writing piece, Mera-ppaypsj 1 Eureipia
ovvdpawr (1975) which resulted from her scholarship in West Berlin.”” These views were also shared by
the circle of the avant-garde journal IIdls of which she was a member. The members of I1dk were
preoccupied with issues of world literature, the positionality of contemporary Greek literature and its

dissemination.” At the same time, Aravantinou’s peripheral perception is also reflected in her poetry.”

like the universe, contain the system and the laws of conclusive processes for their reading. If one does not reach the
exit, that means that one has wandered down a wrong path.) (1978, 7)

27 This experience leads her also to reflect on the exilic situation more broadly. See Mera-yoayps (1975, 55-59).

28 See Valaoritis (1997).

29 See Valaoritis’s introduction to the collective volume of Aravantinou’s poetry. He suggests that in her poems the
private and the public are reflected in a way that pertains to the cultural space as a postcolonial and peripheral nation
with an unsettled identity (1998, 12).
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Her exilic experience, which informs this perception, influences her in considering the aspect of exile
as an important factor in Joyce’s linguistic experiments and affective connections. Finally, through her
approach, Aravantinou also proposes a way of practicing criticism more openly when it comes to
Joyce. Her reading of an established writer through a peripheral and minor viewpoint which is both
her personal viewpoint but also an underexplored aspect she locates in Joyce’s work, introduces new
modalities in reading Joyce, modalities that emphasize and thematize these dynamics.

In what follows, I will offer an alternative reading of Aravantinou’s critical work culminating
in three different but interconnected glosses of her approach. Considering what has been written so
far about Aravantinou and her research on Joyce, I seek to develop a more positive approach of her
reading as productive, which invites new responses, arguing that her work can be re-read and validated
as she offers new ways of talking about Joyce in the periphery and, in this case, in the Greek literary
space. By taking into account her agency as a critic and a translator, I will examine how her peripheral
viewpoint affects her reading of a cosmopolitan, established author figure and how that is conveyed
in her critical work. Furthermore, I will consider how she interprets and comes to terms with Joyce’s
archive to speak about Joyce’s Greek acquaintances and his attempts to learn Greek, as well as Joyce
himself and his texts; how her reading of the archive through the aspect of translation, interacts with
the texts; and, finally, in what ways it changes these texts. Through peripheral, archival, and Joycean
glosses, it becomes clear that Aravantinou not only provides an alternative reading which draws from
her intellectual background and her original work, but most of all constructs her own Joycean archive
introducing an outside perspective of reading Joyce which focuses on issues and elements that are
considered established. A more positive reading of Ta eAMpwixd will bring to the fore neglected aspects
of it, but also aspects of Joyce’s Greek connections and use of language, while at the same time

reconsider the critical and translational modes introduced by a peripheral reading.
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Jovce’s Greek notes: language, idiom, community

The Greek notes are part of a bigger corpus of written material compiling the Zurich notebooks,
which contain the notes that Joyce kept while living in Zurich between 1915 and 1919. During that
time, Joyce tried to gain basic knowledge of modern Greek by conversing with a few people he met
who spoke the language. Based on her research findings, Aravantinou identifies Pavlos Phocas, the
writer of the Eorepia notice mentioned in the opening of this thesis, who was a Greek of the diaspora
and ‘a clerk in a Zurich commercial house’ (Budgen, 174), as Joyce’s instructor in Modern Greek.
Joyce’s Greek notes are now kept at the University at Buffalo, in a collection of documents
which the Irish author left behind in Paris after escaping to unoccupied France in the beginning of
WWII and moving back to Zurich where he stayed until his death in 1941. In the published facsimiles
of Joyce’s archive, the Greek notes have been included in a volume containing miscellaneous notes in
Italian, French, and Greek; the original manuscripts are divided today between the Joyce collections
of Cornell and Buffalo.” The editors of the volume have arranged the Greek notes in such a way as
to show what they believe to be ‘a progress from aided to unaided work in the language’ (1979, viii).
They reflect Joyce’s efforts to learn modern Greek and contain entries in his own handwriting as well
as in his instructor’s. Starting with the Greek alphabet and vocabulary lists, and progressing to full
sentences, it is clear that there was a process of teaching and learning between Joyce and Phocas
however idiosyncratic that was. Notes of certain words in both varieties of the Greek language at the
time, dimotiki and katharevousa, show that the difference in idioms and, therefore, register was part of
the learning process. Notes of sentences following later, which also include questions and answers,

facilitate a reimagining of the exchange and conversation that took place between Joyce and his

30 The facsimiles of the Zurich notebooks among which the Greek notes are found and from which I have been working
are in James Joyce (1979), James Joyce Archive. Notes, Criticism, Translations and Miscellaneons Writings: A Facsimile of Manuscripts
and Typescripts, vol. 111, prefaced and arranged by Hans Walter Gabler (New York, NY: Garland Publishing Inc.). The
Greek notes correspond to manuscripts Buffalo VIII.A.6.a-}, 4, 2, 1 and are found in pages 288-353 of the volume.
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instructor during those sessions. More than that, these show Joyce’s interest in both oral and written
forms of the language, as he has not only noted parts of their conversation, but has also copied
business letters and newspaper articles. Finally, the notes also include two short anecdotal texts written
in Greek, in Joyce’s handwriting, which remain unidentified.

The Greek notes consist of scattered details that usually interested Joyce, as he was in the habit
of gathering and taking notes of different things which he would happen to hear or see and which he
then used as writing material for his texts (Budgen 175-76). The encyclopedic variety of these notes
which contain popular songs, a folk klephtic song, profanities, an ecclesiastical incantation,
homonyms, copies of newspaper articles, of personal and formal correspondence, Homeric verses,
and the Greek national anthem reflect not only the teaching and learning process that took place, and
the idioms that interested Joyce, but also the kind of material that he was looking for when learning
another language and especially modern Greek, a language for which he already had an affective
connection. As a result, these notes reflect Joyce’s attitude towards the process of language learning,
which was influenced by his years as a teacher of English at the Berlitz school in Trieste. Apart from
that, however, learning a language and especially modern Greek was a process which, for Joyce, would
include linguistic play, etymological speculation, and taking advantage of the (un)translatability of that
language. In her reading, Aravantinou highlights these points by focusing on specific examples and
unfolding, therefore, the potentialities of the note.

Alongside material evidence of language acquisition, the Greek notebooks also contain
allusions to Joyce’s texts and especially Ulsses on which he was working at the time. Among the
sentences he wrote in Greek, there are references to Ulysses as well as to A Portrait. In Ta eAMywixa,
Aravantinou searches for deeper connections between the notebooks and Joyce’s text using the
archive as a tool of interpretation: ‘aAk& 1 oaknOivn Bonbetx xot 1 mEWT emay TEOEEYETAL AT TIG

onpetwaetg o 18tov tou TCoug, arm’ ta Adbn, an’ Tt noworoyleg, arm’ Tt¢ BaEETES TOLTINES TEQLYQUPES
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™S TEWTNG YeaYNG, o Ol ta BPAio tov’ (1977, XIX).3t Using this less examined part of the Joyce
archive to unlock Joyce’s texts, Aravantinou claims that it is more than just language learning notes.
She argues:

TeAwd, Oa propodoape va movpe mwg T0 €pyo tov TLOLG avTimpoownedel povo

OPIXQLVGT] 1AL TY] CLEEIUVWGY] TWV GYUELWCEWY, TWV TEOYELOWY YOAPKY TOL S1ILLOLEYOLY

EVaL TEQAOTIO OYUO, TEAYU oL Oelyvel TOco 1 Lwh 7 B, TO LAMKO TOL TEOYOELUOL

AOYOU, TO GAENTO 1] 1] GLVTOUOYEAYLX TOL YOOYYOL, TETEWUEVX, DLXTYONIEVE, AN ULEVAL,

ovvepydotnray odx pall yoe voo vapéet to Briio. (1977, XXI)

After all, we could say that Joyce’s [published] work represents only the diminution

and condensation of the notes, the immense volume of drafts, which show how life

itself, the material of the spoken word, the unarticulated, or the abbreviation of the

note, all of them, solidified, preserved, transformed, collaborated towards the
emergence of the book.

Aravantinou, therefore, reads the Greek notes in the context of their archival characteristics, as
writings and rewritings which have transformed the spoken word into something solid and stable and
which eventually become a book. She does not dismiss the aspect of language learning that these notes
represent. Rather, she argues that there is more to this process of language acquisition which allows
us to approach Joyce’s published work. Biographical details also become part of the archive because
life itself is attached to writing in Joyce; it can be viewed as a written piece as well as writing material.
Life itself is viewed in the context of the archive which, as used by Aravantinou, becomes more than
just an assemblage and structuring of items. It is connected to the text as well as to the act and process
of writing. The archive becomes a constantly unfolding productive space which encourages multiple
rewritings, constant additions and reconstructions.

Aravantinou seems to be basing her premise that Phocas and a few other ‘Greek friends’ taught

Joyce Greek on the information given by Ellmann in his biography of Joyce, and Budgen who wrote

31 ‘and yet the real help [in knowing Joyce’s work] and the first contact come from the notes of Joyce himself, from the
mistakes, the trivialities, the boring poetic descriptions of the first draft, in all his books’
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about his friendship with Joyce during their time in Zurich. She also clarifies that Ellmann drew
material from Gorman, Joyce’s first biographer who received ‘guidance’ by the Irish author himself.
Referring to the time that Joyce spent in the various cafés and restaurants in Zurich between 1916 and
1918, Ellmann narrates that Joyce met up and became friendly with a group that called themselves
‘Club des Etrangers” among which there was ‘Paul Phokas who satisfied his need for a Greek friend
with whom he could discuss his work’ (JJII 407-408). Through this ‘Club’, Joyce also met Paul
Ruggiero, a pupil of his ‘who was employed in a bank’ (J/II 408) and who ended up being a close
friend, as he helped the Joyce family to flee to Zurich when WWII broke out. Ruggiero was by the
side of the family during Joyce’s last days, while he also contributed to cultivating Joyce’s posthumous
fame.*> What little information Ellmann gives about the ‘Club des Ftrangers” and Joyce’s interactions
with Phocas in Zurich come from an interview with Ruggiero. According to Ellmann, ‘they spoke
Italian together and sometimes Greek, for Joyce had picked up a smattering of the language in Trieste,
and Ruggiero knew it because he had spent several years in Greece’ (JJII 408). Ellmann, therefore,
hints that Joyce had already learnt some Greek in Trieste, before meeting Phocas in Zurich. He also
claims that Joyce regretted his ignorance of classical Greek and that ‘[h]is imperfect acquaintance with
the language served the useful purpose, however, of making him wild and daring in etymological
speculation, a favorite subject when with Ruggiero and Phokas’ (JJII 408).

While Ellmann does not give specific information on what form of language learning took
place among the group, Aravantinou proposes explicitly that Joyce and Phocas ‘exchanged’ language
lessons; Joyce taught Phocas English, and in exchange, Phocas taught Joyce modern Greek. However,
Aravantinou’s conceptualization of language lessons in the case of Joyce does not align with systematic

and organized sessions of language teaching. Although she uses the term ‘lessons’ (‘pabnpate’), for

32 The Paul Ruggiero archive in the Special Collections of Zentralbibliothek Ziirich attests to that. Ruggiero had kept
copies of all works by Joyce, as well as newspaper articles and references about him, while he also provided information
to Ellmann during his work on Joyce’s biography.
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Aravantinou, these ‘lessons’ were part of the conversations and meetings at the restaurant where the
Club des Etrangers assembled, according to Ellmann. A close examination of the Greek notes indeed
suggests that Phocas was Joyce’s intetlocutor, but it is also important to identify Aravantinou’s
conceptualization of the ‘Greek lessons’ that Joyce received because it shows that, along with tracing
Joyce’s language learning, she is also interested in the people that formed a network around Joyce and
especially those who spoke Greek, as well as the process of this idiosyncratic language learning which
followed the Betlitz style and with which Joyce was familiar. Aravantinou aims to convey the broader
role that the Greek language and community played in Joyce’s work and archive, as contributors and
collaborators to his writing instead of simply indicating connections and elements of the Irish writer
that would render him more familiar to the Greek public. Therefore, through her discussion of the
so-called ‘Greek lessons’, we understand how Aravantinou positions herself towards Joyce and his
work as well as towards her own critical and translation work.

Whether Joyce had indeed learned to speak and write modern Greek and to what extent is a
long-standing question which has not been resolved. Joyce himself declared that he ‘spoke or used to
speak modern Greek not too badly’ (ILI 167). Venturing to provide an answer—while a project on its
own—will not affect our reading of Joyce’s trajectory in Greece or the reception of Aravantinou’s
work. In the end of her introduction to Ta eAMdywixd, Aravantinou provides clear conclusions regarding
this topic:

O TCoug aiyovpa dev Ha propovoe va yoadet eva Bipiio ota eAdnvind. Mnopovoe Opwg

vae Stfaoet Toug Tithoug pag eAAnvinng eprpeptdag. O idtog dNiwve: «Mikdw ofiooto

Tor véar eMnvinay. TTpogavwg edw matvevotav. BePaopéva 1 aficota o eAnving mouv

uiloye—3ev et xat 1001 onpacio, xt eéarlouv dev vrdEyel oyeTn papTupla. ARlaotn

Nty wovo 1 embopio Tov vor pudaet eAnvind. (XXV)

Surely Joyce could not have written a book in Greek. He could, however, read the

headings of a Greek newspaper. He himself claimed: ‘I speak modern Greek

effortlessly’. He was obviously exaggerating. Whether he spoke Greek effortlessly or

not—that does not really matter, and, in any case, there is no such testimony. What
was effortless was his desire to speak Greek.
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The fact that Aravantinou’s conclusions on Joyce’s fluency are only mentioned briefly in her
introduction shows that her research was mostly geared towards finding connections in the archive
between Joyce and certain people, and therefore looking into Joyce’s writing and creative process
through a very small part of his life and archive. The Greek notebooks are part of evidence showing
that the Irish writer did try to learn modern Greek as there is a progress from a basic level to more
complex elements: from the Greek alphabet and declension of basic nouns to vocabulary, sentences,
texts (even if copied), and translations. It is also uncertain whether Phocas was the only person
involved in the process. There are two main handwritings that can be discerned in the Greek notes:
one of them belongs to a person who was learning to write in the Greek alphabet (Joyce’s) and the
other is more stable and confident. Aravantinou takes Phocas as the most likely ‘instructor’ and it is
only Phocas’s name that appears more than once in the Greek notes, either in his own signature, or
in Joyce’s handwriting. Among the sentences included, two examples, which are in Joyce’s handwriting
and reflect exercises of spoken dialogue, read: ‘Eicbe o xbptog ITadrog; ITodd opbwe’ (Buffalo VIILLA.1-
6, JJA 3.346 ‘Are you Mr Pavlos? That is correct’) and ‘clole euyaptotpévog pe v 1poodov pov,
nbpte Stdaonade;’ (Buffalo VIIL.A.1-7, J|4 3.347 ‘Are you satisfied with my progress, teacher?’). In the
last two pages, as arranged in the [A (3.351-52), there are two notes that have been copied by Joyce
and both seem to have been written originally by Phocas although the name has been copied only
under the second note. The first one is a small note in which Phocas informs Joyce that he has found
a job at an office and will be working all morning and afternoon. The second letter is lengthier and
seems to have been written a day after the first one. In the second letter, Phocas expresses his wishes
for the upcoming Easter informing Joyce about the different dates between the Catholic and Orthodox

Easter. The last part of the letter is one of the clues that led Aravantinou to articulate her hypothesis,
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and which indeed implies that there were some sort of ‘lessons’ taking place between Phocas and

Joyce:

Avmodpo Tokd Touv T dev Ha eyw apyetdv
notEov Ot vor auvavtwpeba xot e€anorovbnowyey
TG ouvSladééelg pog. BEvrodtolg Otay éyete notpov
UETq TaG 7 TO EOTEQUG OV YORPETE WiV NUEQAY TIOLV.
Aroted® PLETH QPLALXDY YOULOETIOUMY
DUETEQOG
[TAYAOZ.T. DQKAX.”
I am very sorry I will no longer have enough
time to meet and continue
our conversations. However, whenever you have time
after 7 in the evening, write to me a day in advance.
With kind regards

yours
PAVLOS. G. PHOCAS.

Instead of determining Joyce’s fluency in Greek, Aravantinou focuses on how to read Joyce’s
work through the Greek archive and the use of Greek words in his work. Although a big part of her
monograph is about Joyce and his life in the different cities before Paris, Aravantinou does not focus
on the ‘genius’ of the author-figure, like Karelli and Pentzikis did as we saw in the first chapter, but
on the writer amidst a vibrant community of people from different backgrounds that contributed to
his work and his writing process in multiple ways. Ta eMyvied consists of an introductory historical
overview and three sections which are structured according to the three places that defined Joyce
before Paris, before acquiring fame: Dublin, Trieste, and Zurich. In each section, Aravantinou presents
not only Joyce’s personal and artistic trajectory, but also how the other people, with whom he
interacted, affected him. She discusses the Greeks who played a significant role in his life and presents

the research she conducted in their own stories and background. Count Francesco Sordina, Baron

33 Buffalo VIII.A.1-12 (J]A 3.352). The transcription follows the spelling of the manuscript.
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Ambrogio Ralli, Nicolas Santas, Paul Ruggiero, Antonios Chalas, and Pavlos Phocas are figures whose
trajectories and encounters with Joyce she charts. Aravantinou argues that their contribution to Joyce’s
work was as important as that of the intellectual and literary figures with whom he associated in Paris.
In the end, Aravantinou includes photographic reproductions of the Greek notebooks as well as
letters, with relevant information and analysis, providing thus a part of the Joyce archive which was
not easily accessible to the wider Greek public at the time. As a result, along with her archival research
in the Greek notebooks, Aravantinou also unravels the history of Greeks of the diaspora connecting

thus the Joyce archive with the Greek diasporic community.

Peripheral, archival, Joycean: Aravantinou’s readings of the Greek Joyce archive

Inspired by Ellmann, Aravantinou’s approach focuses on transformations of life-events into literary
fiction and writing. Informed by her poetic and poststructuralist background, she also pays attention
to the aspect of language, how language, and specifically Greek, is used by Joyce and how it is
transformed. Aravantinou explores the different uses to which Joyce put the language, its sound, its
script, its appearance, its different forms, idioms, and registers, but also other resonances it had for
the Irish writer such as the affective connections it created. Starting from describing the experience of
reading Joyce’s text as ‘a series of small discoveries, wonderful surprises, and waiting for the constant
unfinishedness of the phrase, the surprise of the unarticulated, the eternal originality of the word, the infinite
imagination in his writing’ (my italics),* Aravantinou conveys the ungraspability and inadequacy she,
like others, feels when tackling Joyce and Ulysses, an inadequacy which, however, she frames critically.

In the introduction to Ta sMpvind, Aravantinou consciously declares that:

34 ‘wor ohvotdor amd pinEeg avoxaddetg, and Oavpdoteg exmAnZelc, amO AVOLOVES YL TO GUVEYKOS ATEAEIWTO TG PEAOYS, TOY
oapVLSLALOUO TOL GAEXTOL, TO ALMVIX UXLVOVELO TNG AEENG, TO ATELQO V¢ YavTaciog oty youyy Tov’ (1977, XVII)
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AvTH) 1 HeAETY] AOLTOV Sev elvat TaEa 1 XYY, TOL EYXUAEL AUTOLTYTLLG (L0t CLUVEYELX ATTO
aAkeg TEooeyyioeLg, mouv nt auTeg O Hu eivat TeEAelweveg ODTE TEAELWTIMES, XPOL 1] YOUPY]
tou TCoug dev tehetwvel mote, yatl ndbe popa Eavayoapetal, AVIAOYX e TO UEAETNTY
%o ToV avaryvwoty mov v npooeyyilet. (1977, XVII)

This study, therefore, is nothing but the beginning which demandingly invites a
continuation of other approaches, which will be neither finished nor finite, since

Joyce’s writing never ends because it is rewritten every time, depending on the
researcher and the reader who approaches it.

Aravantinou proposes an open way of reading Joyce critically. Apart from her intellectual honesty on
how she positions herself in relation to Joyce and his text, and recognizing the critical tradition before
her, she maintains this attitude to also invite dialogue and to create a productive space for further
approaches. As a result, instead of claiming a solid presence in the Joyce-related critical field, she
consciously acknowledges that her work is part of a larger network of responses to which more will
be added. Although Aravantinou’s approach was criticized as haphazard as we saw in Politi’s review,
it aligns, however, with Fritz Senn’s reading of Joyce’s writing as a kind of writing that does not allow
for big definitive statements. For Senn, maintaining an open approach in criticism can prove more
productive as it invites dialogue and debate (1984). According to John-Paul Riquelme’s commentary
on Senn’s critical stance, an approach which focuses on opening new possibilities rather than
answering questions could be seen as ‘the critic’s equivalent of an act of translation’ (1984, xv-xvi) due
to the constant inviting of new solutions. Aravantinou’s archival reading foregrounds the tension
between foreignness and locality that is at play in the Greek notes. Considering the role that translation
plays in the archive of language learning, as well as in Aravantinou’s background with her engagement
in translation, it is her approach too that could be read as one in which translation becomes a mode
of reading Joyce. In Ta eMywird, therefore, translation is no more simply part of a language exchange
process, and of a linguistic archive, it is also a way of reading the archive.

Aravantinou’s peripheral viewpoint becomes more prominent once we consider the centrality
of the material she works on, and the way she uses it. She focuses on notes, small details, phrases,
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words, and short texts, and attempts to find out how they connect to Joyce’s work while she also
attempts to find out how Joyce spoke about his work in the Greek he was learning. Analyzing the
sentences which Joyce had written in Greek as an exercise, Aravantinou traces elements of his texts,
mainly A Portrait and Ulysses and, through them, argues that Joyce’s texts could also be considered
‘Greek’ as he is willing to speak about them through that language. Sentences like “Eyw sataotoedet
10 ¥hetdt pov’ (‘I have destroyed/lost my key’, Buffalo VIIL.A.1-1, J]A4 3.341) allude, she claims, to
Ubysses (1977, 146). She grounds this claim on the crucial role that keys play in the novel. Stephen is
forced to hand to Buck Mulligan the key to Martello Tower where they are both staying but only
Stephen pays for the rent. Bloom is seeking to place an advertisement for a tea merchant named
Alexander Keyes having devised the motto ‘House of Keyes’” with a drawing of two crossed keys.
When returning at home with Stephen late at night, Bloom realizes he has forgotten his key. Another
example which, according to Aravantinou, reflects Joyce’s broader interest in the Odyssey and,
therefore, his preparatory work for Ulysses, is the phrase ‘O O8vooedg éxape 10 €0Mvov dAoyov
(Aodpetov inmov)” (‘Odysseus made the wooden horse’, Buffalo VIIL.A.1-7, J|.4 3.347). This is also
one of the phrases that encapsulate the interaction between pupil and instructor as: the phrases
Eolvov’ and ‘(Aobpetov inmov)’ as well as the ‘O’ from ‘Odvooedc’ are written in the instructor’s more
confident handwriting as corrections. Such phrases indicate for Aravantinou that Joyce was always
preoccupied with his own writing which was part of his life and was trying to develop it not only by
thinking about it in another language, but also by discussing it. She reads this as an example of Joyce’s
writing process of transforming life events, of which every-day life was composed, into writing
material, but also as an indication of Joyce identifying with the odyssean heroic figure (1977, 129).

In Ta eMyvind, some of these notes are read as more than complementary metatextual
information. They become semantically open fields that are reworked, revealing thus new ways

through which to read the text. Aravantinou’s approach of the notes alludes to ideas articulated by
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Derrida a few years later, in 1984, at the Ninth James Joyce Symposium in Frankfurt, about Joyce and
his archive: that Joyce preserved his archive, kept notes, sketches, corrections, and variations for them
to become a tool for his future readers, critics, and scholars (1988, 27-76). Specifically, as Derrida
claimed in his lecture, Joyce ‘withheld his signature up to the moment that seemed right’, meaning that
the Irish writer continued reworking and rewriting his texts up to the last minute when he finally added
his ‘sighature’ as a form of closure, as confirmation that the text would become a public document
from that moment onwards.” Apart from the written name, an inscribed date can also be considered
a form of signature. Joyce ‘signed’ his texts with the name of place and date of composition: Molly’s
final words in Ulysses are followed by the inscription “I7ieste-Zurich-Paris 1914-1927 which signals the
text as a geographically and chronologically marked public document. Derrida is preoccupied with the
signature, as a form of claiming something, of quoting or mentioning something, and discusses the
postcard as a kind of publication. ‘“Any public piece of writing, any open text, is also offered like the
exhibited surface, in no way private, of an open letter [...]" (1988, 30) which, if reworked, can unlock
a moment, an event or even a time period. Joyce’s Greek notes also function in a similar way: they
contain two signatures—two different handwritings that stand as signatures, those of Joyce and
Phocas, as well as Phocas’s signature in his own handwriting or copied by Joyce—that lead
Aravantinou to view that part of the archive as a collaborative and communal product, not simply a
set of private notes, but also as an open surface, a public document that concerns and records

information about a diasporic community. By unlocking the multiple potentialities of the Greek notes,

35 See here a footnote that Derrida includes in his talk in which he claims that ‘closure is impossible’ in Joyce and,
therefore, in Joyce studies. He attributes this to Joyce’s watching over his archive and his reception to come. That is why,
conscious of the importance that the archive would eventually have, he saved notes, sketches, corrections, and
variations, and in his own way contributed to his own reception almost by planning it. This is also reminiscent of the
initial reception of Ulysses, which was partly orchestrated by the author himself, partly by the people who surrounded
him (1988, 74, note 18).
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Aravantinou reads the Greek part of Joyce’s archive as a document that can speak about that period
and about Joyce’s text through a Greek diasporic viewpoint.
Among the Greek notes in Joyce’s handwriting, Aravantinou focuses on a sentence which she
reads as referring to A Portrait:
Eivaw y0 awto 1o Bifdio mov Qo yooder elMnving, o” éva o’ T GYUELWUATAOLX TNG
Zvoiyng, 12 ypovia apyotepa: «Eyw yoalder éva pubotdoponpa to omotov ovopaletot
“Avtoeav”’, Sdyoade 10 “etwv’ xar mpocheoe “yoopla” [...]. Avtoypapie 7
awTtoewwy, dnAadn: Ioag?) g etmodvag pov 1 yoap? tou exvtold povy. Avtd to 1060
téheta t{obowma eAnvna amodidouvy vouilw nat yapantnetlovy oyt povo «To [Toptpaito

tou KodAttéyvy adda nor #dbe dwnd touv BifAio. Toti xaw 1 yoopn nat 7 «euwww,

ouvdepeva pe v avtonadnunn aviwvopia Avtod, ®aAOTTOLY OMO TO GYUELOAOYINO
paopa. (1977, 48)

It is about this book that he writes, 12 years later, in Greek, in one of the Zurich
notebooks: ‘I have written a novel which is titled “Self-image”. He crossed over
“image” and added “-ography”. Selfography or self-image, which means: a Writing of
my image or a writing of myself. This perfect Joycean Greek renders, I think, and
characterizes not only A Portrait of the Artist but each one of his books. Because both

writing and ‘image’, being connected with the reflexive pronoun ‘auto’ [‘self’], cover
the entire semantic spectrum.

Aravantinou here, focuses on Joyce’s attempt to speak about his novel, A Portrait, in Greek and to
translate the word ‘portrait’, a part of the title, as accurately as possible. The sentence is thus written
in his notes: “Eyw yoader éva pubuotdotpa 1o omoiov ovopaletar «Avtosstévyoaypio»’ (Buffalo
VIIL.A.1-1, J]A 3.341) with the ‘yoayia’ having been added, possibly as a correction by Phocas, right
above the overwritten ‘emov’ [sic]. The choice of both words, the one he has crossed and the one
written over it, reveals that he was trying to find a close translation, a Greek equivalent for the word
‘portrait’, the painting or depiction of the se/. A neologism that he could have coined with the help of
the Greeks he met, such as Ruggiero and Phocas, his friend and possibly his instructor in Greek,
Aravantinou interprets ‘Avtoestdvyoapio’ as ‘the writing of the image’ or the ‘writing of the self’. On
the other hand, the coined word here, the deleted ‘avtoedy’ which became ‘avtoypagia’ alludes to
the term and the concept of ‘autobiography’, a term which also characterizes .4 Portfrait as it has been
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read as an autobiographical novel. Considering ‘avtoetov’ or ‘avtoypaypia’ as the appropriate terms to
refer to A Portrait, Aravantinou claims that this overwritten and rewritten term represents accurately
the oscillation between signifiers and signified, a tension which permeates Joyce’s texts: ‘Avapwtiépat,
NEepe MOCO aLTN 7N SLAYOAUMUEVY] WLoY] AEEN TOL AVATAELOTOLGE TOGO OVAYALPA ALTEC TIC GULVEYELS

% Based on that, Aravantinou wonders about

evaAloyég amo onpaivovta xat onpavoueva;’ (1977, 49).
the content of this image or script, whether it is the script, the writing of the actual self or the writing
of the written, the inscribed—and semi-fictional or fictional—self. She concludes that it is about the
‘self-image of self-writing’ (‘Avtoewv Aowmov g Avtoypagpiog pov’, 49) which leads to a negation of
the image and the script, the writing, because they are changed, the former by the writer himself and
the latter by the reader. Aravantinou takes this example as an opportunity to discuss Joyce’s use of the
Greek language as a foreign language which he employed to expand the meaning of the term
‘autobiography’ in order to render it appropriate for his own text. The new term he coins from the
modern Greek through etymological speculation and play, while also reminiscent of what has been
recently called ‘autofiction’, encapsulates what Aravantinou sees as Joyce’s inseparability between life
and writing: the creation and the writing of the self that is not entirely fictional and does not consist
of a writing simply about the self as autobiography is usually perceived. The terms composed by Joyce
in collaboration with his instructor(s)—both ‘avtoerwv’ and ‘avtoypaypic’—describe the different
manifestations of the self (the self as a portrait, the self actively writing and being written) and
therefore cover the entire semantic spectrum of the title A Portrait of the Artist as a Young Man, the text

as well as the other texts by the Irish writer. Moreover, this example showcases Aravantinou’s

underestimated poetic insight into Joyce’s process.

36 T wonder, did he know how tangibly that overwritten half word represented those constant oscillations between
signifiers and signified?’
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Although it was in Zurich that Joyce studied modern Greek more ‘systematically’, Aravantinou
argues that most elements and key sources for Joyce’s language, words, and names are to be traced in
his time, experiences, and connections in Trieste. It was there, she claims, that he was inspired by the
different forms of the language because he associated with people from various backgrounds, but also
because he taught at the Berlitz school. Paraphrasing Ellmann, Aravantinou draws attention to the
puns and transformations of names and characters such as Bella Cohen in ‘Circe’ who becomes Bello,
ot Leopold Bloom who becomes Henry Flower in his correspondence with Martha Clifford.”
Ellmann explores the pun as a key to Joyce’s work which creates the ‘doubling’ of everything that the
Joycean universe contains, stating that, for Joyce, ‘the act of writing was also, and indissolubly, the act
of liberating’ (1977, 90). Drawing from Ellmann, as well as her own research which she presented at
the 1975 Paris symposium,” Aravantinou develops her analysis of the concept of liberation and adds
her own example of ‘doubling’ and transformation which she supports through her knowledge of the
Greek language, an example which she sees as relevant to Joyce’s Greek notes and language learning.
Basing her example also on the idea of expatriation that Ellmann mentions ("Words are expatriated
and repatriated like Dubliners’), she develops it in connection to the concept of freedom, a connection
which, considering her exilic background and peripheral viewpoint, resonates with her personal
experiences. As a result, she gives an example of what she reads as a pun in the Greek language
responding to this connection. Focusing on Henry Flower and Leopold Bloom, she reflects on the
translation of the name in Greek so it can preserve its double meaning as, apart from the association
with the flower, she also suggests an etymological connection between the name of Henry Flower or

Leopold Bloom, and “free’, ‘liberated’, that is, vegetable growth and liberty.” Furthermore, she detects

37 Aravantinou (1977, 84-6). See also Ellmann (1977, 90-5).

38 See Aravantinou’s report from the 1975 Paris Symposium in Hypidavdg, 3: 22-7. In her presentation (25-6) she talked
about the morphological and semantic transformations of Bloom’s name.

39 This etymological connection is drawn from Emile Benveniste, Ie vocabulaire des Institutions Indo-Européenes (1969) which
Aravantinou cites.
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the word ‘free’ in another phrase from ‘Scylla and Charybdis’, in the phrase-word ‘Leftherhis’, which
she renders as ‘Leftheris’ and she considers it an alternative name for Bloom, one among the multiple
names that are cited in the episode and that, according to Aravantinou, define Odysseus:

Leftherhis

Secondbest

Leftherhis

Bestabed

Secabest
Leftabed (9.701-6)

‘Scylla and Charybdis’, where this array of neologisms is found, is one of the chapters focusing on
Stephen Dedalus, in which Bloom appears only briefly. At around two in the afternoon, Stephen and
other characters have gathered in the National Library of Ireland and are discussing Shakespeare’s
work and life. Stephen explains his aesthetic theory about Shakespeare and the interaction between
his work and life, how Shakespeare’s plays can be interpreted through his life and vice-versa, ‘a theory
of composition and reception’ through which Stephen ‘demands a contextual mode of reading that
keeps the author in view’, thinking about personal transformation and addressing the failure of
literature to transform readers (Flack 2020, 75). During the discussion, Stephen also argues that Ann
Hathaway, Shakespeare’s wife was unfaithful to him, an unfaithfulness which Shakespeare recorded
in the plays. Proof of Shakespeare’s bitterness towards her is that in his will ‘He left her his Secondbest
Bed’ (9.683-713). The array of words quoted above is the echo of this discussion transformed into a
rhythmical pattern. Buck Mulligan, on the other hand, has just seen Bloom at the National Museum
admiring the behind of a Greek-styled statue of Venus: ‘His pale Galilean eyes were upon her mesial
grove. Venus Kallipyge. O, the thunder of those loins!’ (9.615-16). Setting all this contextual
information aside, but certainly inspired by the topics developed in ‘Scylla and Charybdis’, Aravantinou
focuses on this array of words that have been put together to make new, musical phrases, which,
although referring to Shakespeare, she interprets as names or characterizations that define Odysseus,
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or the Odyssean figure identified here as Bloom. She reads the first word as the Greek name ‘Lefteris’,
a short version of ‘Eleftherios’ which is etymologically connected to the word ‘eleftheria’; that is,
freedom or liberty, and, therefore, an etymologically related synonym of Henry Flower as suggested
above. Moreover, she translates the phrases-words ‘secondbest’, ‘bedabest’, ‘secabest’, ‘leftabed’ as
adjectives:

secondbest=8evteponahtepog

bedabest=xpepatonaidtepog

secabest=Eeponalitepog 1 oe€onaAdTE0g
leftabed=xpeBatoéeyaopévog 1 aptoteponpéPatoc (1977, 85)

As ‘antiquity mentions famous beds’ (9.718), Aravantinou homes in on the connections suggested by
the word ‘bed’, an object which, apart from Shakespearean biography, is also crucial in the Odyssey as
well as in the Blooms” household in Ulysses. She translates this wordplay as adjectives which pertain to
Odysseus and specifically the bed that he had crafted using the trunk of an olive tree as a bedpost:
Kot mov Oha avtae o0 ovopatar, nvpta xa emifleta, onpaivouy T0 HOVO GNUALVOUEVO ot
nvpto &€ova tou BiAiov: Tov «Odvoceay, TOL ‘YTloe POVAYOG TO %EEPRATL TOL, TOL TO
geyaoe, mov Eevoxorunbnue, mov 10 aygnoe €epod (sec), dSnhadn axuAnEo, nat ToL eivo
devtepog, aod mpwtog eivat o Leftheris=eAedbepoq. (1977, 85)
And all these names, nouns and adjectives signify the only signified and main axis of
the book: ‘Odysseus’ who built his bed all by himself, the bed which he forgot, in

which he slept again, which he left dry (sec), that is, with no offspring, and where he
comes second as the one to come first is Leftheris=the free one.

Apart from the discussion about Shakespeare’s beds in ‘Scylla and Charybdis’, another example
of the bed’s symbolism is the bed that Leopold and Molly Bloom share, which had been brought from
Gibraltar, and is now slowly falling apart as the loose brass quoits’ jingle with every movement echoing
the fragility of their own relationship and contrasting the steadier bed that Odysseus had built and
which serves as the secret and point of recognition between him and Penelope (XXIII.181-200).

Among the sentences found in the Greek notebooks, Joyce has included the phrase “n »hivy eivon t0
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ahpar nont 10 wpéya poag” (‘the bed is our alpha and omega/our beginning and end’, Buffalo VIIT.A.1—-
0, JJA 3.346). Aravantinou reworks this part of the text by associating it with the bed of Odysseus and
Penelope, therefore returning to the Homeric ‘original’ of Ulusses, the Odyssey and revisiting the
Homeric text as an archive of the Joycean text. Aravantinou brings Joyce’s archive in interaction with
the mythical archive. This results into a different form of the Greek part of Joyce’s archive, which,
being constructed by Aravantinou, becomes her own performance of the Joycean archive.

More than notes of language learning and experimentation, Aravantinou presents the Greek
part of Joyce’s archive as a record of time past, through which information but also memories
resurface. Aravantinou explores the origins of the Greek notes and the conditions under which they
were created and locates traces of the Greek ‘lessons’ and the interactions between Joyce and Phocas
and potentially other Greeks in the form of tributes interwoven in the text of Ulsses. A prominent
example of such a tribute, which Aravantinou views as a reference to Phocas but also to the Greek
language, is analyzed in her monograph:

Tt éxave pe 10 Pona, 10 ddonaro 0L 6T eEAAVind; Tov Bonura 6™ évar LoxEL xATdAOYO

aylwy: «O Aytog TTadhog Dwndg 0 ex Livonnoy, vo Tepvdel TEKMTog 6TV 6, TEv o’

t0v Ayto Xopewv 10 XTuAity, oy an’ tov Ayto Xtégavo tov ITpwtopdptupa, xat tov

Ayto Avavopo xot tov Ayto Enwvopo xat tov Ayto Weudawvopo xat tov Ayto Opwvopo

not tov Ayto Tapwvopo xot tov Ayo Xvvevopo. Etot ot mpobéoeg mov touv didake o

Dwndg, o6 OAOLG TOLG GLUYOLAGUOLS E TO OVOPX, TOL OEV EIVUL UAVEVX, QTAVOLY VO

NATAOYOLY TO OVOQX, TOV AYLO %ot TNV aytoabyy tou. (1977, 133-34)

What did he do with Phocas, his instructor in Greek? I found him in a long list of

saints: ‘Saint Pavlos Phocas of Sinope’, first in his class before Saint Simeon Stylites,

before Saint Stephen Protomartyr and Saint Anonymous and Saint Eponymous and

Saint Pseudonymous and Saint Homonymous and Saint Paronymous and Saint

Synonymous. Hence the prefixes that Phocas taught him, in every combination with

the ‘name’ [‘onoma’], which is none, manage to negate the name, the saint, and his
saintliness.

The above should be read alongside the passage from Ulysses to which it refers, the list of saints in

‘Cyclops™
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and S. James the Less and S. Phocas of Sinope and S. Julian Hospitator and S. Felix
de Cantalice and S. Simon Stylites and S. Stephen Protomartyr and S. John of God
[...] and S. Owen Caniculus and S. Anonymous and S. Eponymous and S.

Pseudonymous and S. Homonymous and S. Paronymous and S. Synonymous
(12.1690-98)

Reading the passage from ‘Cyclops’ listing the different saints, established and imaginary, Aravantinou
proposes the reference to ‘S. Phocas of Sinope’ as a reference and a tribute to Phocas, their friendship
and the time they spent together. Paraphrasing the quote from Ulsses into ‘Saint Pavlos Phocas of
Sinope’, Aravantinou underlines in a spontaneous note: ‘Etot &wypinoe 10 ypéog touv o TCovg: o x.
[Tadhog Dwndg g Zopiyng, 0 pixEobndAAniog oe ppoentyetpnoels éyve Aytog. Ko mapopota
petayelpton Sev éxave oe xavéva o TOug, obte o Yiko tov, obte oe extEol, (1977, 134: asterisk).* Such
a direct and beatifying reference in the text appears to be an honorary tribute not achievable by
everyone.

The passage is also read as a tribute to what brought them together, the Greek language and
the ‘lessons’ reflected in the Greek notebooks. The Ulyssean (No-man) and all-inclusive saints alluding
to Greek prefixes, Eponymous, Pseudonymous, Homonymous, Paronymous, Synonymous, are
considered an affective tribute to the Greek that Phocas taught Joyce. Aravantinou suggests that the
linguistic game that follows the reference to S. Phocas of Sinope is exactly what links Joyce writing
this to his former tutor of Greek—an overblowing of signifiers that ends up destabilizing and
reframing the signified of saintliness by playing with Greek prepositions and ways around the signifier
‘onoma’. Additionally, the wordplay itself is also an allusion to their ‘lessons’ and the playful puns they
would devise, hints of which can be detected in the notebooks, especially in regards to the concept of

the ‘name’ and names. For example, a potential discussion of the odyssean episode of the ‘Cyclops’,

40 “That is how Joyce paid off his debt: Mr Pavlos Phocas of Zurich, a small employee in small businesses, became a
Saint. And Joyce never reserved such a treatment for anybody, neither friend nor enemy!’
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the name and the Odyssean No-man (O01g) can be traced through manuscripts VIII.A.4-29 and 30
(JJA 3.331-2) where we find notes of words such as “€eondw=I burst out’, ‘uebvopévoc=drunk’, and
‘nivo=I drink’ followed by two copied Homeric couplets one of which is from the Odyssey episode of
the Cyclops ‘Ovtig épot ¥ dvopar Oduy 8¢ pe wxkijoxovat / phtne HdE mate NS™ EAkot méveg
étadpor’ (IX.366-67)."" The other couplet is from Telemachus’s departure from Ithaca to Pylos and
Sparta (I1.420-1) and contains the phrase €ni olvona ndvtov’ (epi oinopa ponton), along the winedark
sea, which is repeated throughout Ulysses. Manuscript VIII.A.4-30 contains notes of the words for
‘home’ and ‘rent’ as well as the analysis of a pseudoetymology of the name Odvaooedg (Odysseus) as
originating from the words ‘ovti¢’ and “Zevg’ meaning ‘NO/GOD’.* Name changes run throughout
Joyce’s work but are also detected in the Greek part of his archive, in which, as Aravantinou’s
arguments suggest, the act of naming and the concept of the name are central.” Starting from the
premise that nameless everyday people impacted significantly Joyce’s work by providing him with
language and writing material, and became odyssean models for Ulysses, Aravantinou’s Ta eMywird,
through Joyce’s Greek connections, explores the idea that the very anonymity and simultaneous
visibility of those people is crucial for Joyce’s writing process, and it is from them that he draws the
concept of transformation which is not limited to the transformation of life-events into writing, or
real-life people into fictional characters, but extends beyond that, to develop into the transformation
of names, the absence of name into the emergence of a name and vice versa, and which results into
transformation of characters. Aravantinou’s discussion of name changes in connection to

transformation is a nod to the work of semioticians Cixous and Jacques Lacan whose talks she had

41 My name is Noman. / My family and friends all call me Noman’ (trans. Emily Wilson).

42 For a reading of this manuscript see also Kolocotroni (2019).

4 See here the joking limerick playing with the Greek surname ‘Soutsos’ and the Greek word for ‘prick’ and written in
the ‘instructor’s” handwriting (VIIL.A.2-2, J].A4 3.338). What I find interesting, is that the surname could also refer to two
romantic phanariote poets who were known at the end of the nineteenth century. It is impossible to determine whether
Phocas was talking to Joyce about Greek literature. However, it is intetesting to consider from what kind of
conversation this limerick may have stemmed.
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attended at the 1975 Joyce Symposium in Paris. Cixous’s doctoral dissertation, L.” Exi/ de James [oyce on
I’ Art du remplacement (1968), drew from Joyce’s biography and focused on the Irish authot’s poetics of
exile defining it as the writer’s linguistic exile. Lacan also focused on the life and work of Joyce with a
preoccupation on names in his thirteenth seminar Le Sinthome (1975-1976), a previous form of which
was presented in the Paris Symposium. In her report of the conference, published in Hgrdavdg (1975-
1976), Aravantinou sketched the main arguments of both scholars who argued for the significance of
minority languages in reading Joyce. Although the symposium was geared towards Finnegans Wake,
hence the focus on languages, Aravantinou shows in Ta eMywid how such arguments are relevant to
Ulysses as well as the entirety of Joyce’s work.

Informed by a semiotics background, Aravantinou interprets this linguistic play between the
‘name’, the Greek prefixes, and the act of naming not only as an exclusive tribute to Phocas, but also
as a tribute to the Greek people he met: “O[p]wg miow an’ o Stapaveg hoyomaiyvio epelg Staxpivovpe
toug 'EAnveg, avavopoug nat enwvopoug, exatovtadeg Pwptodg g Steomopag, autods mov yvmweLoe 1) xot
8e yvopuoe [...]%, (1977, 134).** Aravantinou sees similar tributes in the form of linguistic references to
the Greek language elsewhere in the text, in Ulsses as well as in Finnegans Wake and relates them to
the Greeks that Joyce knew. Last but not least, Aravantinou traces the trajectories of those Greeks
after their time with Joyce in Trieste or Zurich. She provides their letters to Joyce (1977, 225-34), a
translation of Joyce’s poem ‘Sleep Now’ from Chamber Music (already mentioned in the introduction)
by Phocas, whom Aravantinou deems ‘the first ever translator of Joyce in our language’ (223-24) as
well as photos of Francesco Sordina (95), Ruggiero (123), and Phocas (125, 134, 135, 139).

Aravantinou proposes the Greek part of the Joyce archive as a space of affective connections,

# ‘However, behind this transparent wordplay, we detect the Greeks, anonymous and eponymous, hundreds Romioi of
the diaspora, those he did meet or even those he did not meet |...]’
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transnational encounters and acquaintances, which are used as material for the text and for the writing
process.

What has been read as misreading and misinterpretation in Aravantinou’s work is a proposal
of reading along with the multilingual imperative and its poetics in Joyce’s work. What has been
perceived as ‘hellenizing’ and ‘appropriating’ Joyce through universalizing the Greek language and
context is, instead, an active consideration of the transnational and specifically the peripheral
connections, the minor events and figures. Finally, what was seen as a wrong path in interpretation
was a tracing of the different transformations as well as the concept of transformation in Joyce’s
work. Returning to Aravantinou’s research topic we realize that she emphasizes the minor, the
ephemeral or at least the temporary, and the marginal, the peripheral:

27 ot v épeuva Teoomabodue V' avlyVeDGOLIE TOLG YIAOLG TNG CTLYUNG 7] ATOLUG

UEYXALTEENG  OLXEMELAG, TOLG GLVTEOYOoLS Tou  pebuolobd xat Twv  pmaE, TOLG

UXQOBAVELGTEG, TIOL TOV EYOVAY L TOLG Eyave, Toug EAAnveg paptddeg, o yrnaeoovia

ot xapevela, toug povaPndeg nat pmonaindeg e Piazza Ponterosso, tovg nat’

ELPNULOUO «EUTOEOLG eaTeEtd0edwW» |...]. (1977, 76)

In this research we are trying to trace the momentary friends, or the more permanent

ones, the drinking companions and those at the bars, the low-lenders, who lost him

and whom he lost, the Greek tailors, the coffee-shop waiters, the fruit-sellers and the

grocers at Piazza Ponterosso, those who euphemistically called themselves ‘citrus
fruit merchants’ [...].

Inspired by Ellmann, Aravantinou uses him as her main source achieving, however, different results.
While Ellmann focuses on Joyce as the author-figure and his genius, Aravantinou shifts the focus to
the people that surrounded him, and considers how they interacted with Joyce and therefore how they
had an impact on him, what kind of traces they left and how these can be located in the archive but
also in Joyce’s work. Shifting the focus from the writer who is usually perceived as the main figure
towards the anonymous or eponymous yet minor and temporary friends and people, requires a shift

from the central to the peripheral, from the major to the minor. How does this kind of consideration
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of the Greek part of the archive and Joyce’s Greek acquaintances affect our reading of Joyce, and of

Ulysses? What kind of mode does Aravantinou introduce through this shift in perspectives?

‘Coming events cast their shadows before’ (8.526): ‘Weirding’ Jovce?

In his article “The weird: a dis/otientation’, Roger Luckhurst defines weird fiction as a ‘slippery genre’
marked by pseudobiblia, that is, the invention of fake books, fake libraries, fake traditions (2017, 1041-
61). He places pseudobiblia at the core of the ‘weird’ archive, an archive that is out of the edges of the
literary archive, composed of imaginary texts, books, and other elements. Therefore, weird fiction
generates its own ‘archive fever’, what Derrida (1995) saw as a constant need for structuring and
preserving memory; it writes its own literary forebears into existence, creating, thus, its own literary
past and tradition, and attempting, at the same time, a canonization and establishment of its own.
Mark Fisher (20106), on the other hand, defines the ‘weird’ as a mode of reading that can be detected
in texts of different genres, rather than a genre in and of itself. The weird, according to Fisher, is a
mode of perception allowing us to ‘see the inside from the perspective of the outside’ and expressing
‘that which does not belong’ (10). Although the examples he provides do not manage to disperse
potential associations with the concept of genre, it could be argued that his definition of the weird
could also be used to describe Aravantinou’s critical study of Joyce and his texts. From her perspective
as a woman reading and translating Joyce in the periphery, which could be considered an ‘outsidet’s
perspective’, Aravantinou invites us to read the texts and the archive and texts of a cosmopolitan,
internationally acclaimed, and established male writer figure, texts which could be considered ‘central’.
Moreover, she allows us to see the ‘inside’ of Joyce’s work and life through the ‘outside’ perspective
of the Greek notes, a small and seemingly insignificant part of the Joyce archive. It could be argued,
therefore, that her reading of this small part of the archive develops new modes of reading Joyce

related to what in recent scholarship has been called ‘weird’. Considering the re-imagining that leads
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to the creation of another archive, from a series of notes on linguistic acquisition, to a record of private
and public history, and their affective connections, it could be argued that definitions such as those
proposed by Fisher and Luckhurst could also be used to frame critically Aravantinou’s approach as
developed in Ta eMyvixd. The weird has been considered a genre-specific term, referring to genres
such as science fiction, speculative fiction, and the gothic. Fisher admits that the major examples of
the weird indeed belong to such genres, but, as he suggests, these associations have concealed the
term’s specificity. In his exploration of the weird, the eerie, and the #nheimlich, Fisher argues that ‘[t|hey
are all affects, but they are also modes: modes of film and fiction, modes of perception, ultimately,
you might even say, modes of being. Even so, they are not quite genres’ (9).

Responding to etymological speculation and playful multilingualism, characteristics of Joyce’s
work, Aravantinou uses the archive not only as a tool of interpretation but also of translation.
Moreover, she views the archive as a productive space in which she can rewrite Joyce’s text and
reconstruct it, producing further responses and inviting endless possible interpretations. Aravantinou
recreates her own Joycean exilic archive, and places it as the archive behind the Greek Joycean text
which she recomposes. This Greek Joycean archive is composed not only of Joyce’s Greek notebooks,
but also of the ‘hidden’ Greek and the tributes that Aravantinou locates as interwoven in Joyce’s texts,
the affective connections that lie behind the structure of the Greek notebooks, and the stories of the
anonymous and marginal people he met with even briefly, the Greek people whom Joyce knew.
Aravantinou’s Joycean archive includes her own experiences as an exile, and her own positionality
towards the Greek language as a writer abroad as well as towards Joyce as an established author. By
creating an archive composed of both Joyce’s life and text, and her own experience, Aravantinou
writes a literary history of Joyce and the Greek language from her own peripheral viewpoint, reading

Joyce through a transnational context.
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Several elements in Joyce’s texts could be considered ‘uncanny’, such as the mysterious
M’Intosh who appears again and again and whose identity is never revealed. However, instead of
imposing another label on Joyce’s writing, I am suggesting the concept of the weird as an affective
and translational modality, a productive mode of reading Joyce in the periphery. The concept of the
weird can be used to define ways of reading an established writer like Joyce from a peripheral point
of view, in peripheral spaces; it can be used as a way of examining and framing critically transnational
connections which are often considered minor and finally, it can be a way of addressing peripheral

responses, minor events in a writer’s trajectory, or critical responses to minor events.

Aravantinou translating ‘Penelope’

Aravantinou’s attention to literature as process was not only limited to her work on Joyce, but formed
her own poetry as well. In a 1983 interview in the review Awfdalw (58-72), she described her work as
a recording of the moment of poetry: ‘tpoonaben va amopovecw axptBng, xat vo teptyeddw, xot va
wataydbw ™ oTtyut| mov 1 moinon ouvtedeitar’ (1983b, 60).* In the same interview she declared that
Joyce was a significant part of her life, as she had started reading his works already in the mid-1950s.
She also repeats what she had already declared in her introduction to Ta elMyvid, about being

encouraged to conduct research on Joyce’s Greek acquaintances by writer Stratis Tsirkas:*

‘Oo “yo
OTAPUTYOEL OTO EAAMNVIMG v OEV LTYPYE 7] ToEOTELVEY Tov Talpxa, mov pov elye mer: Kot npémet vo
naverg pe toug Eddnveg not tov TCoug’, (62). Aravantinou alludes to her semiological approach and

emphasizes her interest in words or keywords which hold many different potentialities. At the same

time, she states that she does not see differences between languages, but a language in which we move.

4 ‘T am trying to isolate, and describe, to record the moment during which poetry happens’.

46 T would have stopped at the Greek [words] if it weren’t for Tsirkas’s prompting, who had told me: you need to do
something about the Greeks and Joyce.” Tsirkas was also the one to encourage Pavlos Zannas to translate Proust’s A /
recherche du temps perdu.
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While she mentions her preoccupation with Joyce as an ongoing process, she does not discuss at all
her experience with or thoughts on translation, an important aspect in her reading of Joyce. The first
text by Joyce which she translated, Dubliners, was completed while she was self-exiled during the junta,
and published it in 1971 under her initials.” Regarding Ublsses and Finnegans Wake, however,
Aravantinou worked on translations which she kept revising and refused to finalize. Among the
translations she published was the opening of ‘Penelope’ in 1982, included in the journal Tayvdgduos
for the Joyce centenary (24/1466, 80-1). The translation was accompanied by a photo of Nora
Barnacle, Joyce’s lifelong partner, alluding to the common assumption about the connection between
Joyce’s Penelope, that is, Molly’s character and Nora while the caption indicated that Nora never read
Ulysses because she found it and the heroine it featured obscene.

In Ulsses, Joyce took great care to form each character’s speech depending on their social class
and background. Bloom’s obsession with scientific factoids and meandering way of explaining his
thoughts are reflected in his interior monologue and so are Stephen’s literary and philosophical
preoccupations. Molly, on the other hand, until the very end, is only presented to the reader through
others’ memories, viewpoints, and references and mostly through male characters. Apart from what
the other characters say or reminisce about her, the only extended view of Molly is in ‘Calypso’, during
her morning interaction with Bloom. Nevertheless, she is only known fully to the reader in her
monologue in the last episode. Although Joyce has been praised for being able to pen down exactly
what is going on in a woman’s mind, and even though ‘Penelope’ has been read as an example of
éeriture feminine (Henke 1988), it is still a female character’s interior monologue written by a male

author.” Aravantinou has been the only female translator of this episode into Greek known until now.

47 As Koumantareas remarks, three translations of Dubliners appeatred in 1971-1972. 1t is interesting to reflect on whether
the translators felt a resonance of the book’s ‘paralysis’ with the political situation at the time.

4 See here Casey Lawrence (2023), The New Womanly Man’: Cross-dressing and Gender Inversion in Joyce and his Contemporaries,
PhD thesis, Trinity College Dublin. In chapter 3, ‘Feminine Fiction: Authorial Cross-dressing or Ecriture Féminine?’
(175-253), Lawrence examines critical references to ‘Penelope’ as éeriture féminine—which Cixous herself never argued—
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She published the opening of the episode (corresponding to 18.01-154) in Tayvdpduog, and included
another passage in her monograph T¢aiuc T¢ove: Zwij xar égyo (1983, 175-78, corresponding to 18.748-
808), while a typewritten manuscript of the entire episode in translation is kept in her archive.”
Comparing the two passages, published in Tayvdpduos and her monograph, with the manuscript, the
latter is clearly an earlier draft, at least as far as the published passages are concerned. Considering her
trajectory as a Joyce critic and translator, I will close this chapter by looking at the opening of
‘Penelope’ in Tayvdpduos and examine how her reading of Joyce through his archive and his writing
process informs her translational method. In what follows, I will focus on certain examples in
comparison with the respective rendering by Papatsonis (19306), as well as the three full-length
translations which will be discussed at length in the third chapter.

As already discussed in the previous chapter, Papatsonis relied significantly on the French
translation for his ‘Penelope’ which was published in To 3° uir, while the translation itself reads like
an exercise, serving also as a sample for interior monologue, a modernist writing practice. The idea of
sampling and exercise is manifested in its stilted style to which the use of the French text has also
contributed:

Yes because he never did a thing like that before as ask to get his breakfast in bed with

a couple of eggs since the City Arms hotel when he used to be pretending to be laid

up with a sick voice doing his highness to make himself interesting for that old faggot

Mrs Riordan that he thought he had a great leg of and she never left us a farthing all

for masses for herself and her soul (18.01-6)

No BeBota yiti moté Tou wg Twea dev elye Eavanduet T€Tt0 TEAYpRa vor {nTNoy 10

TEWIVO TOL Vo TOL TO PEEOLY aTo nEePRatt pall pe dvo avyd and Tov %ALEO TOL

Eevodoyeiov «Ta Eufinpata g IToAewey mov Ntav popeg mov Exape T0V QEWCTO GTO

npePBatt 1’ énapve Ywv rhadraonrn Tolovtag To heyIAo Talyvidt TG Vo UV GT| TO

evOLaPEQOV exeVg g yonac tovetag ¢ Kag Piopdavy pe v eAnida nwg tov eiye
YOO UMUEVO MATIOL OTaL YoreTaxta TG Stxbnung g odte pa mevtapa 1 abledyofn dev pog

ot parler femme, and argues that such interpretations actually stand in contrast to Cixous and Irigaray who introduced
these terms, proposing that ‘Penelope’ could be read as a case of ‘authorial cross-dressing’.

4 The passage included in her 1983 monograph was reprinted in the journal Zvvzédsia [Synteleia) (1990, 1: 50-2). The
typewritten manuscript is found in Aravantinou’s archive in ELIA, folder 4.2.
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apnoe OAO uaL AELTOLEYIES Ylar TOV eanTod g %ot Yo v Yoy ¢ (Papatsonis, To 3
part, 162)

Aravantinou, on the other hand, adopts a different approach by focusing on the text’s orality through

several aspects such as rhythm, pace, and idiom:

BéBota moté Sev énave éva téTolo mEdyp var {ntdet 1o TEwvd Tov 6To %EePaTt pe duo
owya peddta an’ Tov xotEo oL Xitw Appg OTéA TOTE TOL TUEAOTALVE TOV GEWOTO
EamAoQWPLEVOG 1] apeVTLa TOL 1ot P EEYPUYT PLVT] Var HATAPEQEL VO LTOLESOLUAWGEL
exelvr] v EuAOyEMa ™V nupla Plogvtay patcwpévr ) voule ut odte popdivt de pog
a@noe OAX GUAEITOLEYX %L ELYEAXLX YL TV CTLYYORAUUEVY TNV Yuyovra g (1982, 80)

Papatsonis’s Molly appears more detached from these memories and events than Aravantinou’s does.
Aravantinou’s translation echoes Molly’s irony for her husband through colloquial terms such as
Camhapwuévod (instead of the conventional ‘Eamiwpévod’), or ‘va pmovpdovxiwoe!’ to highlight
Bloom’s deceit. Concerning the idiomatic ‘old faggot’, for which Papatsonis had adhered to the French
expression and which resulted in a more humorous characterization rather than an insult, Aravantinou
draws from the word’s etymology (fag, a bundle of sticks) and translates as “vkoyone’. Moreover,
Aravantinou achieves a textual economy while preserving the orality and the text’s idiosyncratic syntax.
For example, the rhythm of the phrase ‘patowpévn ™ voule ut ovte papdivt de pog dynoe’ reflects an
immediacy in Molly’s speech. The colloquial ‘patowpuévy’ corresponds to the character’s social status
reflecting another aspect of Aravantinou’s method of translating speech by considering the
background of the character who speaks, something that was also at the center of Joyce’s writing
practice. For example, for the phrase ‘and his boiled eyes of all the big stupoes I ever met’, which
Papatsonis translates as ‘ta patia tov patiae Boaotov Yaptod xabwg Ohot avtol ot nAibor’ (163),
Aravantinou translates ‘UnaytdTino 10 YOLEAWUEVO KTl TETOLO nOLUN oY Oev ey Eavadet’.

Compared to Papatsonis, Aravantinou’s Molly appears even bolder and more confident with

using vulgarity—vulgar in the sense of the obscene as well as the common tongue—which could also
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be explained by the temporal distance between the two translations and what was considered
acceptable each time. Throughout the passage, Papatsonis keeps to the tone of the source text, as
mentioned in the previous chapter. Molly’s reference to Mary, the maid with whom Bloom was flirting,
in the phrase ‘if I thought he was with a dirty barefaced liar and sloven like that one’ (18.73-4) becomes
in Papatsonis ‘av 7€evpa mwg mnyaxiver pe pto Eedtaviowny pia Pedten pio TatoaBodpa ooy xal ToLTY
(163) while Aravantinou, adding a fourth expletive, draws attention to the rhythm that is often inherent
in cursing: ‘cov TOV oxeQTOROLVA Pe xelvy 1 Mydapa v €edavtpony v Pedton éva toOA’. She
translates using the accretive syntax or listing that is often employed in acts of cursing or swearing,
predominantly acts of orality. While the full-length translations which appear a few years before and
after Aravantinou’s ‘Penelope’ do not propose different solutions in terms of the obscenity itself, their
rendering is closer to written rather than oral speech with their addition of ‘xat’ in between expletives:

‘Otav Néepa Twg NTay pe uamota Eetoinwty Yedtoa not Bowptdea OTwWS exeivy’

(Thomopoulos, 1169)

‘OTOY OEPTOUOLYA TTWG T YALVE Pe LT T7] Bowptapa Eedtavtpony] Yebtoo xat

anataotaty (Kapsaskis, 769)

‘OTay oxepTOpoLVa OTL NTay pe o Bpoptapa Eedtdvipony Yebtoo xat Aéton’
(Anevlavis, 1038)

As this example shows, Aravantinou’s approach in ‘Penelope’ is also distinct in comparison to the
three existing full-length translations of Ulsses into Greek by Nikolouzos and Thomopoulos (1969-
1976), Kapsaskis (1990), and Anevlavis (2014). Although these are the main focus of the next chapter,
a brief examination of a few further examples along with Aravantinou’s translation illustrates the
different approaches not only between a female and male translators, but also between a poet-

translator and Joyce scholar, and translators without such a solid background in research on Joyce.
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In the first few pages of the episode, not too long after the point where Papatsonis’s translation
stopped, Molly thinks about sex and the misconceptions around it, and how unsatisfactory she finds

it. She then wonders:

why cant you kiss a man without going and marrying him first you sometimes love to
wildly when you feel that way so nice all over you you cant help yourself I wish some
man or other would take me sometime when hes there and kiss me in his arms theres
nothing like a kiss long and hot down to your soul almost paralyses you then I hate
that confession when I used to go to Father Corrigan (18.102-7)

Molly then moves on to her awkward experience of having to talk about someone who had touched
her in confession. All four translations of this passage, by Aravantinou, Thomopoulos, Kapsaskis, and
Anevlavis, preserve the meaning without proposing significant deviations from the source text. At the
same time, they achieve different results concerning point of view and style, which encourage different

readings of Molly’s character and the text.

YLOLTL VO [U7] LTTOQOVIE Vo PLIAY|COLULE EVaLy GvTEa YWEIG var Tov otepavwbobue oty apym
oe Zetpelaivel mov awcbaveoat Etol wEala OAX YHEW GOL TOL BeV AVTEYELS AAAO T 1ot
AU TOLQAG EVOLY VTOOL VOL GE TIXQEL BTNV AYUXALL TOL Xt OEV LTAQEYEL TITOTX GTOV OGP0
000 eva paxEd (eotd @Al mouv @Tavet xt avePBaiver xot Oepuaivet ™y Yuyn cov nat e
nocpadet ot ovTimae ey T avTég Tig cEOUOAOYTOELS OTAY TNYALVX VO O TOV TATEQ
Képtyxav (Aravantinou, 81)

YLOUTL VOU YV LTTOQEL LA YLVOUXOL VO PLAYOEL EVOLY GYTOA Y WELG VO TOV TXVTEEVTEL GTNY QYN
OOV AEECEL ALTO TEOUEE OTay atcbdveoat v emtbupio 1060 OPOoEYA OAx YOEW GOL TOL
BEV AVTEYELC OTOV TIELQAOPO AXYTXOW EVAY AVTO VO [LE TTQVEL TOTE-TOTE OTAV ElVaL EO®
N0 VoL PLE PLAGEL LECAL OTTV AYUXALE TOL 1oL OEV LTIQEYEL TIMOTA GUV TO TXQATETAUEVO AL
Oeppo @Al mov QTaver wg péca oty Yoy couv nat oxedOV oe TaEAALEL xat 1 OAO TOL
vt autob Tou eidoug Tig efopoloynoetg Otay Ty vo tdw tov mama-Kopryxay
(Thomopoulos, 1171)

YLTL VO U7V WTOQELG VO QLAY|OELG VY BVTO YWEIG VO TG TEWTA VO TOV THVTOEVTELG
namote 10 {NT1ag 1000 aypta OTav Viwbelg ETol 1000 OUoEYx G° OO TO xOPUL GOL dev
UTIOQELG VO TO ATTOPHYELG AUYTHOXW XVTOV 7] UATOLOV GAAOV AVTOX Vo [ EMALOVE UATOTE
exel mov BEIoKOLUAL KoL VX e PIAODGE UECH BTNV AYXAALA TOL OEV LTIAEYEL TIMOTX OTWG
evar oL xat {eoto @l mov nvkdetl Babes péca oty Yuyn cov oyedov oe moEaAdEL
botepa oryaivopat TV eopoloynor 101e mov mHyouve otov matépx Kopptyxav
(Kapsaskis, 770)
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YLt 8ev LTOQEELC Vor QPLAY|OELS EVALY AVTOX Y WELC TOWTX VO TG VoL TOV TAVTOEVLTELG LEQIXES

popEg 10 {N1ag aypta Oty atcbdvecat €16t TOGO OPOEYA TAVTOL G° OAO GOL TO XOPWUL Oev

umopelg vo avttotabdei embupm ndmolov avtpa 1) GALOV v 1’ ETALOVE HATIOLX YOO OTOLY

elvort Exel 1o Vo e PLAODOE PECH OTYV OYXUALY TOV TITOTA BEV VoLl Gy EVar QIAL EYAAO

not (e0TO PEYQL T PUAAOXAEBLX GOL GYEGOV GE TUEAADEL DOTEQX GUYXLIVOMOL UTY] TNV

e€oporoynon otay mryouve otov tatepa Kopptyray (Anevlavis, 1039-40)
Not all of the above translations use the same grammatical person to render ‘why cant you kiss a
man...”. The two recent ones by Kapsaskis and Anevlavis follow the original by translating into the
second person, which is used to convey the generalizing mode of Molly’s question. Thomopoulos
translates by adding more details in an attempt to clarify that Molly is wondering about things that
women specifically are and are not allowed to do: “yioti vo pnv pmogel par yovaino vor QUANGEL €vay
avtpo’. Aravantinou, on the other hand, changes the text’s second person singular and translates by
using first person plural conveying that Molly is thinking about all women and not just herself: “yroti
VoL (1] WTTOQOVLE Vor PIANGOLPE évay dvtee’. Aravantinou’s first person plural renders Molly’s question
as inclusive, thinking about women through the communal aspect whereas the other translations
render this question as reflective and specific. In the same vein, Aravantinou changes the grammatical
person in the phrase ‘I wish some man or other would take me’ by using second person singular, vot
Aoty Toedg vay dvtpa v oe maEet oty aynaka tov’, alluding thus to a shared experience of desire,
something that Molly knows is true not just for herself but for other women too. Although the
grammatical person of the initial question, which Kapsaskis and Anevlavis have maintained as second
singular, could also be read as an expression of communality, the use of the first person in Molly’s
articulation of desire, which both these translators also preserve, could be seen as rendering the entire
passage as an exclusively individual wish. While the choices by Kapsaskis and Anevlavis are the closest
to the source text, their translations highlight the idea of exclusivity of this desire as specific to Molly,

whereas Aravantinou foregrounds the aspect of female desire as a communal issue. Finally, another

interesting transformation is found in the phrase ‘a kiss long and hot down to your soul almost
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paralyses you’ which Aravantinou has rendered through a climactic repetition of verbs creating a
rhythm and highlighting the progressive movement of the kiss: ‘éva poxpd {eoto @kl mov prdver nt
avefatver v Ospuaiver tnv Yoy couv xat oe mopaider’ (my italics). Thomopoulos renders this in an almost
scientific style which creates a distance in this intimate reference: ‘cov 10 zagarerausvo non Osguo @i
TIOL PTAVEL WG Peoa oTny Yuy cov nat oxedov oe Toapakbel’ (my italics). Kapsaskis and Anevlavis are,
again, the closest to the original turn of phrase: vo poEL xat {eato Ukl mov xvkdet Babetd péoo oty
Juyn oov oyedov oe napaivel’ (Kapsaskis), Evo Quhi ueydio xot Leotd péyot o purilondedio couv oyeddv
oe mapoldel’ (Anevlavis). Apart from creating a rhythm, Aravantinou’s rendering highlights also the
kiss as an embodied act, as acquiring an agency of its own.

Moving between written and oral speech, Aravantinou’s ‘Penelope’ acquires a theatrical effect
whereas the other three translations are grounded in the monologue’s written form. In the above
comparison, Aravantinou’s translation highlights Molly’s desire as intimate but also as a shared female
desire while in the three full-length translations, desire is rendered with a focus on the specific
character, without considering its communal aspect. Molly’s monologue by Aravantinou appears in a
confessional light, intimate and immediate, whereas in the other three translations it is read as a
contained act, as reflective and occasionally proclamatory, as disassociated from its ‘speaker’.
Aravantinou highlights the orality of the text not only by using idiomatic speech and vulgarity in her
translation, but also by recreating a rhythm which invites a reading out loud. Moreover, she draws
attention to the connection between language and social class and, therefore, the construction of the
character by emphasizing the register. Her sensitivity to the spoken word as manifested in her

translation is informed by her reading of Joyce’s archive and creative process.
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Conclusion

Aravantinou’s research in Joyce’s Greek acquaintances and Greek language lessons proposes a reading
of Joyce through his transnational connections while also taking into account his ever-changing and
accretive writing practice. By focusing on transnational connections that have not received as much
attention by scholarship as others (such as Paris and the author’s Parisian circle) and by researching
unknown figures and minor events, Aravantinou explores modes of reading and writing about Joyce
through the aspects of minority and peripherality. Her interest in recovering the peripheral, the minor,
the unrecorded, or the half-noted in relation to one of the greatest figures of world literature allows
her to cultivate alternative modalities through which to read Joyce more productively. Her work on
Joyce’s Greek notes focuses on a small part of a vast archive while her reading is also impacted by her
own status and identity as a Greek poet who has experienced exile. Throughout her poetic but also
her critical work, Aravantinou shows an attention to language, idioms, and register, a preoccupation
she shared with Joyce and which she observed in his writing practice during her research.” This
attention to idiom and register not only informs her own reading of Joyce’s Greek notes and
connections, but is also found in her translation of Molly’s monologue. In contrast to the other four
translations which keep close to the source text and its textual aspect, Aravantinou emphasizes
colloquial and slang expressions, orality and theatricality. For Aravantinou, Joyce and his work became
a life-project which intertwined with how she viewed herself as a poet. Throughout her life she kept
returning to Joyce from different angles, the text, the archive, translation, and criticism, without ever
declaring her work finished. Her unwillingness to finalize her work is manifested in her introduction
to Ta eMyvind, and her approach to the archive, but also in the translation of Ulysses to which she was

returning again and again but did not publish, in the translated passages from Finnegans Wake which

%0 According to accounts, Joyce paid great attention to the realism and accuracy of the characters’ language in literature
(Power 1999).
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she revised, even in the way in which she talks about her doctoral thesis which apparently remained
unfinished:

Kot Befaiwg [o Tolprag] ciye anoivto dinto, nat 1 épevva pov dev teleiwae naboiov,

g)Eel MO MOM& GTOVYElX PECH TOL EATLW %ATOLOG Vo T YEEEL elg Tepag. Eyw amimg

vo€etg exavo. Adhwote Sev 1 evdlapeet var tehetwow avty] ) Statetr). Nouilw ot éyw

TOAMG TEAYPaTH Vo xavew: dnhadn 1 Dooen B’ pov édetée Ot éyw nt sl moaypoto vou

navw. (1983b, 62)

And of course, he [Tsirkas] was absolutely right, and my research is in no way finished,

there is a lot of evidence in it that I hope someone will complete it. I just provided

hints. I am not interested in finishing this thesis, anyway. I think I have a lot of things

to do: that is, I'paps E’ made me realize that I have other things to do, too.
Aravantinou’s entire trajectory as a Joyce translator, reader, and scholar, and the weird modality that
her reading introduces highlight practices of returning, revisiting, re-reading, and rewriting as
processes which keep unraveling the text while also adding to it, ongoing ‘unfinishing’ processes. The
first attempts at a critical readings of Joyce and specifically Ulysses which were discussed in the previous
chapter, Pentzikis’s insights and Karelli’s article, posed questions about writing the self, and the
writer’s identity. In contrast to the division between the writing self and the I” of the writer which
Karelli introduced influenced by her Christian education and philosophical interests, Aravantinou,
from a poststructuralist background, suggested reading through the ‘confusion’ between life and
writing, through the transformation that ensues, and through Joyce’s multilingualism which creates a
language of its own. The following chapter moves away from critical readings and focuses on the
existing full-length translations of Joyce’s Ulsses into Greek. While multilingualism is seen by

Aravantinou as a poetics, in the full-length translations it becomes a challenge, a problem which

contributes to agonistic readings of Joyce’s text.
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Chapter 3: A translator’s odyssey: the full-length translations of
Ulysses in Greece

Introduction: ‘Volta’ and ‘Studio’, cinema and circulation

It was towards the end of 1909 when James Joyce conceived of and set out on his enterprise of
founding what he thought was going to be the first cinema in Dublin, an ambitious business scheme
among the many others he devised. While in Trieste, Joyce came up with several business projects
such as importing Irish tweeds, or becoming a professional tenor, and although none of them resulted
in profits or success, they were indications of the Irish author’s entrepreneurial spirit which is observed
later in the promotional strategies he devised to establish himself as a writer. However, his aspiration
to open the Volta cinema in Dublin, although market-driven, was at the same time an opportunity to
promote films and, more generally, the habit of going to the cinema, which was already very popular
in other European cities, such as Trieste, but had not been taken up in Ireland yet, at least not to that
extent.' The films that were shown at the Volta cinema were silent with intertitles in languages such
as French, Italian, or German instead of English, the language most familiar to the audience in Dublin.
The lack of English or American films and the foreignness of the material shown, the fact that the
viewing material had to be sent all the way from Trieste, as well as Joyce’s own absence, combined
with erratic programing and management led to the failure of the project. The Volta cinema was sold
to an English firm, the Provincial Cinematograph Theatres, within only five months after its opening,
in mid-June 1910.> When Joyce was informed that he would not receive a shate of the sale price, he

felt deceived as he thought he deserved some profit for providing the idea to his partners. A letter

! There might not have been any cinemas in Ireland yet, that is, halls exclusively devoted to the purpose of screening and
watching films, but films were already being shown in other venues. See ‘Introduction’ in McCourt (2010). For more
information on Joyce’s Volta project see McKernan, ‘James Joyce and the Volta Programme’ in McCourt (2010, 15-27).
2 See also Joyce’s letter to his brother Stanislaus dated 13 June 1910 (LLII, 285-80).
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from Ettore Schmitz (the Triestine writer Italo Svevo), written in reply to Joyce’s complaints on the
matter, highlights the Irish authot’s obsession with this project as well as the contrast between his
overlapping identities, those of an entrepreneur, cinema owner, and ‘literary man’:
You were so excited over the cynematograph-affair [sic| that during the whole travel I
remembered your face so startled by such wickedness. And I must add to the remarks
I already have done that your surprise at being cheated proves that you are a pure
literary man. To be cheated proves not yet enough. But to be cheated and to present

a great surprise over that and not to consider it as a matter of course is really literary.
(15 June 1910, LII, 286; also quoted in JJII, 311)

A ‘pure literary man’ had ventured to bring cinema to Dublin in a more systematic form in the
beginning of the twentieth century by recruiting foreign investors and circulating foreign films which
the Irish audience could not follow easily. Despite its ‘outlandishness’ and the fiasco in which it
resulted, this project also aimed at a certain artistic education and cultural dissemination. It aimed to
introduce new material, new ideas, and, most of all, a new habit that would bring the people of Dublin
closer to the other more developed European cities. Apart from Joyce’s preoccupation with Ireland’s
status within Europe and the world, as well as his own relationship with his home country which he
sought to re-establish through that project, this act also foregrounds the Irish writer’s interest in the
medium of film, cinematography, and cinematicity, an aspect that is discernible in his writing, but also
in his way of reaching out to the public, in circulation and dissemination.’

More than half a century later, at the other end of Europe, filmmaker Sokratis Kapsaskis, a
man who, among other qualities has also been considered literary, embarked on his own cinema

project in the center of Athens. A few months after the coup d’ état on 21 April 1967, which

3 For an extended discussion on cinematicity in Joyce’s work, see Williams (2020). Williams shows that cinematicity in
Joyce is not only a response to the advent of cinema, but also stems from other visual media and forms of entertainment
that were circulating before film, such as the magic lantern, shadowplay etc, and which were formative for the authot’s
work. More specifically, Williams claims that by the time of Ulsses, ‘inter-mediality between Joyce’s narrative style and
cinematic techniques was so synergetic and pervasive as to attract enthusiastic attention from film-makers themselves.’

(10)
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established a seven-year military dictatorship (1967-1974), in October 1967 Kapsaskis opened the art
cinema ‘Studio’ for which he had managed to get license before the coup. It is there that he started
screening foreign films while also promoting the work of young Greek directors and artists. While the
1960s and the events of 1968 were unfolding around the world, Greece was experiencing a time of
political oppression and cultural stalemate to which Kapsaskis responded by importing, screening, and
making available to the Greek public works by major filmmakers of the 1960s. The dictatorship, also
known as the ‘Colonels’ junta’, had imposed numerous restrictions on every aspect of public and
private life, among which was preventive censorship of the press, of publications, and art.* These
restrictions have been considered to have brought a halt to Greek artistic and literary production
during those seven years. Although there was still literary and cultural activity, many writers refused
to publish either out of fear or to resist censorship, while translations of foreign works flourished at
the time as a means of survival for publishers and writers-translators.” At the same time, many writers
and artists found a way to work around those limitations while events and ‘gestures’ emerged as a way
of resisting the regime and providing alternative platforms for artistic expression, engagement, and
cultural dissemination. Some of them also subverted the limitations imposed by the laws of the
dictatorial regime by using them in their creative process, one example being the publication of
Aenaoyrd) neiueva [Dekaochto Kezmena, ‘Eighteen Texts’] by the historical publishing house Kedros in
1970, immediately after preventive censorship was lifted. At the same time, small publishing houses
appeared, which circulated literary texts as well as political theory and philosophical texts in
paperbacks, many of which were translations (Axelos 1984; Kornetis 2013, 158-224). Amidst this

climate, Kapsaskis introduced to the Greek audience major directors such as Jean-Luc Godard,

4 For further details on life and publishing under the dictatorship as well as on the restrictive laws that were imposed
after preventive censorship was lifted in 1969 see Van Dyck (1998) and Kornetis (2013).

> See also Asimakoulas (2005) and Mygdali (2012).

¢ For more information on the publication of Aexaoyrd xeiueva (Eighteen Texts), see Van Dyck (1998), and Kornetis
(2013). For a detailed analysis of this event as a ‘gesture’ see Papanikolaou (2002, 2010).

162



Federico Fellini, Ingmar Bergman, Grigori Kozintsev, Luis Bunuel, Elia Kazan, as well as the British
New Wave directors Tony Richardson, Lindsay Anderson, and Peter Watkins. He also promoted the
work of young Greek filmmakers and set up a space for events, exhibitions, and studying. The cinema
was shut down by the police more than once while it also had to relocate. Despite the obstacles,
‘Studio’ remained, during the seven-year dictatorship and throughout the 1980s, a productive cultural
space for audience and artists alike.” Within this context, the act of founding ‘Studio’ can be seen as a
gesture for the purposes of circulation, dissemination, filmic and artistic ‘education’, as a form of
activism which aimed at providing the Greek public with access to the cinema and cultural
development from abroad. Kostis Kornetis (2013) singles it out as an example of certain cinema halls
which functioned as spaces for information exchange during the junta.” In contrast to the ‘Volta’
project that Joyce instrumented, Kapsaskis’s ‘Studio’ responded to dire political circumstances,
rendering it thus more of an act of resistance rather than an entrepreneurial market-driven scheme.
Nevertheless, both cinema schemes stemmed from passion projects and individual initiatives; they
aimed primarily at cultural dissemination and circulation, and at cultivating a certain cinematic and
wider education, while they are both characterized by a dedication to a cause. Kapsaskis ran ‘Studio’
until 1985 when he decided to turn to another passion project of his and, I suggest, also somewhat
related to his cinematic venture in terms of mediating work, the translation of Joyce’s Ulysses, which is
often considered his most significant literary achievement. Having already published three poetry
collections, three novels, critical work on Dionysios Solomos and with no solid background in literary
translation or previously published work on Joyce that is known until now, Kapsaskis’s decision to

embark on the long project of translating Ulysses might initially seem almost inexplicable.

7 Information about ‘Studio’ can be found in Papadimitrakopoulos (2014 [2003]) as well as on the report from a tribute
to Kapsaskis that took place at ‘Studio” on 30 October 2017 which can be found on
https://www.ermias.gr/el/culturalactions /kapsaski-apotimisi.html [accessed 12 March 2024].

8 ‘Apart from offering a space for mimicking foreign student movements, cinema halls—especially Alkyonis and Studio
in Athens and Thymeli in Salonica—served as sites for information exchange and recognition.” (178)
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The ‘usylessly unreadable Blue Book of Eccles’ (FIV”179.26-7) finally in Greece

The two previous chapters examined events in the trajectory of Ulsses in Greece which formed
connections with broader significant moments in the development of Greek literature and its
interaction with central literary spaces. After the early fragmentary translations of Ulysses and the short
notes debating interior monologue and modernist writing in the 1930s and 1940s, after Manto
Aravantinou’s readings of Joyce’s Greek notes through the lens of transnational authorship and
multilingualism in the 1960s and 1970s, this chapter will consider the three existing full-length
translations of Ulsses into Greek as comprising one more significant event in the Joyce trajectory in
Greece which raises broader issues that not only correspond to the development of Greek literature,
but rather to debates regarding issues of translation, readership, and world literature. Whereas up until
now the two ‘events of reception’ discussed in this thesis were focused on importing Joyce and
bringing his work to the Greek literary space—either as a way of renewing Greek literature, or as a
way of highlighting overlooked associations—it is at the moment of the full-length translations that
issues of interaction and positionality within the world literary space come to the forefront. While all
events examined in this thesis are examples of local ‘encounters’ that, as Francesca Orsini (2015) has
argued, contribute to mapping and understanding the ‘workings’ of world literature, it is in the moment
of the full-length translations that these encounters, although starting from individual initiatives, lead
to theorization of issues of locality and literary translation and are supported by institutions and
cultural agency.

This chapter will examine the three full-length translations of Ulysses (Pairidis 1969-1976,
Kedros 1990, Kaktos 2014) which signal the moment of Ulsses in Greece as a printed and bound

book, situated within a wider surge of lengthy novels in the Greek literary space and a development
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of the Greek publishing market. Issues such as theory and practice of translation, as well as the
surrounding discourse, (un)translatability, reading foreign literature in the original and in translation,
instability of the translated text and the source, formation of readership and national literature, as well
as circulation and dissemination and the practices through which these are achieved, have all been
appearing in various forms in the previous chapters. With the full-length translations of Ulysses,
however, these are now more easily considered through the lens of institutionalization,
systematization, and cultural agency. Ulysses in translation is now part of publishing programs, it enters
the literary market, it is considered for prizes, it contributes to theoretical discourse about translation
and becomes part of the Greek canon of translations. Ulysses, which was known through fragmentary
translations, notes, and critical readings, acquires now the shape of a book in the Greek literary space.
Although stemming from individual initiatives and personal projects, the circulation and dissemination
of Ulysses are now achieved through institutionalized platforms. Within this institutionalization, the
rise of the translator figure foregrounds issues of authority and mediation in relation to the author.
The aspect of cinema discussed earlier that is, Kapsaskis’s project of importing and screening foreign
films at a time of political crisis, is a preamble not only for the practices of circulation and
dissemination, but also for mediation which is foregrounded in the discourse surrounding the full-
length translations of Ulysses.

For this chapter, I am drawing from scholarship on Joyce and translation such as Patrick
O’Neill (2005), Ira Torresi and Rosa Maria Bollettieri Bosinelli (2007), as well as Jolanta Wawrzycka
and Erika Mihalycsa (2020). As discussed in the introduction, O’Neill introduces a ‘macrotextual
model’ for reading Joyce which generates a multilingual text requiring ‘transtextual reading’. Following
Fritz Senn’s earlier approach of reading Joyce as translation (1984), O’Neill views the act of translation
as always adding meanings and contributing to the zber-text instead of reducing the original text.

Drawing from Lawrence Venuti’s analysis of the translator’s invisibility, Torresi and Bollettieri
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Bosinelli state that ‘in Joycean translation, the translator is inescapably vzsible—and although this might
make non-translation-oriented Joyce scholars cry scandal, the real scandal in translation is pretending
not to see that the translator /s there, and should be acknowledged as co-authoring figure rather than
as a shadow of the original author’ (2007, 12, citing Venuti 1995 and 1998, esp. 31-34). (In)visibility
runs throughout the chapter as we will see in the case of the first translators, Leonidas Nikolouzos
and Yannis Thomopoulos, and the context of the first publication of Ulysses in 1969-1976, but also in
Kapsaskis’s account about his Odvodéag [Odysseas]. Another line this chapter follows, is the rise of the
figure of the translator and the development of translation studies as an academic discipline in Greece
towards the end of the twentieth century. Furthermore, the contributions in Wawrzycka and Mihalycsa
(2020) focus on translations and retranslations in specific languages, showing that the revolutionary
textuality of Joyce’s work ‘provokes and resists permanent (re)translation, soliciting translatorial
creativity and excess that hybridizes the receiving language, occasionally going against the grain of TL
norms and received styles’ (19). Along with the above, I also draw from scholarship on the concept
of ‘prismatic translation’ as it has been formulated recently by Matthew Reynolds (2019) to explore
how the three existing Greek translations of Ulsses form a textual space foregrounding literary
multiplicity considering, at the same time, the translator as an embodied agent (Woods 2013).

This chapter will mainly focus on the 1990 translation by Sokratis Kapsaskis while also
considering the other two, by Leonidas Nikolouzos and Yannis Thomopoulos (1969-1976), and
Eleftherios Anevlavis (2014). I will examine these translations not as inadequate endeavors isolated
from one another, but as contributing to an evolving landscape. David Damrosch’s suggestion that
‘we will gain a better sense of the real shape of national literatures if we think of them as less in terms
of national languages than of national markets’ (2014, 347-60: 351) is at the center of this chapter.
Terms like ‘national language’ and ‘national literature’ are being more and more complicated by world

literature studies in debates of defining world literature and its object of study, and raise questions
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regarding the place and position of these terms in a globalized literary space.” However, these concepts
are embedded in the power dynamics according to which markets function, and therefore become
crucial to our perception and examination of world literature, especially considering the time period
on which this chapter focuses, that is, the end of the twentieth century when circulation of texts has

become easier.”

The national book market becomes a significant factor when translations are
circulating in a more institutionalized setting, are getting published in book-form and often with state
subventions, are being reviewed in national newspapers etc. In contrast to the early fragmentary
translations in avant-garde journals or Aravantinou’s critical work, the full-length translations of Uysses
are intertwined with the prevailing tendencies of the Greek literary market at the time of their
appearance. As a result, translation and literature are also seen as parts of a market network in this
chapter.

In his seminal essay “The Task of the Translator’, an introduction to his translation of Charles
Baudelaire’s Tableanx parisiens (1923), Walter Benjamin highlighted the importance of transparency in
translation by arguing that ‘[a] real translation is transparent; it does not cover the original, does not
block its light, but allows the pure language, as though reinforced by its own medium, to shine upon
the original all the more fully’ (2015, 79). In his theorization of ‘prismatic translation’, Reynolds (2019)
explores further Benjamin’s notions of transparency and light as he draws from the metaphor of
translation as a prism to address analytically the inherent multiplicity of translation, that is, its potential

to produce endlessly multiple and different versions of a text. At the same time, Reynolds also

considers the metaphor of translation as a channel, that is, its function of carrying across meaning

® For the concept of the nation in global modernism discourse see Thacker (2016); for a discussion of the way in which
comparatists have been viewing ‘national’ literatures see Damrosch (2020, 207-52); for a discussion of national spaces
and borders see Gardini et al, (eds.) Minding Borders: Resilient Divisions in Literature, the Body and the Academy (2017) and
Francois’s essay in the volume, “The Mother Tongue as Border’ (115-34).

1% See also Apter (2006) who, discussing publishing matkets, foresees that nation-states will become obsolete due to the
development of a global literary market and that national literatures will eventually cease to exist as they will no longer be
profitable marketing labels in bookselling (100). It could be argued, however, that publishing markets are in fact relying
on such terms.
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from one language to another and producing the same text. Reynolds suggests that the two contrasting
metaphors, the channel, which underlines translation’s one-sidedness, and the prism, which highlights
its inherent multiplicity, necessarily co-exist in discourses about translation and haunt each other.
Analyzing these contradictions, Reynolds uses the term ‘prismatic agon’ to address analytically the
reaction of anxiety that translators develop towards the prismatic processes of translation. Prismatic
agon occurs when it is understood that ‘translation necessarily generates and participates in a multitude
of differences’ (35), causing doubts to the translator regarding their practice. Even when the idea of
translation as a channel prevails, that is, translation achieving equivalence, the awareness of its
multiplicity triggers doubts over an already existing translation of a work. Reynolds’ examples,
however, focus on established writers-translators who translate into English (Elizabeth Barrett
Browning, John Dryden, Ciaran Carson, Lydia Davis), viewing these reactions as personal feelings
that are expressed in their own discourse. But what happens when translators are not well-known
writers, come from literary spaces or translate into languages that are traditionally considered
peripheral and minor? Does the positionality of the literary space into which a work gets translated
affect discourses about translation? In what ways does a prismatic view of translation, and more
importantly, the oscillation between translation as a channel and as a prism, and prismatic agon
develop in such cases? And what happens when a translator’s reactions to their work are addressed to
the reader and frame the translation? Or when accounts by translators are not available to us at all?
These are a few of the questions I will explore in what follows. The channel and prism metaphors,
and the concerns that the prismatic processes of translation may cause to translators constitute useful
tools with which to approach Kapsaskis’s apologetic preface to his 1990 translation, the dismissive
reviews it received, and the debate that ensued, but also the translation by Nikolouzos and
Thomopoulos (1969-1976) which preceded it and which is today almost forgotten, or Anevlavis’s

translation (2014) which seems to be closer to the developments in Joyce scholarship but at the same
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time re-foreignizes the text. As Kapsaskis chooses to frame his translation with a discussion of his
struggle with the text, agonistic reactions are extended to the translated text itself and affect its reading,
as is reflected in the reviews. Prismatic agon therefore is not restricted to his own account and practice,

but allows us to reconsider the other two translations as well, even if they lack similar accounts.

The three Greek translations of Uysses in context

The 1990 translation by Kapsaskis is preceded and followed by the other two full-length translations
which appeared approximately two decades before and after respectively. The first, one of a rather
obscure history and henceforth referred to as the ‘Pairidis translation’, was Odvocéag, translated by
Leonidas Nikolouzos and Yannis Thomopoulos and published in the period between 1969-1976,
serialized in seven or nine volumes." It was published by the marginal publishing house Pairidis and
is completely overlooked in contemporary literary conversation apart from sparse brief comments. In
the first overview of Greek translations of Joyce’s work, in 1973, writer Menis Koumantareas refrains
from passing a final judgment on the grounds that the Pairidis translation had not been completed
yet—at the time of his writing, there had only been five volumes (1973, 44-5). However, feeling the
need to point out the issues that emerge from a first reading of the Pairidis translation, Koumantareas
talks about sloppiness in translation as well as in typographic appearance, which he finds unappealing.
Apart from the lack of contextual framing which he characterizes as ‘monstrous’ (“tepatwdec’),
Koumantareas is also concerned with another matter of appearance, that is, the publisher’s decision

to circulate the book in several smaller volumes a decision which, says Koumantareas, conveys the

1 The volumes do not bear dates of publication. The date is provided by Raizis (1998-2000) and Pechlivanos and Politi
(2004), while Marangopoulos (2010) gives an approximate start date of 1966-67. As for the number of volumes, until
now I have been able to find two different versions, one in seven and one in nine volumes. Each volume of the former
contains three episodes, with the fifth volume being split into two parts (15t part: ‘Nausicaa’ and ‘Oxen of the Sun’, 2°d
patt: ‘Circe’), while in the nine-volume version, of which a copy can be found in the Zurich James Joyce Foundation, the
sixth volume is also split into three: ‘Eumacus’, Ithaca’, and ‘Penelope’. That makes pagination differ from one version
to another. In this thesis I use the seven-volume version.
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impression of Ulysses being a fast-produced work, a clearance sale."” Aravantinou mentioned
‘irresponsible translators and even more irresponsible publishers’ and referred to what seems to be
the Pairidis translation as ‘chopped up, incomplete, and very expensive’, an example of ‘translational
atrocities” (petapoaotinég abhotreg).” Finally, in one of his critiques against Kapsaskis’s 1990
translation, in an attempt to dispel false assumptions that the latter was the first Greek translation of
Ulysses and therefore groundbreaking, translator Aris Berlis points out that the Pairidis translation
preceded it and that it was ‘bad, awful’ (“rour, ndototn’, 1991c, 12). These few and brief references to
the Pairidis translation, all point towards a translation that was done hurriedly and carelessly, circulated
in the context of the Greek dictatorship and its aftermath, one that was considered inadequate, and
which was quickly forgotten as the lack of critical discourse about it shows.

In his own brief comparison of the Greek translations of Ulsses, M. V. Raizis (1998-2000)
refers to an interview he had with one of the two translators who participated in the Pairidis
translation, Yannis Thomopoulos. According to that interview, Thomopoulos’s knowledge of English
was limited, and he worked by consulting a dictionary as well as the 1929 French translation. Although
the appearance of this translation, along with the translation of Dubliners by the same publishing house
might seem like a mystery in the Greek Joyce trajectory, it is very much a product of its time. The fact
that a key modernist text is translated and circulated—in several volumes—by a marginal press, even
though it appears to be a costly undertaking due to the length of the text, and at that specific time of
the dictatorship points towards another translation project that is being carried out at the same time
under dire circumstances, that of Proust’s A /a recherche du temps perdn by Pavlos Zannas while he was

in prison. Considering also the number of small publishing presses that appeared at the time, this

12 “uov aivetan andun dromt v Broobvy vo Eenetary el 10 épyo oe Sdaetg, mow Oupilet adpLoTa exnTwoetg not EemodANpa’
(1973, 46)

13 “To noupaderypa g eAANVinyg petappaons tov Odvadéa, xouTeovEepevng, ATEAELWTYG 1ot TavaxEtBng eAmilw va uny
enavaAngBet.” (1983, 203)
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translation becomes part of a pattern; many of these presses circulated translations in paperbacks
(Kornetis 2013, 161) and very often without contextual framing (2013, 165-66)."* The Pairidis
translation of Ulysses could also be viewed as an example of a small-scale initiative, one of the arbitrary
events that are often part of a writer’s or a text’s trajectory, a local practice, even though forgotten in
its own locality. It is potentially an opportunity to ask ourselves how to talk about and critically frame
such seemingly arbitrary gestures and encounters in literary trajectories, such ‘false starts’, as they are
often called, attempts to bring a text or a writer into another literary space which are barely noticed
and of which the impact is difficult to determine. As for the publisher himself, his name, Iakovos
Pairidis, appears in the credits of a few Greek films either in photography (Maxedoviros 1 duog
[Makedonikos Gamos, ‘Macedonian Wedding’], 1960, dir. Takis Kanellopoulos), or as a cast member
(Mépec tov 36 [Meres ton ’36, ‘Days of ‘36’], 1972; O ®iacog [O Thiasos, “The Traveling Players’], 1975,
dir. Theodoros Angelopoulos). His publishing house, which, as the evidence suggests, was a small
press mostly run by himself, published paperback (but also hardback) translations of short texts by
Nikolai Gogol, William Faulkner, T.S. Eliot, Arthur Rimbaud, Natalie Sarraute, Thomas Mann as well
as theoretical texts on cinema and theater. Ulysses is the lengthiest text he published, and Joyce is the
only writer by whom he published more than one works, as well as a collection of essays.” In his
edition of Dubliners, the stories have been split among three different translators. Practices such as
translation commissions, plain paperback covers, serialization, and publication in installments in the
case of Ulysses show that there was an eagerness in publishing and circulating while they also attest to
the publishing house’s limited resources. Moreover, all these characteristics show Pairidis to be a part

of, or to have tried to be a part of the cultural development and book market surge that, as Kornetis

14 See also Asimakoulas (2005), Axelos (2008), and Mygdali (2012).

15 Even though most of the non-fiction he published had to do with cinema, Pairidis published a collection of translated
essays about Joyce’s work by Harry Levin and Ezra Pound: Ezra Pound and Hatry Levin (n.d.), 6 doxiua yra tov T¢0v,
trans. Manolis Chairetakis (Athens: Pairidis). Pound’s essays had appeared in The Egoist, The Future, and The Dial while
Levin’s essays are chapters from his book James Joyce: A Critical Introduction (1960).
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(2013) argues, took place during the dictatorship after preventive censorship was lifted in 1969. And
while such evidence gives us a sense of what Pairidis publications might have been like, Iakovos
Pairidis still remains a mystery. The only image I have of him is from his voter’s identity card, dated
1946, according to which he was born in 1920 and used to live, in 1946 at least, in Pireaus, while what
is written under ‘employment’, although not easily decipherable, is most probably the word
“evnpotoypapotie  (cinematographer).'® The Pairidis translation, therefore, introduces the
cinematicity affinity which Kapsaskis’s involvement brings to the practice of translating Ulysses as a
practice of cultural dissemination and a form of translation across media.

Many details remain unknown about the other two translations as well, despite their being
much more recent. The latest translation, published in 2014 by Kaktos publications was completed by
Eleftherios Anevlavis; in his introduction, the translator claims that he has used the now standardized
Gabler edition as his source text, while he does not explore further any translation or composition
issues but focuses instead on the text, its interpretations, and a general background. The footnotes,
strongly influenced by Don Gifford and Robert J. Seidman, Uhsses Annotated: Notes for James Joyce’s
Ulysses’ (1988), provide some explanatory background to the text, while many of them are also
employed to explain certain translation choices and puns. This translation too appears to be an
individual initiative, owing to Anevlavis’s personal interest in Joyce which is mostly manifested in his
work on Finnegans Wake which he translated and published in 2013.

Eleftherios Anevlavis is a doctor and has worked mainly as a pneumonologist in the public
health sector in Greece, while he is also a writer and a translator of Joyce. He identifies himself as an

‘amateur translator’;'” he has written books and he has been involved in literary projects in connection

16 The voter’s identity card is found among other documents and the remains of the publishet’s stock in a storage room
in Athens which was kept by Pairidis’s son, Feidias. After Feidias died, this room is being looked after by Rudy Rinaldi
who very kindly allowed me to have access.

"7 See Eleftherios Anevlavis (2012), ‘Efopoldynon tov petappooty’, Néa Eoria 1856, 261-78
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to the Greek writer and playwright Paris Tacopoulos who openly considered Joyce as one of his main

influences.'®

Specifically, Anevlavis has written a critical-exegetical guide about Tacopoulos’s
experimental novel Kevsj dtalsjxn [Hollow Testament], as well as a book about the main character of Kevzj
by, Monikin—who cotresponds to HCE in FIP—and an essay about Finnegans Wake."”
Anevlavis’s other works include books of polemical essays such as AvevAafyj xeiusva [Aneviavi keimenal,
2014) against the political system in place.”’ Playing often with his own surname (Aveviaf#c meaning
blasphemous) in his texts, he used to be known for his notoriously execrative appearances on
television. As far as his work on Joyce is concerned, Anevlavis has produced the first and so far only
tull-length translation of Finnegans Wake into Greek (H Aygdrva twv Divveyrav, Kaktos, 2013) as well
as the third Greek translation of Ulysses (Odvodéag, Kaktos, 2014) with a preface by Takopoulos. During
the years prior to the publication of H Aypvzva twy Pivweprav, Anevlavis published in the journal Néa
Eortia excerpts from his translational work accompanied by commentary (Anevlavis 2008), as well as
a text about his translation practice titled ‘E€opordynon tov petappaoty’ [‘A translator’s confession’]
along with an introduction to Finnegans Wake (Anevlavis 2012). Anevlavis stands out as an
idiosyncratic, counter-cultural figure whose work on Joyce and translation somewhat contradicts his
public image. However, it brings us back to another aspect of Joyce reception history, namely the fact
that Joyce studies as a field tends to attract eccentric figures and idiosyncratic readings (Conley 2020,
123-50; Corser 2022, 102-3).

In what follows, I will focus on the 1990 translation by Kapsaskis as a translation that defined

the moment when Ulsses appeared in Greece as a printed and bound book, translated in its full form,

'8 As Pechlivanos and Politi note, Paris Tacopoulos’s fiction is an example of Joycean and specifically wakean influence
as in his novel Kevsj diabrjuy [Hollow Testament] ‘the author playfully moulds a new hermetic lexicon of Greek a la Joyce’
(2004, 468). For more on Tacopoulos see https://www.paristacopoulos.gr/.

"% See Eleftherios Anevlavis (2016), H Kewvsj dtablsjxn ov Tdor Taxdrovdov. Ilepl tivog mpdxertaly Amooxdtnady uov (Athens:
Kalligrafos) and (2020), Mdveav 1) 0 tehsvtaiog tww yovviravey Opupuaroboudrar (Athens: Kalligrafos) as well as (2014), H
aypvrva v Divveyxav wov TCnque Tlovs. Ilepl tivog mpdrerrary; (Athens: Kaktos)

% Such stances might be seen as idiosyncratic and eccentric. Anevlavis is also known for his appeatances in television
shows of yellow journalism.
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and became accessible to the broader public. Among the three full-length translations, Kapsaskis’s
Odvodéag was the one that gained the most recognition as it also won the European literary translation
award Aristeion in 1992. It was regarded as a major achievement but also an inadequate one as it was
criticized in the daily press and sparked controversy over broader issues of translation and readership
expressing local anxieties about translating and reading in translation. Through the concept of
prismatic agon, I will examine the discourse around the 1990 translation as well as Kapsaskis’s own
account and show how his work leads to theoretical discussions that express contrasting views about
literary translation. Taking into account the circumstances under which each translation appeared, I
will use the concept of prismatic translation to discuss how the three translations foreground a

multiplicity of literary language and can be reconsidered as different ‘refractions’ of the text.

<

Finally, Uysses in Greek, but for whom?’: Reviews, readership, and translation ethics

Kapsaskis’s translation of Ulysses appeared at a time of significant developments in the Greek literary
market and academic landscape which certainly played a role in its being established as a canonical
translation even though the Pairidis translation had come first. The growth of the book market in the
1980s and 1990s is marked by a surge in novel writing and publishing. As shown by Dimitris Tziovas
(1988) and Roderick Beaton (1999, 283-95), the 1980s is the time of short, 200-page ‘easy-reads’, a
development that is reinforced by a surge in translations. In the 1990s, a turn towards lengthier
narratives and chunkier novels is also reflected in translations. The publication of Ulysses in 1990
should, therefore, be viewed in the context of the tendencies of the Greek book market and as a
turning point. Kapsaskis had already worked in rendering works of art accessible so the aspect of
individual initiative should also be taken into account as the evidence suggests that Ulysses was a
passion project of his. However, Kapsaskis’s gesture and, most of all, the reception of his translation

become clearer when we consider not only his background, but also the development of translation
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studies at the end of the twentieth century in Greece. This development is reflected in events such as
the opening of the Department of Foreign Languages, Translation and Interpreting in 1986 in Corfu
as part of the Ionian University and later the literary journal Merdppaoy [Metafrasi, “Translation’] which
started circulating in 1995. There was an increasing interest in translation not only as a concept, but
also as an academic subject and, as Kapsaskis’s account of his own translation practice shows, there
was a growing discussion of what translation requires as a process and a product.

Amid these developments, it would not be an exaggeration to say that in the late 1980s, the
Greek literary space is ready for the translator to gain more visibility, to be recognized now as an
important figure who contributes to the production of the text. Apart from the institutionalization of
translation studies and translation practice with the opening of a higher education department, a more
systematic approach of translation is also foregrounded in relevant theoretical discussions. Towards
the end of the 1970s and while still working on his translation of Proust’s A la recherche, Zannas started
writing theoretical essays about the practice and the role of the translator, engaging with established
translation theorists and thinkers such as George Steiner, Walter Benjamin, and Jorge Luis Borges. He
was a founding member of the Literary Translation Center at the Institute Francaise d” Athénes where
he also taught. Moreover, in the 1980s, poet and critic Nasos Vayenas proposed a critical re-evaluation
of Seferis’s canonical translation of The Waste Land, raising a debate which lasted until at least the
2010s.*' Zannas passed away suddenly in 1989; by the late 1990s the journal Mezdpgaoy was publishing
tributes to translators, (‘mroptoaita petappactwy’, ‘translators’ portraits’) among which it included a
tribute to Zannas.” However, while translator-figures gain more and more acknowledgment, the
translator’s actual visibility in the text is still contested. Kapsaskis’s preface is an interesting example

as, apart from his prismatic agon, he also talks about his confrontation with his own visibility in the

21 See Vayenas (1989), Kokolis (2001) and Loulakaki-Moore (2010).
2 See ‘Tlogtoaita petoupoaotov: [ladrog A. Zawvag, ed. Ondet Varon-Vasar, Mezdgpgaoy *97, 3: 87-124
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text and with his reading of Ulysses. Instead of an attempt at an account of visibility, Kapsaskis’s preface
is an effort to make amends for what is ‘inevitably lost’ to support his reasoning behind his approach
and therefore explain any potential mistakes. More than that, I read his preface as an effort to make
amends for what he sees as his accidental, yet unavoidable, visibility. By providing this confessional
and apologetic account, Kapsaskis underlines his own attitude towards Ulsses and emphasizes the
respect he is expected to show to a masterpiece coming from the world literature center—if not
originating, at least established there. He involves the reader by inviting them to reflect on his practice
and possible solutions, but, at the same time, he also secures his own position as a ‘good’, meaning
‘invisible’, translator. The interest that developed at the time for a more theoretical and systematic
discourse about translation is also reflected in the reviews of Kapsaskis’s Odvooéag, reviews that
emphasize the ‘flaws’ of what they see as an inadequate translation, but also raise further crucial issues
about reading in translation, readership formation, and Greek literature at the end of the twentieth
century.

Out of the three translations of Ulysses into Greek, Kapsaskis’s Odvooéag stands out as the
moment-defining one as it generated a more systematic approach to translating Joyce’s novel, a
discussion that has been considered delayed in the Greek literary space.”” This discourse started from
Kapsaskis himself and his preface but continued in the reviews and comments that followed
publication. Along with the praises it received, Kapsaskis’s translation also caused a controversy which
unfolded in the columns of daily newspapers. It started from locating specific ‘mistakes’, and soon
expanded on broader issues related to Greek literature and translation. Issues such as a translation’s
quality and how to assess it, as well as identifying the readership for such a translation and the more

general themes of ‘translating modernism’ and multilingualism were at the center of those debates.

% Pechlivanos and Politi (2004) point out that thete has been a delay in Joyce’s reception in Greece both in terms of
translations as well as in terms of critical discussion of translating Joyce.
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The key figure in the debate, and the loudest critic of Kapsaskis’s translation was Aris Betlis, a public
intellectual known for his translation of ‘The Dead’** Berlis went on to translate .4 Portrait, but also
other English writers such as Virginia Woolf (The Waves, To the Lighthonse) and Emily Bronté (Wuthering
Heights), as well as Irish writers such as Flann O’Brien (The Third Policeman) and Ciaran Carson
(Shamrock Tea), while he also edited a translation of Ellmann’s biography of Joyce.”” In what follows,
I will trace this controversy in critical pieces which appeared in the daily press after Kapsaskis’s
translation; some of these notes are laudatory or at least positive, some others are more critical towards
Odvodéag (1990). Although occasionally connected to personal antagonisms, the arguments that stem
from this controversy reflect the different stances towards Greek literature and the literary market in
relation to world literature and international currents. These pieces appeared in national newspapers
and were therefore widely accessible to a broader audience than if they had appeared in literary journals
or other similarly specialized publications as we saw happening with the material related to the early
reception of Ulsses in Greece. Kapsaskis’s agon gives space to the reviewers to disapprove or to
develop a discourse around translation as a practice while prismatic views of translation find their way
in as well. Even though the main topic is Joyce’s Ulsses and its translation, the text and the writer are
quickly sidelined by more theoretical discussions about translation that touch upon local issues related
to reading. Kapsaskis’s Odvodéag, therefore, is a book which is seen as a major—but also
questionable—contribution to the Greek Joyce trajectory, and ends up foregrounding issues of locality
as well as peripheral positionality within the world literary space. The question of a finished and

definitive translation of Ulysses is at the bottom line of this controversy and while this seems to negate

24 James Joyce (1984), O: vexpot, trans. Aris Berlis (Athens: Krystallo), re-issued by Ypsilon (1996). Apart from Betlis,
“The Dead’ has been translated and published as a standalone novella multiple times. See Siatras (1988), Gika (2022) and
more recently Kyriakidis (2025).

% See James Joyce (2001), I'opzgaizo tov xalduzéywn os veapd phuda, trans. Aris Berlis (Athens: Patakis) and Richard
Ellmann (2005), T¢qus Tlove, trans. Athina Dimitriadou, ed. by Aris Betlis (Athens: Scripta).
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the notion of unfinishingness, the latter returns not only as a mode of practice, but becomes also a
theoretical approach.

Kapsaskis’s translation was published in December 1990, sold out, and was immediately
reprinted. According to the ‘best-sellers’ lists of the book review Awfdalw [Diavazo, ‘1 read’],

Kapsaskis’s Odvocéag was in the top ten for twelve weeks following its publication.”

Apart from the
significance of the event itself, other factors such as the expanding literary market, the growing interest
in the ‘best-sellers’, the fact that the book appeared before the holiday season also contributed to its
commercial success. On February 9, 1991, the newspaper Ta Néa [Ta Nea, “The News’] published an
extensive and laudatory review by Kostas Stamatiou (42-3) while the book was also briefly mentioned
by the academic Yorgos Veltsos in his regular column Ex Merapopdc [Ek Metaforas, ‘Metaphorically’]
(19914, 34) in the same installment. Covering two pages and adopting a celebratory tone, Stamatiou’s
review included a full overview of Joyce’s life and work, information on the Joyce reception in Greece,
insights on his own personal experience with reading and attempts to translate Ulysses, and a brief
history of the text—such as the publication history of Ulysses, the bans, the obscenity trial, details that
Kapsaskis does not provide—as well as extensive information on plot and structure. Suggesting a
cinematic interpretation of Joyce’s writing through which to navigate the novel’s fragmentation,
Stamatiou adopts an agonistic terminology by deeming Kapsaskis’s achievement a ‘herculean labor’
(‘Mmoarketog dbhog’). He does not proceed to any detailed analyses of the translation, but, as if in
anticipation of objections, he mentions the employment of katharevousa, in instances where more
formal English is used, for lack of a better solution: “Htav pia xamot Adorn. O éywv va mpoteivet

nokdtep, og pag yeddet.” (43).”” Concluding his review, Stamatiou states that: ‘Aev éyoupe, lotndy,

26 See “H ayopa tov BiAiov’ in Awfdlw issues 254, 255, 256, 257, 258, 262.

27 ‘It was some kind of solution. Whoever can propose a better one, may write to us.” The Cavafian reference here seems
out of place, but it is part of a general such tendency in critical and public discourse. The controversy over Kapsaskis’s
translation is marked by subtle yet recurring references to Cavafy, something which could be considered further as an
implicit comparison of the two figures.
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TG VoL EVYXELOTYOOLHE L Voo {ntwxpavyacovpe: Emtélovg, o «Odvoceagy nat eMnvinal!” (43), a
statement which provoked Betlis’s negative reaction.”® Veltsos, on the other hand, referred briefly to
Ulysses and cited an excerpt from the opening of ‘Proteus’ in Kapsaskis’s translation. Amid his own
reflections on topics that preoccupied him at the time, Veltsos also articulated a reading of Ulysses as
Joyce’s reinvention of the Odyssey, as a perversion in which misreading and miswriting are
manifestations of an anxiety of influence.”

A few days later, in the literary section of the newspaper Kalyuepwij [Kathimerini, ‘Daily’], Berlis
wrote a review in response to the above, questioning whether Kapsaskis’s Odvooéac was really an

30

achievement worth of attention: ‘Enttélouvg yi motov, adnera;” (1991a, 12).” Berlis suggested that
there are ‘few consistent and unseen’ readers of Joyce who ‘will remain faithful to the original as best
as they can, not out of arrogance or love for the foreign, but because they know well that the result of
any translation of Joyce’s mature work, in any language, will always necessarily be something between
desperately poor (ot infuriatingly bad) and disappointingly mediocre.”

Berlis raises the issue of untranslatability from an unexpected angle, as he argues that Ulysses
is a text already translated by its author, which therefore negates and prevents any attempt of rendering
by anyone else. According to the critic, the inherent ‘translatedness’ of the text, and of Joyce’s work
in general, results into the impossibility of the text being translated by anyone else. Additionally, Berlis

analyzes Kapsaskis’s translation of the opening of ‘Proteus’, which Veltsos (1991a, 34) had also quoted

in his piece, and comments on its mistakes. Claiming that every attempt to translate Ulysses ultimately

28 “There is nothing left to say, but to give our thanks and cheer: Finally, Ulsses in Greek, too!”

29 “O TCoug emvoet ex véouw v «O8booeto» xAvorrac TEOG TO GNUELD PIoG TOMTINYG SLA-GTEOPNG AT’ OTIOL 1) TAEAVAYVWST|
nat 1 TaEaTOTWoY ®eEdilel wg «aywvia g emidpaoney’, (Veltsos 1991a, 34).

% ‘Really, finally for whom?” (Berlis 1991a, 12).

31 ‘Bmtéhoug yae motov, adnfeto; Oy, BéBata, yror Toug euaptlpoug 660 not apavels, ouvenelc avaryvwoteg tov Iphavdod
ovyypayéo oty EMade. Avtol Oa mapopleivouy miotol #otd Tt SuVEHELS TOLG GTO TEWTOTLTO XElHEvVo, Oyt amd Emaotd 1
Eevolnhia, ahka emetd] Yvweilovy #akig OTL TO ATOTEAECPX OTOLLOONTOTE UETHPEAGYS TOL WELUOL T{oDoIHOL €QYOU, GE
onowdNnote ywoow, Oo xvpalvetan mavTa xate adNELTO aveyun KeTald aneAmtoTnd QTwyoL (¥ eEopytoTud xauob) xot
anoyontevtnd petpiov.” (Berlis, 1991a, 12).
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limits or distorts the text’s meaning, Berlis foregrounds Kapsaskis’s translation as an act of betrayal,
as well as an indication that Greek readers do not have the linguistic skills to read the original, lacking
therefore an intellectual autonomy. In his response to Berlis’s review, Veltsos connects the reviewer’s
stance to the idea of national pride as he ironically exclaims Joyce hotnov xot Eepd Pwpi. Oyt «Ermootdn
7 «EevolnMaw, Omwe onpetwvet o x. Mrephng, ahkd eOvinn vrepnypavetn nat «Ulysses», «Ulysses» oto
nowtotuno!” (1991b, 36).” The issue of whether there should be translations, and specifically whether
or not Ulsses should be translated, becomes an issue of what the production of translations signifies
for the Greeks’ linguistic and reading skills. In his review, Betlis sees translation not in its utilitarian
sense, but as a creation which should be /¢ the original and of the same quality, and which should
not be attempted at all when there is not adequate knowledge or skills. While this points towards
considering translation a creative practice in itself, it still adheres to the idea of translation as secondary
work. At the same time, such a view also dismisses the practical use of translations which is to make
texts accessible in other languages and to whoever does not know the language of the source text.
Therefore, according to Berlis, if a translation is not at the level of the original, it is entirely useless
and has no value. Apart from commenting on specific choices within that passage, Berlis also
questions the translator’s proper understanding of the text, and his failure to consult relevant
scholarship. He criticizes what he claims are easy choices, such as the use of katharevousa which ‘is used
lavishly, for no reason, to solve all kinds of stylistic problems”.” Finally, among the faults and errors
he finds in Kapsaskis’s translation, Betlis points out the ‘underestimation [by the translator]| of the

huge dangers that committing to such a translational enterprise would entail” highlighting the decision

2 Joyce it is, then, and nothing else. Neither “arrogance” nor “love for the foreign”, as Mr. Betlis notes, but national
pride and Ulysses, Ulysses in the originall” (Veltsos 1991b, 306).

3B‘aBaovioteg ot ednokeg enthoyés (1 xabapebovoa yonotpuonoteitat apetdng, ywelc Adyo, yto va Aboet TavTog eldoug
vporoyna mpofinuata)’ (Berlis 1991a, 12).
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to translate as a responsibility, but without specifying whether that is towards the text or the reader or
both.*

Throughout his review, Berlis seems to be referring to two types of readers: readers like
himself, with an academic background, access to resources, knowledge, and ability to read literature
in English, and the broader readership which was the main target audience of the publishers and of
translations like the one by Kapsaskis. Berlis’s response paradoxically denies the necessity of a
translation of Ulysses while at the same time acknowledges the existence of a readership for the specific
translation which is in danger of forming a distorted, faulty image of Joyce and his work. A well-
known tendency emerges here, that of ‘protecting’ the common reader—a reader whose profile is not
clearly defined in this controversy but is assumed lacking the appropriate background—ifrom bad
translations or challenging texts.

Contrary to Kapsaskis’s prismatic agon over potential alternative ways with which he could
have translated Ulysses, Berlis’s view of translation aligns with the metaphor of translation as a channel
used by Reynolds (2019), according to which translation achieves equivalence. This is most notably
manifested in his comparison to translation as a vehicle:

Kot 7 emiyvewon tov eyyevey avtov SeKoAtwy Staplo@mver xot eva netapeactind nbog:

7 eAAe)n) UeTaPEACEWY EVAL TEAXY TOOTILOTEQY] ATIO TNV TUEOLGLY UANWY V] AVETAOUDV

UETUPOAOEWY, OTWS EVXL TEOTILOTEQO Vo TNYXIVOLUE Pe Ta TOdx (UKG) ToEd We

eMTTOPOTINO, dyomnoTo 1) not entniviuvo (¢évo) awtoxivrto. (Berlis 1991a, 12)

Moreover, the awatreness of these inherent difficulties forms a translation ethics: a lack

of translations is, after all, preferable to having bad or inadequate translations, just as

it is preferable to go around using our (own) two feet rather than a faulty, useless, or
even dangerous (foreign) car.

34 Yrnotipnon twy 1eedoTiwy xvddvwy Tow Hu cuverayotay 1 avadndyn Tov petapoaotinol eyyetonpatod’, (Berlis 1991a, 12).
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According to Berlis, not only should we not translate lest we fail, but we should also not use
translations because it is preferable for the reader to trust their own abilities rather than rely on the
questionable mediation of someone else, a translator in this case.

A few days later, in another column in Ta Néa, literary scholar G. P. Savvidis (1991, 28)
expressed mild support of Berlis’s argument, while also posing broader and more theoretical questions.
He touched upon the delay in translations of foreign texts into Greek and explored the possibility of
the term ‘translation’ accommodating alternative processes and practices instead of only word-to-word
rendering, by asking whether subtitles for a film adaptation of Cyrano de Bergerac, which was very
popular with the Greek audience at the time, could be considered a form of translation of Edmond
Rostand’s text. Savvidis is left wondering: ‘Kanote poag edidaonay nwg 7 moinon eivor 0,1t yavetat o1
petdpoaon. Boe, umag xot cuyvd toydet axplng to avtifeto;” (1991, 28).” Veltsos, on the other hand,
responds echoing Benjamin, and refers to Derrida’s essay ‘Des Tours de Babel’ (1985) to talk about
linguistic affinities as well as the ‘impossibility of finishing, of totalizing’ in translation. While Veltsos
sees translation as an opportunity for linguistic multiplicity, Berlis believes in the purity of the original
which is transferred to the reader, hence Veltsos’s ironic connection between independence from
translations and national pride. Contrary to Berlis, Veltsos proposes translation as an opportunity for
linguistic multiplicity and draws attention to its processual aspect, that is, the need to translate and
retranslate in order to have good translations, pointing towards the multiplying effect of the practice.
He also argues for the translator’s autonomy and independence as opposed to working in the author’s
shadow. In a response to Veltsos, Berlis finds the former’s theoretical articulations weak, a ‘caricature’
of Benjamin’s theory as developed in ‘The Task of the Translator’ (1991b, 12). From today’s

perspective, this long debate on the translation of Ulsses provides important insights into the

35 “They used to teach us that poetry is what gets lost in translation. Well, mightn’t the exact opposite often be true?’
(Savvidis 1991, 28).
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contradictions in the reception of Kapsaskis’s work. It also reflects how Joyce’s novel was viewed at
the time in the Greek literary space, as well as the anxiety over translation habits. Most importantly, it
helps recontextualize Kapsaskis’s own preface to his translation which can also now be seen as
responding to similar anxieties about translation, center and periphery—even if it does so in a
remarkably different way. It is for this reason that I decided to present the debate on Kapsaskis’s

translation first, before turning, in what follows, to his own introductory and self-reflective comments.

The 1990 translation: Kapsaskis on translating Ulysses

Years after Kapsaskis’s Odvooéag was published, the writer Ilias Ch. Papadimitrakopoulos, who
edited the translation, recounted Kapsaskis’s practice:

2ty meptodo auty [1988] tomobetw, nanwe oyNUaTHa, TNV €V GLVEYELX ATOXAELGTIXY)
(o B mpooebeta: paviany)) evaoyoinon tov Kadaonn pe tov Zolwpod nat tov Odvooéa
touv TCovq. (Papadimitrakopoulos 2014, 118)

It is around that time [1988] that I place what eventually turned out to be the exclusive
(and, I would add, obsessive) preoccupation of Kapsaskis with Solomos and Joyce’s
Ulysses.

2e e€avTANTINEG, OAOVOATIEG, HARG ML GUVXETIXOTIEG GLLNTNOELS O XwxEdTNe ratabdétel
TG TEOCWTIXEG TOL exOYES, T BLBAtoypupind Sedopueva, aVaALEL Tot AEUTING TTayVvidta,
TG TOMXTIAES AVOYVOOELS AT, Toevelpovtag uabe 1000 omaETaELOTH AvEXDOTA ATO
TNV NVNUATOYEXPINY] TOL epTetpla. .. (2014, 119)

During exhausting, all-night, but also fascinating discussions, Sokratis lays out his
personal drafts, the bibliographical data, analyzes the wordplays, the multiple readings
etc, every now and then intercepting hilarious anecdotes from his filmic experience...

[Tiotedw Oty Tehnwg, o Odvodéag otn petappact tov Kadaonn, dev anotehel pdvoy éva
UETUPOAOTINO  EMITELYUA OAAX XL EVXL  ATOAXVLOTIMOTATO  AVAYVWOUX—UOUEL O
aVayVwoTyg va 10 TeooneAdosl aflwa not amia, ooy poubiotoonpa, nt Oyt ex mEooLpioy
eppoBoc amo to pubind Bapog tov Bifiiov. (2014, 120-21)

I believe that, after all, Ulysses in Kapsaskis’s translation, does not simply constitute a
translational achievement, but also a highly enjoyable read—as long as the reader
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approaches it innocently and simply, like a novel, and not a priori fearful of the book’s
mythical weight.

One of the numerous gaps in the full-length translations of Ulsses in Greece is to be found in the lack
of texts or accounts by the translators involved. The first translation to appear, by Pairidis publications,
did not include any introductory or explanatory text by either translator apart from a short biographical

note about the author. Although it was carried out by two translators, it does not seem to have been

36

a collaborative translation as the work was shared between them.” The change from Nikolouzos to

Thomopoulos is never explained. While the first translation is framed by a certain ‘silence’, lacking
background or even introductory information by its translators, the third one, by Anevlavis, includes
a general introduction to Joyce’s text by the translator himself, without, however, providing details
about his own translation practice. Kapsaskis, therefore, is the only translator among the four who is

driven to hold himself accountable of his own translation approach and process.

Kot ) Spneta ¢ panpoyQovng anaayOAonG Lo pe T petdpeacy) tov Odvooga
EQTOLON CLY VA UTEOCTA Gt avLTEQBANTEC OLOKOMES KAl XOUETEG POPES ATOYAGLON VO
Stoauodw To eyyelonua.

TeAnd, OTwS SLATLOTOVETE, AVTY] 1] LETAPOACT] TEAELWOE KAl TWOX, XVTL TEOAOYOL, VIwOwW
NV ovayny Vo xotoryeddew edm pepneg amod LG SLOUOALES Lo nat V. anaoliuyow peptnég
TEQINTWOELG AEEEWV 1] POACEWY, TIC OTOLES, Ytar SLdpoEOLS AOYOULG, 1] LETRPOXGY] LOL OeV
natopbwoe va amodwoet. (Kapsaskis 1990, 7)

During my long-term work on the translation of Ulysses, I often encountered
insurmountable difficulties and there were many times that I decided to abandon this
enterprise.

After all, however, as you can see, this translation is over and now, in lieu of a preface, I feel
the need to record here some of the difficulties and to outline some cases of words or
phrases, which, for various reasons, my translation did not manage to render.

36 Nikolouzos translated as far as ‘Hades” and Thomopoulos carried on from ‘Wandering Rocks’ until the end. The third
volume, containing ‘Acolus’, ‘Lestrygonians’, and ‘Scylla and Charybdis’ bears both translators’ names without any
clarification as to whether it is a collaborative translation or they shared the episodes between them.
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Kapsaskis, addressing the reader in a confessional tone, recounts the obstacles that the text
posed, the solutions that he devised, as well as what he could not solve, what was left untranslated or,
most importantly, what was /ss?in the process—the idea of ‘loss’ is recurrent throughout the preface.
Kapsaskis gives detailed information about his approach, the help that he ‘enlisted’ and received, the
different people who were involved, such as the writer I. Ch. Papadimitrakopoulos, and the translators
John Solman and Geoffrey Cox, providing thus what looks like a transparent account of what appears
to be a work of many people instead of one. This ‘in lieu of a preface’ becomes, therefore, an honest
address to the reader of Ulsses, discussing the unstable status of translation as a process and as a
product, and providing them access not only to the text, through its translation into the readet’s
language, but also to the very process of translating Ulsses. The discourse used sets the tone for
Kapsaskis’s confrontational manner towards the reader as well as the text. Words or phrases such as
‘avomépBinteg duonoried’ (‘insurmountable difficulties’), ‘to eyyeipnua’ (‘this enterprise’), ‘viwbw ™y
avaynn v xataypadw’ (I feel the need to record’), ‘Sev xatopbwoe va anodwoet’ (‘did not manage to
render’) convey a sense of a struggle which the translator underwent to complete the translation at
hand. Along with its confessional style, its appeal to honesty and transparency, and its admissions of
weakness, this preface frames the full-length translation of Ulysses as a work of struggle, with an
agonistic tension, from the part of the translator. For Kapsaskis, losses in the translation process,
especially of Ulysses, were inevitable and the only thing he can do is to make them known to the reader
by giving specific examples in his preface. At the same time, he also allows a view of what other
solutions could have been adopted or have been adopted by one other translation.

Kapsaskis’s confessional tone unfolds throughout the preface, starting from his revelation that
he used the 1929 French translation quite frequently:

Kot apynv meénet va mw O1Tt, T’ OAO TOL PETEPEACH ATO TO TEWTOTLTO, Hewpn Belato

ot dev Ho natapepva Voo OAOXAEMOL XVTY| TNV EQYACLX OV, VLot TYV AVEDEEGY] ADGEWY OTIG
SLOHOALEG TTOL POV TLEOLGLALOVTAY, BEV UATEPELYX GTY YAl petagpoaat. (1990, 7)
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First of all, I should say that, although I translated from the original, I am sure that I
would have not been able to complete this project had I not resorted to the French
translation, to look up solutions to the difficulties that arose.

He also adds that he had access to the German translation with the help of his daughter, a native
speaker of the language. What is more, Kapsaskis, through Ellmann, provides a history of the two
translations, the French by Auguste Morel and others (1929) and the German by Georg Goyert (1927,
1930), in order to show his rationale behind consulting them. Apart from the fact that both translations
were completed shortly after the publication of Ulysses, with a lapse of a few years, the common factor
in both was Joyce’s own involvement which Kapsaskis considers as a de facto authorial approval.
Justifying his choices, Kapsaskis states:

Meta an’ avtég Tig TANEOYopieg nat emetd] (ab’ 6co Eépw) peta Ty TEWTY Exd0oN NG

YyoAMnng petapeacns tov 1929 dev vanplav anopptntinés nottxeg, ovte envyetenbnxe

TOTE o Véx petagpoaat), Dewonoa Oepttod, oe mepimtwoelg mov vINEyay apgtBolies wg

TEOG TNV TAY|QY] XATAVOY|GY] TOL TEWTOTLTOL, VX TEOGYELYW GTY| YUAMAY] UETAPOATY] YLoL

™V avebEEa ¢ e€NYNOoNG, TOL TO TEWTOTLTO WOV aEVLOTAY. ALTOG eivat 0 AOYOG TTov,

NATWG EMUOVA, EMEUELVA GTO LGTOEWO TNG YUAMMUNG petapeacns. (1990, 9)

After all this information and because (as far as I know) there were no negative reviews

after the first publication of the 1929 French translation, nor was there ever an attempt

for a new translation, I considered it legitimate, in the cases where there was doubt as

to a complete understanding the original, to resort to the French translation in order

to find the explanation that the original denied me. That is the reason why, I insisted,
somewhat persistently, on providing the history of the French translation.

The 1929 French translation bears a note that has raised numerous discussions regarding its
composition history and the nature of Joyce’s involvement: “T'raduit de 'anglais par M. Auguste Morel,
assisté par M. Stuart Gilbert. Traduction entierement revue par M. Valéry Larbaud avec la
collaboration de l'auteur’. Researching the translators’ archives, Liliane Rodriguez (2013, 122-41) has
traced Joyce’s participation and presents it as significant, whereas Wawrzycka and Mihalycsa (2020,
10-11) caution against taking Joyce’s involvement for granted. Kapsaskis, reproducing this note and

seeing a ‘wise hierarchy’ in it (‘o xohogwvog tov BiBliov meptelye pio ooy tepapyta’, 8) at the time of
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his translation, relies on it and considers the 1929 French translation an authorially authorized
translation, bearing the authot’s seal of approval. More than that, through the discussion of the
examples in the rest of the preface, Kapsaskis shows that he consulted the French translation alongside
the English text and, in many cases, adopted the solutions of the French translators. The French
translation is therefore presented as a second source text for Kapsaskis’s translation of Ulysses, not
entirely unusual if we consider the broader mediatory role that the French Joyce reception has played
in the Irish author’s trajectory in Greece. Kapsaskis is also preoccupied with transfusing authority and
attaching validity to his translation which will no less help him secure a readership. While this could
be seen as a theological connection of Kapsaskis’s work with an originating text or translation, as
argued by Theo Hermans (2007, 1-25), it could also be read in the context of tendencies regarding
authority that have long existed in Joyce studies. Apart from underlining Joyce’s involvement in the
French translation, Kapsaskis also cites Stuart Gilbert’s study James Joyce’s ‘Ulysses’ (1930) and makes
sure to mention Joyce’s connection with its writing too. Not only is there a need to ‘validate’ his work,
but there is also a need to approach it more critically and systematically, or at least to invite others to
do so albeit by appealing to the presence of the author.

Examining the relationships between author, reader, and text in Ulysses, and discussing in detail
the work of precious scholars who engaged with issues of authority in Joyce, Sophie Corser (2022)
argues that the question of how we should read Joyce has been pertinent since the beginnings of Joyce
studies.”” Referring to Joyce’s involvement and arrangement of the first critical readings of Ulysses as
‘critical propaganda’, a term coined by Patrick A. McCarthy (1991, 25), Corser states that Joyce’s
“critical propaganda” did not establish how to read Ulysses, it secured instead that “how” as a central,
ongoing question of Joyce studies’ (48). And it is this question which has led to constant revisitings of

Joyce’s presence in his texts. The early critical works by Stuart Gilbert, Valéry Larbaud, and Frank

% For previous work on authority and Joyce see, for example, Mahaffey (1988) and Rabaté (1991; 2001).
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Budgen have relied on Joyce’s involvement to establish certain ways of reading Ulysses and some of its
puzzles, such as the Homeric correspondences. In the preface to his translation, Kapsaskis refers to
these works exactly because of their authorized status. While, as Corser argues, Joyce’s meddling in
the early criticism of his work complicates the role of the critics and ‘muddies the question of how we
should read Ulysses’ (41), Kapsaskis is in no doubt: he views them as clearly valid critical texts and
appeals to them to prove his own translation’s authority.

A history of non-Anglophone Joyce reception focusing on the authorially authorized criticism
would reveal a lot about this particular issue in different literary spaces of different status and power
within the world literary system. Especially in the periphery, it would be interesting to examine how
much scholars rely on critical texts that have been approved or instrumented by Joyce (in the case of
Joyce’s work), and whether there are any significant differences with the history of Anglophone Joyce
reception as analyzed by Corser. Considering what has been discussed previously, especially regarding
the sources that Greek critics used for their definitions of interior monologue, one can already discern
how Joyce’s meddling interferes with the reading of his work in Greek criticism. Relying on such
sources for translation, as Kapsaskis does, could also be examined as an additional aspect of the issue
of authority. Seeing Kapsaskis as one such case, one could argue that it is his peripherality and his
minor status (in terms of language) which leads him to rely even more on authorially authorized critical
texts, despite the fact that he is translating and writing the preface so many years after their
publication.” He appeals to them not only because he considers them valid, but also because he knows
that they will be perceived as valid by his audience and his critics. This striving for authority is
connected, therefore, to the discourse he develops, his confessional tone, and the apologetic attitude

he maintains towards the result of his translation. As a peripheral translator of a centrally established

% See John Kearns (2017), ‘Finnegandw tren, Da Capo al Finne, and Finnegans _ake: Krzysztof Bartnicki, translation and
authorship’ for a discussion about translation, authority, and Finnegans Wake which, however, does not discuss the aspect
of the peripheral.
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and notoriously challenging novel with a long history of reception and reading, Kapsaskis uses
authority not simply to establish his own authority as a translator, but mostly to support and justify
his work and the choices he has made in it, and protect it against critical attacks.

While Kapsaskis provides a short history of two of the earliest translations of Ulsses, he does
not discuss at all the composition and publication history of the novel or the textual issues that mark
its history and which may also affect his own translation practice. Although his translation was
published in 1990, there is no reference at all to the different editions and textual variants of Ulysses
including the issue of Hans Walter Gabler’s edition (1984, 1986) and the co-called ‘Joyce wars’ which
ensued in the 1980s during which time Kapsaskis was working on his translation.” The controversy
around Gabler’s editing practice had shaken the Joyce world in such a way that a translator working
on Ulysses would have heard about them. In lack of any archival material, it is difficult to determine
whether Kapsaskis was aware of this controversy or had engaged at all with this issue. Given his long-
term preoccupation with translating Ulysses, which is also confirmed by Papadimitrakopoulos ([2003]
2014), it is difficult to imagine Kapsaskis having no knowledge of the controversy. The controversy
between Gabler and John Kidd, his most outspoken attacker, culminated in 1988 during which time
Kapsaskis was already making significant progress with the translation (Papadimitrakopoulos [2003]
2014). It is possible that Kapsaskis did not wish to engage with another textual variation, or that he
simply could not, due to copyright. In his preface to the translation, the absence of any reference to
the textual history of Ulysses results in conveying the idea of the text as a stable, settled entity. On the
contrary, Kapsaskis is aware that he is himself producing and presenting an unsettled translation.

Another issue that Kapsaskis interestingly enough does not discuss concerns the edition of
Ulysses he uses for his translation. More specifically, he works from the 1942 Modern Library edition,

a reprint of the 1940 American edition which uses the text published by Random House in 1934

% For more on the ‘Joyce wars’ see Brannon (2003).
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proofread against a copy of the 1932 Odyssey Press edition (specific printing unknown). This text,
coming from a 1929 pirated edition published in New York by Samuel Roth, contains many errors

(one of which will be discussed below).*

However, as far as Kapsaskis is concerned, there is no
problematization or even discussion of the source text he uses, and despite his intended transparency
in the preface, the reader is nowhere informed about the textual instability and indeterminacy of
Ulysses. It 1s not clear whether and in what ways Kapsaskis took into consideration the textual history
of the text he was translating. It is also not clear whether he considered this contextualization necessary
for his readers, since, in his preface, there seems to be an interest in what the reader needs to do in
order to read and comprehend. While he goes to great lengths to establish the authority of his
translation, the authority of the source text he used is never challenged in his preface. This lack of
contextualization becomes all the more intriguing considering how Ulysses is framed in the 1942
Modern Library edition from which Kapsaskis translates. The text is accompanied by a foreword by
Morris L. Ernst, the lawyer who defended Ulysses on behalf of Random House, focusing on the novel
as a legal case;" the full text of the decision of the United States District Court (December 6, 1933)
by Judge John M. Woolsey according to which the ban on Ulysses could be lifted;*” and, finally, a letter
from Joyce himself to the publisher of Random House, Bennett A. Cerf. In his letter to the American

publisher, Joyce outlines his adventures in publishing his works in Europe and the United States and

finally declares:

40 For a detailed discussion of the different editions and variants of Usses, see Slote (2004b). For the American edition
specifically see pp. 20-23: ‘For the 1940 Modern Library imprint, he [the publisher, Bennett A. Cerf] had the 1934
edition rigorously proof-checked against one of the Odyssey Press printings in order to remove the most egregious
errors. This solved the more immediate problems [...], but this new edition was still far from perfect as some mistakes
from Roth’s edition remained. Complicating matters further, the 1949 Random House reprint reverted back to the
uncorrected 1934 text and so for many years American trade editions of Ulysses remained unreliable.” (21)

# “The Ulysses case marks a turning point. It is a body-blow for the censors. The necessity for hypoctisy and
circumlocution in literature has been eliminated. Writers need no longer seck refuge in euphemisms. They may now
describe basic human functions without fear of the law.” (1942, vii)

42 It is worth noting Judge Woolsey’s articulation of his decision that Ulysses does not constitute pornography: ‘But my
considered opinion, after long reflection, is that whilst in many places the effect of “Ulysses” on the reader undoubtedly
is somewhat emetic, nowhere does it tend to be an aphrodisiac.” (1942, xiv)
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It is therefore with the greatest sincerity that I wish you all possible success in your
courageous venture both as regards the legalization of Ulysses as well as its publication
and I willingly certify hereby that not only will your edition be the only authentic one
in the United States but also the only one there on which I will be receiving royalties.
(1942, xvit)

The 1942 Modern Library edition follows the 1934 Random House edition in providing the above
framework for Ulysses as a printed and bound book. In these editions and with such a specified
contextualizing foreword, Ulysses is read through its immediate trajectory in the United States while
also framed by the publication history of Joyce’s previous works in the UK and Ireland: a history of
an obscenity trial and censorship, sometimes expressed through extremity.”” More than that, these
editions bear the ‘authorial stamp’ of the writer, which proves their authenticity in contrast to the
pirated first American Ulysses. Even though Kapsaskis translated from an edition framed by a discourse
about authenticity, authorial approval, authorization, as well as legal discourse, he does not discuss
this framework at all. On the contrary, he focuses on its translation history—albeit with authorial
authority in mind—and, therefore, presents to the Greek reader a completely different framing of the
text by focusing on the translation process. The reading he promotes is still one of agonism, of
constant struggle for and around Ulysses, but it focuses on the struggle of bringing and reading the text
into another language rather than the struggle of publishing, circulating, overcoming censorship, and
silence. Along with the constant difficulty that the translation process presents, the struggle for a
translated Ulysses in its full form emerges and, therefore, Kapsaskis’s impulse to see the book as a
finished translated product. This denotes not only a struggle, but also a need to have a full translation
of Ulysses in Greece, and this, I would suggest, affects our reading of the other two translations as well.

Once the process of translation is over, the aspect of struggle is detected in Kapsaskis’s agon over the

“3 Hatlier in his letter to Cerf, cited in the 1942 Modern Library edition, Joyce mentions the burning of Dubliners as soon
as it came out in Dublin as a ‘new and private auto-da-f¢.
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other possible solutions and ways of translating Ulysses, an agon that is caused by the prismatic quality
of translation, the awareness of the variety of approaches and solutions that could have been adopted,
what Reynolds (2019) terms a ‘prismatic agon’. Consequently, what matters to Kapsaskis is creating a
‘history’ of Ulysses in Greece, rather than exploring the text’s past in its original language, and therefore
the impulse to see the finished translation as a printed and bound book with an impact.

A similar silence regarding the composition and publication history of Ulysses marks the other
two translations. In none of the volumes of the serialized Odvocéac by Pairidis publications is there a
discussion of the background of the text. Of course, when the Pairidis translation was circulating, the
Gabler edition and the controversy surrounding it were yet to come. On the other hand, in the Kaktos
translation, Anevlavis provides more information regarding the general history behind Joyce’s novel
as well as the publication history and the bans, but does not go into details about the different editions
and textual manifestations of Ulysses. Anevlavis claims that he is translating from the Gabler edition,
while also providing a short bibliography of the resources he used and which the reader could use as
well. All in all, through the full-length translations and the discussions about them, the reader is under
the assumption that the text of Ulusses is a stable, non-changing entity, while the translation is

constantly conceived as an unsettled text.

Post How Many Pills? Puns and other difficulties

An example which highlights the way in which Kapsaskis uses the original as a settled text is the
translation of the pun ‘POST NO BILLS. POST 110 PILLS.” (8.101) which in ‘Lestrygonians’ Leopold
Bloom remembers having seen on the wall of a public urinal as he reflects on various forms of
advertisements. In the 1942 Modern Library edition it has been erroneously printed as POST NO
BILLS. POST NO PILLS.” (151). It is this latter altered pun which Kapsaskis attempts to render and

which he discusses in his preface without considering the possibility of other variants. In the 1922
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edition, as well as in the Gabler edition which presents a restored version of the text and is now widely
accepted, the second ‘POST’ is followed by what seems to be the number 110, which in fact is the
word NO with the diagonal line of the N having faded and making it look like 11. As a result, the pun
reflects a sign on the wall of a public urinal saying ‘POST NO BILLS’ and which has been transformed
into the phrase ‘POST 110 PILLS’ which serves as an impromptu advertisement for a ‘clap doctor’
selling pills. This pun, therefore, shows the process of erasure, the intervention which alters the
meaning of the original public sign. In the 1942 Modern Library edition used for the Kedros
translation, the error is in the second phrase which replicates the word NO rendering the pun—and
the advertisement—moot: ‘POST NO BILLS. POST NO PILLS.” When Kapsaskis discusses the
phrase as a translation issue to which he attempted to find a solution, he does not consider the
transformation of NO into the number 110, but only that of BILLS into PILLS. As a result, he
considers a specific instance which poses a problem in translation based on one of the variants of the
text in English. But we do not know how this added aspect of the original variant would have

interfered with his reading and rendering of the pun into Greek. Rejecting the solution adopted in the

> 44
>

1929 French translation as a ‘complete failure’,” Kapsaskis leaves the pun untranslated while inserting

an in-text explanation of the process of erasure (in bold below):
Fly by night. Just the place too. POST NO BILLS. POST NO PILLS. Some chap with
a dose burning him. (1942, 151)
To movAdut péoa otn voyte. Kot oty natddnhn Oéorn. T moco xopo opwe; H
YOUPUEVY] a0 TOV ANpo aToug Toiyoug anayopevoy, POST NO BILLS Eefdgpst pe

tov %10 ot yivetar POST NO PILLS. I x&notov mov v éyet apndet not tov
tooLlet. (190)

In his translation, Kapsaskis resolves the pun and instead ‘explains’ the meaning of these phrases and

the erasure by using description, while he also adds a question, spoken internally by Bloom, concerning

# The French translation renders this as ‘CABINET DE CONSULT. TA BINETTE DE CONY’ (]1929] 1930, 172)
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the erosion of the signs on the wall: “yix T660 %a1EO Opwe;’. Apart from providing an interpretation
directing the reader, this explanation, also, does not comply with the textual memory of Ulysses which
the reader is invited and challenged to develop. Reading closely, we realize that the ‘fading’ of certain
letters was an intentional erasure and transformation of the sign into an ad by ‘that quack doctor for
the clap’ ‘Didn’t cost him a red like Maginni the dancing master self advertisement. Got fellows to
stick them up himself for that matter on the q. t. running in to loosen a button.” (1942, 151; 8.96-100).

The text returns to this in ‘Circe’ (U 15.2633-40):

THE FLYBILL
K.11. Post No Bills. Strictly Confidential. Dr Hy Franks

HENRY
All is lost now.

(V'irag unscrews his head in a trice and holds it under his arm)

VIRAG’S HEAD
Quack!

Kapsaskis’s rendering of the repeated ‘Post No Bills” in ‘Circe’ does not coincide with the translation
he provides in ‘Lestrygonians’ ‘Anayopedetal 1 aTOGTOMY] YAQETOVOUIGUATWY SL& TOL TorYLSEOuUEIOD.’
(565) forgetting, therefore, what Bloom has been thinking about eatlier in the same day.”

In his preface, Kapsaskis explains his rendering of the faded advertisement as an example of
what he calls ‘wordplay’ (hextns mowyvidw’), one of the main categories of what he terms as
‘translational difficulties’ (‘uetapoaotinég Suoxoried’), which he encountered when translating Ulysses
(1990, 7). He divides these difficulties into the following categories: words or phrases with multiple
readings (Aéfeic 7 poaoelg pe molhamhd onpein  avayvwong); wordplay (Aexting  moryvidie);

comprehension difficulties due to the timelapse (‘Suoxokieg xatavonong Aoyw meEoOS0oL Twv eTwV’);

4 See also the explanation in the relevant note in Slote, Mamigonian, Turner (2022, 282).
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difficulties due to different background of the reader (‘Suoxolieg Aoyw Swwpopetinng naudelag));
potential of multiple readings (‘Suvatdt)teg Todamhwy avayvwoewy’); Bible quotations (‘anoonaopata
and ] BiBAo’). One could argue that these are common challenges which each translator approaches
differently depending on their ideology and the accepted norms or idiosyncrasies of the target culture
in terms of literary translation. On the other hand, pointing out these difficulties highlights the issue
of how topographical and culture-specific details of life in Dublin in 1904 have been used, a crucial
aspect of Ulysses. Kapsaskis, therefore, is highly preoccupied with the text’s materiality and Irish
specificity, which he sees as one of the main obstacles in reading and translation. Kapsaskis claims
that such a challenge cannot be dealt with fully in translation attempting thus to talk about his
translation practice in a more theoretical manner.

Along with seeing the book printed and bound, Kapsaskis is also interested in making the
translation as readable and accessible as possible. Through authorially authorized sources, as well as
explanations about the ‘distance’ and the ‘differences’ between original and translation—even between
original and French translation—Kapsaskis seeks to convince the reader about the translation’s
reliability and readability. For example, in his discussion of one of the obstacles, an explicit pun on
the names of Beaumont and Fletcher (‘better were they named Beau Mount and Lecher for, by my
troth, of such a mingling much might come’, U 14.356-57), Kapsaskis explores possible solutions and
explains the inadequacy of each of them to maintain the reference to the two writers and the explicit

pun at the same time.*

Wondering about one of the possible solutions, which consists of
transliterating the names and adding their meaning in Greek in a parenthesis or in a footnote, the
translator states:

Opwg, av apylioet va tpocbetet enenynoelg 7] VTOCTUELWOELS GTO UELUEVO, EIVAL UATL TOL
Do yoetaotel vo emavakdBet TOMES QPOEES UL TEETEL VO TEOBANUATIOTEL Lot T LOQEYY]

46 Kapsaskis chooses to transliterate the name-puns: ‘Ou 7o xakbtepov obvtot va ehéyovto Mnw Maowvvt ot Aétoeg, o,
Mo TNV TUGTNY pov, e€ evdg Tapopotov (euyxpmuatog, ToAd Ndovavto va tpoibouy’ (1990, 454-55).

195



nov Do mapet TeAnmg Evar elpuevo, Tov, Oev TEETEL Vo T Eeyvape, Oev elvat hekétr], ahhd
uobiotopnpe. (1990, 13)

But if he [the translator] starts adding explanations or footnotes to the text, this is

something he will need to repeat many times and he ought to reflect on the final form
of the text, which, let’s not forget, is not a study, but a novel.

There is, therefore, a preoccupation with the textual appearance of the translation and a concern about
this appearance not disrupting the reading experience and pleasure. At the same time, when analyzing
certain ‘differences’ between the original and the French translation, which he uses as an aid, Kapsaskis
refers to the practice of adding in-text explanations to render certain phrases more comprehensible.
He explains that the French translators did that ‘in order to soften the text’s difficulty’ (v’ amakhvouvy
™) SuoxoAia Tov xetpévon’) and, as a result, this is something he implements in his own translation for
the same reason occasionally without realizing it.* Kapsaskis sees certain translation practices, such
as adding footnotes, as disrupting the reading experience and aims at ‘preserving’, as accurately as
possible, if not the reader’s pleasure, then at least an experience that would be as close as possible to
that of a text without the translator’s mediation. The majority of Ulysses editions, and the 1942 Modern
Library edition lack footnotes entirely. Moreover, he sees them as disrupting genre. While Kapsaskis’s
silence over broader issues of interpretation could be seen as an invitation to the reader to draw their
own conclusions, it is also an indication of how Kapsaskis sees himself as a translator. He regards
himself as having a mediatory and, as much as possible, non-intervening role in the Greek readet’s
access to Joyce’s Ulsses. Because of this mediatory role, Kapsaskis uses, perhaps even performatively,
the authorially authorized sources to protect his work against dismissing or negative critique and to
ensure its validity to his readers. His use of the French translation on the grounds that it had not been

succeeded by a retranslation until then and Joyce had approved of it evokes a somewhat Biblical

47 °Ogeiho va o 0Tt 1t ey, nlednuéva 1 abéinta, axorodinoa avtd 10 5p6p0, ot T’ GLo Tov o x. Solman pov
ETIEONUOVE AOUETES POOES OTO MEIUEVO LOL KLTEC TLG TEOCHNUES, Telud Sev Tov anovon nat apnetés Aééelg eneénynoelg
ToEEPEVLY GTNY eAANVINY petappaon.” (1990, 10)
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connection between that and his own translation, as if his work is transfused with authority by Joyce’s
hand’. Kapsaskis’s approach in translating Ulysses indicates a significant consideration of the readet’s
enjoyment of the book. At the same time, being conscious of presenting an unsettled translation, he
is aware of other potential translations, the prismatic status of translation, and shares this agon with

the readers.

‘Mkeonao’ becomes ‘Nidouv’: multilingualism and metempsychosis in Odysseas (1990

«Mkgnao», «Mrkgnao», «Mrkrgnao» 7 «Ntdov», «Nviaov», «Nvvidovy; Oco ut av
pavtalet aotelo 1) oyohaotino, o TCoug pe 10 Wiwpatnd «Mrgnaoy [sic] Stendinet yx
AOYOLLORO TNG AOYOTEYVIAG TO SIUXLWMUO VO AVATIEAYEL TNV AVATIOPELXTY] TQOTUHOTY T
TOL 0PXTOL ot ToL axovatol. O Xwrpatng Kaddoung, o EAlnvac petagpoactg, dev
amEdWOE AVTY T7] SLUPOOR AVAUECK GTO LOLWUX HAL TNV ETONUY YAWooK. L26TOCO, TOL
avayvwptlovpe OTL 1 petapeact tov «Odvaceay etvar mpaypatinog abiog. (Lazos 1991,
57)

‘Mkgnao’, ‘Mrkgnao’, ‘Mrkrgnao’ or ‘Meow’, ‘Mmeow’, ‘Mmmeow’? No matter how

silly or pedantic, through the idiomatic ‘Mrgnao’ [sic] Joyce claims for literature the

right to reproduce the ineluctable modality of the visible and the audible. Sokratis

Kapsaskis, the Greek translator, did not render this difference between idiom and

standard language. However, we do acknowledge that translating Ulysses is a true

achievement.
A few months after the controversy discussed eatlier, and adopting a calmer approach, the translator
Ch. G. Lazos wrote in the review Avt/ [Anti] (465, 3 May 1991) about Kapsaskis’s translation through
the angle of modernist writing, multilingualism, and language difference. He highlighted two issues
that he claimed were problematic in the translation, one of them being the lack of information about
the original text and the edition from which Kapsaskis translated, contrasting with the extensive
discussion of the 1929 French translation in the preface. The other issue that Lazos questions is related

to Kapsaskis’s method of trying as much as possible to ‘help’ the Greek reader through choices like

in-text ‘explanations’ rendering many sentences closer to syntactical norms than they are originally.
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Objecting to the notion of ‘helping’ the reader, Lazos argues that this has unfathomable consequences
for the text as it also affects phrases that did not present any translational challenges in the first place.
On the contrary, Lazos suggests, translation should preserve the meaning of the original and, for texts
that resist interpretation like Ulysses, it should preserve the resistance to meaning.* Lazos’s vision of
translation as an interaction of meanings takes into account the inherent multiplicity of the process
corresponding, therefore, to a prismatic view of translation. At the same time, his idea of how a
challenging text should be translated and therefore disseminated goes against Berlis’s dismissive views
of the common reader as incapable of reading a translation of Ulysses.

Instead of criticizing the translator’s knowledge and sources, Lazos focuses on the result and
on Kapsaskis’s methods through specific examples pertaining to the economy of the text, the textual
connections, and its linguistic idiosyncrasies. One of Lazos’s examples, examines the rendering of the
cat’s speech in ‘Calypso’ which, although seemingly unimportant, indicates Kapsaskis’s interest in
readability. Calypso opens with Bloom eating and preparing breakfast for his wife, Molly when
suddenly a cat appears and a “—Mkgnao!’ is heard. Bloom replies ‘“—O, there you are’, his first
interaction in the novel being an act of translation as he understands the cat’s hunger: “—Milk for the

pussens, he said’ (4.15-24). The cat’s voice is transcribed in the text as ‘Mkgnaol’, instead of its

standardized representation in English known as ‘meow’ or ‘Miaow!” (4.462), the latter being Bloom’s
own utterance when he later responds to the cat. Hugh Kenner highlights the cat’s ‘Mkgnao!” as one

of the details that Joyce recorded accurately in order to compel us ‘to read what we had never thought

to read with attention’ (1987, 46).* Jennifer Levine explains this as the authot’s attempt to transcribe

4 Tloap” Ok aLTE TUOTELW OTL 7] UETAPEAOY] Sev TEETEL Vo cEOUAUALVEL TIG EVOEYOUEVES SUOKOMES TOL ELUEVOD,
TEOCYEQOVTAG EVvar ©OVOTOTO 1ot oLV Bwg Aavlaopévo vonue, adrd Ott, avtbétwg, opeiket var Statnet v Py
ATOUQLOLUOTNT TOL VOYXTOG %0, GUVETIRG, Vo ETLTEETEL T1) Siywe TEAOG ouumAoxs Twv vonpdtwy.” (Lazos 1991, 57-58)
4 Considering Kapsaskis’s background as a filmmaker, it is interesting that Kenner associates this type of detail with
early cinema as, as readers of Ulysses “‘we seem to be told everything, held as were eatly cinema audiences by the novel
fascinations of watching the perfectly commonplace take its course in an unfamiliar medium.” (1987, 406)
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the cat’s speech as closer to reality as possible (2004, 128) while John Gordon reads this moment of
diverse and changing utterances as an example of Bloom’s progressively heightened audibility (2009,
31-40).”" The difference between the cat’s speech and Bloom’s attempts at meowing is something the
reader is made alert to. In his translation, however, Kapsaskis uses the standardized cat’s meowing in
Greek, that is, ‘viov’, which Lazos argues is a ‘wrong translation’ exactly because it is Bloom who
later translates the cat’s voice into his own human idiom.”" Specifically, Kapsaskis renders ‘Mkgnao!’,
‘Mrkgnaol’, and ‘Mrkrgnao!” as ‘Nidovl’, ‘Nvigool’, and ‘Nwwigoo!” (81-82) while later Bloom also replies
to her with a ‘Nidov!” (95). Using the cat’s voice as an example of the modernist interest in idioms,
Lazos sees this as a failed translation because the idiom has not been rendered, the language difference
has not been highlighted, but has been translated by and thus incorporated into the standard form. In
his next example, which focuses on the names of Bloom’s octuplets in ‘Circe’, Lazos extends his
discussion from idiom to multilingualism. The ‘eight male yellow and white children’ that Bloom births
each have a name from a different language: ‘Nasodoro, Goldfinger, Chrysostomos, Maindorée,
Silversmile, Silberselber, Vifargent, Panargyros’ (15.1826-28), but are translated by Kapsaskis as
Xpvoopvtg, Xpvooddxtwiog, Xpevodotopog, Xpevooyéens, Apyvpoyapdysiog,  Ayveadng,
Aapmpapyveog, [Tavdpyvpod’ (543). Lazos points out that in such cases, where Joyce has used words
or names from several different languages, Greek among them, Kapsaskis has translated all of them
into Greek resulting into a loss of the multilingual effect.

Kapsaskis’s Odvaoéag appears not only at a time of developing interest in translation studies or

expansion of the book market and potential readerships, but also at a time during which interest in

50 Looking at the cat’s repeated but progressively differentiated utterances, and Bloom’s response, Levine suggests that
‘the writer of Ulysses makes it clear that, unlike Bloom, he has an obligation to the truth of that cat’s talk, and the ability
to transcribe it. With the idiosyncratic ‘Mkgnao’ and its variants Joyce claims the poet’s prerogative to mint new words as
necessary. He also identifies the essential conventionality of language: ‘Miaow” will never be quite the same again.” (129)
1 %000 nt av gaivetar TeEad0Z0, avty) 1 uetdpooon eivar AavBuopévy. Apeon anddetéy o yeyovog OTL o %3 Tw, OTAY O
Mriovp petopedlet ™) Qwvi] ™|¢ ydTag oTo emlonuo diwpa Twv ayyAxmy Aéet «—Miaonl», (58)
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Joyce had grown stronger than ever in the Greek literary space. Aris Marangopoulos, whose
bibliographical and critical work on Joyce was then developing, published two books about Ulysses
shortly: Ulysses, Oonyics mpog vavtidhouévovs: ematpépovras arov ‘Odvacéa’ tov Tlainus T¢ovg, 1995 [Ulysses,
Instructions for seafarers|; Ayarnuévo Bpawuodovprivo: Tomot xat yAdaoeg arov ‘Odvacéa’ rov Tlainuc Tlovg, 1997
[Dear Dirty Dublin: Places and langnages in James Joyce’s Ulysses’]. The other two translations, Odvooéag
(Pairidis, 1969-1976) and Odvacéag (Kaktos, 2014), were not discussed in such detail in literary criticism
even though they both followed similar domesticating approaches, especially regarding
multilingualism and language difference, without proposing significant alternatives. For example, both
Nikolouzos (who translated ‘Calypso’ for Pairidis) and Anevlavis translate the cat’s speech in variations
of the standardized way with Nikolouzos only deviating slightly: ‘Mwxdovovl’, ‘Mixdovoul’,
‘Moptadovou!” (1969-1976, 102-103); ‘Nidov!’, ‘Nidovl’, ‘Nigoo!” (2014, 93-94). Concerning Bloom’s
octuplets in ‘Circe’, both Thomopoulos, this time, and Anevlavis follow an approach similar to
Kapsaskis’s:  Xpvooudtng, Xpvoodaytlog, Xpvoootopog, Xpuooygons, AQyveoyaxpoyekog,
Aonpenng, Aapmpapyveog, ITavipyvpod (1969-1976, 789); Kovooudtne, Xpevooddxtviog,
Xpvoootopog, Xpvooyéens, Apyvpoyehog, Apyvetddng, Ydpapyveog, ITavapyvpod’ (2014, 734-35).

While their rendering of multilingualism shows a conservative approach to the process of
translation, all three translations adopt different solutions when it comes to language play. This is
evident in the example of Molly’s mispronunciation of the word ‘metempsychosis’ which we only
partly hear through Bloom. In this case, the translator is invited to recompose what Molly might have
said and recreate a mispronunciation that will work acoustically and lexically as a resignification in the
target language. When Bloom brings breakfast, Molly asks him about the meaning of a word she has
found in a book and which she is not sure how to pronounce:

She swallowed a draught of tea from her cup held by nothandle and, having

wiped her fingertips smartly on the blanket, began to search the text with the hairpin
till she reached the word.
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—NMet him what? he asked.
—Here, she said. What does that mean?
He leaned downward and read near her polished thumbnail.

—Metempsychosis?

—7Yes. Who’s he when he’s at home?

—DMetempsychosis, he said frowning. It’s Greek: from the Greek. That

means the transmigration of souls.

—O, rocks! she said. Tell us in plain words. (U 4.333-43)
Molly tentatively pronounces the word she is enquiring about, but we never ‘hear’ how exactly she
pronounced it. We only have access to what Bloom hears and repeats: ‘Met him what?’. When Molly
asks ‘who’s he when he’s at home?’, an idiomatic phrase for ‘tell us in plain words’, the reader also
understands that she has heard the words ‘he’ or ‘him’ in ‘metempsychosis’”* Later in the day, in
‘Lestrygonians’ as well as in other episodes, Bloom recalls more than once Molly’s coined word as
‘met him pike hoses’ and it is then that we have a clearer idea of what she said, but still through
Bloom’s ears and memory: ‘Met him pike hoses she called it till I told her about the transmigration’
(U 8.112), ‘Karma they call that transmigration for sins you did in a past life the reincarnation met him
pike hoses’” (U 8.1147-48). Only in ‘Penelope’ we finally hear Molly herself recalling the word but still
half of it: ‘and that word met something with hoses in it and he came out with some jawbreakers about
the incarnation he never can explain a thing simply the way a body can understand’” (U 18.565-67).

The advantage that Greek translators have, ‘petepuddywon’ being a Greek word, also works as
a disadvantage as it becomes challenging to replicate Molly’s phonetic rehearsal and find other words
that would sound similar while at the same time producing an erratic and potentially humorous
meaning. Kapsaskis takes advantage of the etymology of the word:

Povynée pio yovha tadt amd ™ whrtlava e mow Sev Y ©QATOLGE ATO TN Aaf3T] Ko,

XPOL GHOVTILGE YONYOEX Ta AUQOSAYTUA TNG 6TV noLPBERTA, GEYLoE v Pdyvel TO

1ELUEVO [UE T7] POLEUETA, PEYOL TOL BoTMe TN AEEN.

— Me ™) duyn cov, 1t; 11 pwTNCE.
— Edw, eine avt. Tt onpaiver awto;

52 See also Slote, Mamigonian, Turner citing Partridge who notes ‘when it’s [or he’s] at home™: ‘a derisive tag implying
contempt or incredulity’ (2022, 124).
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Eoxule mpog ta ndtw non StdBooe mhdt ot Borppévar voytor ts.

— Metepdvywon;

— Nou, eine avt). Tt onpaivet;

— Metepdvywon, eine avtog, cuvoyppvwpevoc. Eivat eAnvind: mpogpyetat and ta

eAMVIE. XNUaivel T1] HETOIMNGT] TwY YPuywy.

— Q, ddohe! eine vty Ileg 10 pog pe amia Aoy, (1990, 91)

Kapsaskis omits Molly’s alternative interpretation, ‘who’s he when he’s at home?’, which he replaces
with the more generic ‘1t onpaivet;” and renders the mispronunciation by using the word’s etymology
to achieve acoustic similarity: ‘met him pike hoses’ becomes, in Bloom’s monologue, ‘pe v vy cov
eob’: ‘Me v duyn cov ecv, v ovopale 1) MO, puéyot mov g e€nynoun yw ) petevadprwor.” (190),
‘Kappa ovopdalovv avty ™ petolunorn, yio apotieg mov Oempaéec oe ploa mponyovpevn Lo,
UETEVOaOUWAY), ke TNV vy cov eal’ (223).

In the Pairidis translation, this linguistic play is affected by the change of translators and, I
suggest, by the serialization of the novel which results in interruptions in the translation process. In
‘Calypso’, Nikolouzos avoids linguistic play as in the interaction between Bloom and Molly, he renders
Bloom’s question ‘Met him what?’ as ‘Tlwg o ‘negy’ and Molly’s “‘Who’s he when he’s at home?” as
‘Amo mod Byaiver avto;’ (117). In ‘Lestrygonians’, included in the third volume which both Nikolouzos
and Thomopoulos translated, Bloom’s memory of ‘met him pike hoses’ has been rendered in an
abstract way which highlights the nonsensical nature of Molly’s mispronunciation and the event of
‘not hearing properly” “To pvokd tov %ot piar Alpe, TOAeye womov g e€nynoa Yo ™ petepdvywon’
(275), ‘Kappo ovopdlovy oty ™ puetepudpbywaon ylo ¢ ApaQTIEC TOL EXAVES GE ia TEOTYOLUEVY] Lw), 1)
uetevosprwao), 0,1t Oélelg anov’ (324). On the other hand, Anevlavis translates almost literally ‘Met
him what?” as ‘Met ;" (109), and Molly’s question based on her obscure phonetic interpretation
‘Who’s he when he’s at home?’ as ‘Tlotog eiv’ avtdg Oty awtog eivan omityy’ (110) while he explains the

misunderstanding in the English text in a footnote. Anevlavis repeats this solution in every reference

of the phrase ‘met him pike hoses’ throughout the text, albeit not with the expected consistency as he
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translates it slightly differently every time.” In the Pairidis translation, there is no consistency in the
rendering of the specific language play throughout the text. While the first instances in ‘Calypso’ and
‘Lestrygonians’ show the translators’ effort for simplification, in the episodes where the phrase ‘met
him pike hoses’ reappears, it is either translated differently in each instance (‘Sirens’, ‘Eumaeus’,
‘Ithaca’), or omitted entirely (‘Nausicaa’). Finally, in ‘Penelope’, the only instance where we hear Molly
herself remembering that morning’s interaction and Bloom’s general tendency to complicate his
explanations, the different solutions in each translation, even if they have not been applied consistently
throughout the text, show the translators’ approaches:

‘and that word met something with hoses in it’ (18.565)

7t apytoe vo Eeotopilet Aegelg Tou Vo 6oL YOYEL 1 XGEAX YOEW AT TNV EVOAEUWGY]

(Thomopoulos, 1196)

n w1 Ae€n pe ™V Yoy cov eot’ (Kapsaskis, 784)

ne exelvn 1 Ae€n ovvavtnoe natt pe poprodtote’ (Anevlavis, 1057)
In the Pairidis translation the first translator, Nikolouzos, initially tried to bypass the challenge of
recreating a mispronunciation in Greek by preserving the general sense of Molly’s inability or refusal
to understand. In the episodes translated by Thomopoulos there is an attempt at reproducing Molly’s
interpretation through other nonsensical phrases, but this variates every time—an example which
highlights the conditions under which the translation was completed and its ‘naive’ status. Kapsaskis,
on the other hand, takes advantage of the word’s etymology and recreates a phrase by drawing from
how the word could potentially sound to a Greek speaker who is not familiar with more formal
vocabulary. Kapsaskis, therefore, hints at the difference between formal vocabulary and more demotic

vernaculars, a difference which he develops further in his translation of the ‘Oxen of the Sun’ episode.

Finally, Anevlavis opts for a preservation of what happens in the original by translating word for word

53 Specifically, Anevlavis either preserves the tentative enunciation in Greek (‘pet ep P ywor’, 294), transliterates the
mispronunciation into Greek partly (‘pet ey Y1 yooec’, 432, 457, 462, 593, ‘pet ep not yooec’, 916) or entirely (‘pet p maux
¥00ec’, 964), or, finally, translates it word-for-word resulting in a phrase like “tov cuvavtnoe 8opuv poprovtow’ (251).

203



and giving information about the English text. In this case, the reader becomes aware that the
translation cannot be read on its own, but that it rather keeps the original constantly within view.
Regardless of which solution could be considered more successful, or what could be a
successful solution in this case, all three translations of this language play add to the text, constituting
therefore different refractions of the miscommunication between Bloom and Molly. At the same time,
they also complement one another, each of them highlighting a different aspect of the interaction
between Bloom and Molly. While Pairidis focuses on the idea of dialogue, explanation, and
miscommunication, Kapsaskis attempts to replicate the scene by using the structure and forms of the
Greek language to bring to the fore the characters’ social and linguistic backgrounds, something that
might have stemmed from his leftist background. Anevlavis, on the other hand, provides an insight
of Bloom’s reflections on Molly’s mispronunciation and the joke that it generates. The dialogue on
metempsychosis in ‘Calypso’ is the first time we see Bloom and Molly interact in the novel, and the
only time we hear Molly speak without having access to her thoughts like in ‘Penelope’. The reader
becomes aware of the couple’s dynamics as well as details about the characters such as Molly’s
immediacy contrasting with Bloom’s convoluted discourse which is seen through an ironic light in
‘Cyclops’. Each choice, therefore, gives information about how each translator approached the text,
this first interaction between two main characters, as well as their own practice. It also shows how the
translators approached the text’s linguistic diversity and attention to language, something that is

manifested in further detail in their translations of the episode of ‘Oxen of the Sun’.

‘Oxen of the Sun’: ‘the most difficult episode in an odyssey’ (SL. 249)

Noptlw ot avtog o mpodloyog mapatedfnée. Towg vo éyst éva dyog amoroynxo.
Mmnogei. Nat, 8ev pnopeca va Swow Aoelg 6” éva 6weo TpolAnpate. Oéhnoa Taviwg o
xLTOV 80 TOV TEOAOYO Vo SWOW XAl TO UETEO TwV SLGKOM®Y TIOL TebNUAY GTO QYO pov.
(Kapsaskis 1990, 19)
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I think that this preface has gone too far. Maybe its style is rather apologetic. It might
be. Yes, I could not provide solutions to many problems. In any case, in this preface I
wanted to expose the kind of difficulties that arose in my task.

In a letter to his patron Harriet Shaw Weaver, in which he informs her of his work, Joyce states: ‘I am
working now on the Oxer of the Sun the most difficult episode in an odyssey, I think, both to interpret
and to execute’ (25/2/1920, SL. 249). In the fourteenth episode of Ulsses, Bloom has gone to the
Holles Street Maternity Hospital to enquire after his friend Mina Purefoy who has been in labor for
three days and is yet to give birth. There, apart from Nurse Callan, an old acquaintance of his, he
encounters a group of medical students and doctors in the commons’ hall, who are drinking and
conversing loudly over subjects such as motherhood, pregnancy, abortion, birth, and its complications,
while the cries of women in labor are intermittently heard from upstairs. The narrative is delivered in
a procession of historically successive English prose styles drawn from several anthologized texts and
authors of English literary history alluding to a process of gestation, growth, and birth but, as Jeri
Johnson highlights, this is achieved through recirculation and recycling (2008, 907). After it is
announced that Mrs Purefoy has given birth, the group migrates to Burke’s pub nearby to continue
drinking, as the narrative converts into a colloquial oral style, ‘a frightful jumble of Pidgin English,
nigger English, Cockney, Irish, Bowery slang and broken doggerel’; as Joyce describes in a letter to
Frank Budgen (20/3/1920, SL. 251-52). The stylistic development reflects the growth of the fetus in
the womb but not in a teleologically progressive way (Johnson, 907). Sarah Davison (2022) has pointed
out that there are no clearly defined sub-parodies devoted to a specific author or text; even if it seems
like this is the case, Joyce adds anachronisms, hibernianisms, idiosyncratic elements, in such a way that
every parody is also a pastiche. The ability of language to echo the past is used in every possible way
in this episode. Agonistic concepts such as struggle and labor run throughout the episode both in

terms of content—MTrs Purefoy’s state along with all the other women who are heard now and again,

205



the contrast with the bawdy conversation downstairs—and form—the gradual stylistic development,
the constant change of style which also poses obstacles to the reader. Joyce is not simply imitating
styles of his predecessors; he draws words and phrases from them and re-writes them in a mimetic way,
mimesis being here an interplay between style and action in which the action lies. More specifically,
there is a tension between style and subject matter that is productive, where the style augments the
meaning by contributing and adding to it. As Johnson also points out, ‘the characters and events
themselves are produced through the styles (not despite them)’ (906). This characteristic is found not
only in ‘Oxen of the Sun’, but in many other episodes in Ulysses, about which Sam Slote has coined
the term ‘double mimesis’, defining it as a simultaneous representation of action and representation
of style.’* The characters are developed through the styles: for example, the gothic style of Horace
Walpole and Sheridan Le Fanu that is used to refer to the appearance of Haines, the Englishman,
reflects the enmity that his presence evokes as a ‘Sassenach’ (14.1010-37):

But Malachias’ tale began to freeze them with horror. He conjured up the scene before

them. The secret panel beside the chimney slid back and in the recess appeared —

Haines! Which of us did not feel his flesh creep! He had a portfolio full of Celtic

literature in one hand, in the other a phial marked Poison. Surprise, horror, loathing
were depicted on all faces while he eyed them with a ghostly grin. (U 14.1010-15)

In this episode, Joyce re-uses styles by other texts or writers, drawing from histories of English prose
style.” He does not simply retrieve them as they are, fragmented and cited in secondaty sources, but
he also rewrites them by adding Hiberno-English forms, avoiding therefore plain imitation. By using

the history of English prose style thus, he inscribes his own writing in it while also challenging and

>4 Slote has spoken about it on many occasions, one of them being his lecture at the 2022 Trieste James Joyce Summer
School titled ““Eumaecus”: Literally the Antepenultimate Episode’.

55 In the same letter to Budgen quoted earlier, Joyce lists the writers from whom he is drawing. However, he draws from
them in the way in which they have been included in the two histories of English prose styles: George Saintsbury (1912),
A History of English Prose Rhythm (London: Macmillan) and William Peacock (1903), English Prose from Mandeville to Ruskin
(London: Oxford University Press). For a more detailed analysis of the sources and the writers recycled in ‘Oxen’, see
Janusko (1983). Davison (2022) provides more sources for ‘Oxen’.
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satirizing it. He is confronting his predecessors while simultaneously moving away from them. By
devoting an entire episode to the history of English prose styles, Joyce adds this ‘pastiche’ to the
canonical literary history. ‘Oxen’, therefore, is not only ‘the most difficult episode [...] to interpret and
to execute’, but it is also one of the greatest challenges for a translator. Instead of including it in his
list of main difficulties, Kapsaskis actually closes his preface with an extensive discussion of how he
approached the episode.

In order to render ‘Oxen’ in another language, a possible solution would be to create a pastiche
out of established translations of every text and writer that is ‘parodied’ in the episode—assuming

*0 Using the different writers and texts

such a canon of translations is available in the target language.
in their respective manifestations in the target language would perhaps be the closest ‘translation’ or
‘rewriting’ of such an elaborate and demanding episode. Alternatively, the translator can take up the
challenge of rewriting ‘Oxen’ by producing a ‘mimesis’, a stylized imitation of texts and writers of his
target culture. In that case, the episode is no longer about the history of English prose style, but about
the history of the target language’s prose style. A third option would be to translate the episode by
simply focusing on the plot, choosing to ignore its linguistic and stylistic diversity. Applying one of
the last two solutions results in a paradox because in the original ‘Oxen’, the characters are, in their
majority, Dubliners (or Irish) who speak in the literary styles of the English literary canon, the literature
of the Empire albeit in a Hibernian version—the ‘canon’ includes a few non-English writers such as
Jonathan Swift. After deciding how to approach the episode in translation, the translator of ‘Oxen’ is

called to tackle the paradox of Irish characters speaking in a Hibernized imperial style, and how that

can be conveyed in translation.

56 Armagan Ekici’s approach of translating Ulysses into Turkish, as he analyzes it in his chapter in Wawrzycka and
Mihalycsa (2020, 179-201), is very interesting in the sense that he draws from canonical translations of the writers and
texts parodied wherever available. He describes his strategy as using ‘archaisms that produce a text on a similar level of
readability as the English text, and, where possible, to use the modern Turkish translations of the parodied English
texts.” (187)
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In what follows, I would like to propose a reading of ‘Oxen’ as an agonistic episode, that is, a
text that is marked by different forms of struggle, and examine how the Greek translations, the choices
but also the act of translation as well as the relevant discourse, convey this agonistic reading. Focusing
on Kapsaskis’s translation as ‘canonical’, and as a translation that came out at a time when translations
started being more under analytical scrutiny, I will argue that the awareness of and struggle over the
text’s translational multiplicity is mostly apparent in his approach to ‘Oxen’. Prismatic agon is
particularly manifested here as the episode, even in the original, is already putting the reader through
the process of translation. Therefore, to translate it into another language requires to think about how
to convey this demand of translation that is imposed by the text. Kapsaskis here considers the different
ways in which ‘Oxen’ could be translated depending on the resources available and the translator’s
abilities and is worried about the limits of his own translation admitting, at the same time, that he
could not have produced any other version. His prismatic agon does not only concern his own
rendering or what he could have done but anticipates future versions, and what he could #o# have
done.

As already discussed, the episode itself is characterized by agonistic elements on various levels.
One form of struggle is in the very event that is narrated, Mina Purefoy’s three-day labor and the
eventual birth of her son. Another aspect is found in the form of the episode, the successive styles,
and the constant change and challenge that it poses to the reader. At the same time, the succession of
styles and the mimesis also convey a struggle with the act of writing and with language, a textual
struggle, while it is also a way for Joyce to convey his own confrontation with his predecessors as he
is performatively writing with and against his forefathers.

In every rendition of ‘Oxen’ in Greek the translator has been, in one way or another,
influenced by at least one aspect of what is known as the Greek language question, the great linguistic

debate concerning the appropriate form of language or idiom to use that marked the history of Greek
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language and literature. This debate, starting from the beginnings of the Greek state, ended officially
in the 1970s during the metapolitefsi period but had affected Greek society deeply in every level while
its traces lingered for quite a while.”” The linguistic controversy between the varieties of &atharevousa
and dimotiki proved fruitful for Greek writers as they had in their disposal a variety of idioms and
registers that the different linguistic forms provided. This variety is taken up in translation as well and
is visible in the Greek translations of Ulysses. Each translator of Ulysses, affected by this debate and its
historical and political background, responded accordingly to the linguistic and stylistic challenges of
‘Oxen’ and, therefore, brought into the translation his own forms of struggle with the language and
the text. Even though in all three renderings we can detect a ‘flattening’ of style which renders the
stylistic diversity of the multiple parodies less acute, the Greek translations convey the agonistic tone
of the episode through language-specific choices and by considering the political and historical
background of the time of production. Kapsaskis, as the only translator providing his reflections on
the episode, frames it with his own efforts and his reading. In what follows, I argue that Kapsaskis
includes the reader in his attempts to translate ‘Oxen’ and I suggest a consideration of the other Greek
translations of ‘Oxen’ in light of Kapsaskis’s discussion. The conditions under which the other two

translations were produced are also to be taken into account.

‘Oxen of the Sun’ in Greek: from mimesis to the language question

At the end of his preface, Kapsaskis broaches the issue of ‘Oxen’ by giving an account of the main
events of the episode, the way it is written, and listing the English writers who are being ‘imitated’ or

‘parodied’. He claims that there are two main obstacles for the Greek translator:

57 See here Alexandros Argytriou’s essay “To 0pog piag yAwooog xat 1 yAwooa evog bgoug” included in Aexaoyre Keiusva
(1970, 189-203), where he discusses the repercussions of the language question on Greek society, thinking, and
expression.
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2tov EMnva petapoaoty tibeviar apéowg dbo npoBinuata. Ilowtov, mépa and éva
TANEY] EAEYYO TNG AYYAMUNG YAWOOUS 7TV AVoryraior XaL 7] YVWOY] TOL DYOLS TOL EQYOU
AVTWY TWV «TAEWOOLUEVWV» GLYYOXPEWY, UXL OEVTEQOV, TTAY AVOYUXLX 7] AVEDQEGT] AL 1)
emhoyn EAAMvwy emwvdpwy ovyyoapewy, aviiototywv (1] TEQLTOL) YQOVOAOYI®Y e
eXelveY NG ayyMuNg AoyoTeyviag, Teog uipnor 1 napwdia tove. (Kapsaskis 1990, 20)
The Greek translator faces two problems. First, apart from an absolute control of the
English language, it was necessary to be aware of the style of these ‘parodied’ writers,
and second, it was necessary to find and choose known Greek writers, of
(approximately) similar periods as those of English literature, to produce an imitation
of them or a parody.

Kapsaskis admits that he did not have adequate knowledge of the English language in order to ‘decode’
the style of each writer, while the French translation did not help with that either as it imitates French
writers and texts to rewrite the parody. But for Kapsaskis, the second problem was the greatest one
because, as he claims, the Greek language did not have similar potentials and history of evolution, and,
therefore, there have not been enough texts or writers from the fourteenth century onwards that he
could have used to produce a parody or an imitation along the lines of the Joycean parody. Even if
the sources he considered necessary were available, Kapsaskis declares that he would not have been
able to achieve such a parody.” That is why, Kapsaskis explains, he focused on conveying the meaning
(‘e evvotohoywn mpoaoeyyon), and, having, at the same time, complete awareness of his weakness,
he hopes he achieved something more than a ‘translational attempt’ (‘petoppactinn anodnepa’).” In
the broader context of his apologetic preface, this particular admission of inability to translate ‘Oxen’,
could be seen as Kapsaskis’s acknowledgment of his inadequacy to bring Ulysses into Greek and of

what he sees as the untranslatability of Ulysses. He is only translating the events narrated in the episode

58 Kt av oour elyo notapépet vor Eenepdow v apyiny SueroMa T1g ATOXWSIXOTOINGYG TOL LYOLG TWV TAEWSOVUEVLY
oLYYEUPEWY, PoBdpat OTL TO SedTePO anélog Tov TEORANpaTog Hu Epeve dhuto. H eddnviny yhwoow Sev elye pua Taxpouot
SuvatoT T e€EMENG, HATAYQXULUEVY] OE AOYOTEYVIUG ELUEVO ETOVLILY OLYYOUPEWY, XTTO TOV SEUATO TETAOTO KMV UEYQL TIC
UEQES pag, T omota o umoEovGAY Vo YONOLELOOLY WG LOVTERX Yt «TOEWBL 1] UM O, AN 1ot oy axOPe LTNYE
nanotog nov Bo vrodeiuvue nanoteg mbavég Moetg, eyw Sev Oa xatoEbwva va emTdyw vty ™ Trpwdic.” (1990, 21)

5 “Onwg SIAMOTOVEL O AVXYVOGTYG TOV XOUTHEL GTAL XEQLAL TOV TOV TOUO ATO, TeAnd GAAEa YYOUN %ot ATOPEOLOX VXX
ouveyiow, TEOooTHdMVTAG, 6" ALTO TO UEYHANLO, Vo ETULTOYW UOVO (L EVVOLOAOYINY] TTQOGEYYLOY] TOL XELLEVOD %ol EYOVTAS
TANEN YYOOT| TG aduVapiag pov va ety w ot «Bodta tov HAovy &1t meploco1epo and par (UETAPEAOTINY ATOTELQNY.”

(1990, 21)
210



while informing the readers that there is always something else that they cannot access because it requires
further knowledge that neither he nor they have but which is also something lacking in the Greek
language, and is therefore impossible to translate.

Kapsaskis’s decision to focus on the meaning consists of translating the main narrative of
‘Oxen’ without adhering to the stylistic changes within the parody. That concerns Bloom’s arrival at
the Maternity Hospital, his conversation with Nurse Callan, the bawdy discussion and misogynistic
jokes of the medical students and the other men drinking there, the announcement of the baby’s birth,
and their migration to Burke’s pub. Although he confesses that he did not attempt to render the
different styles that are used in the episode, Kapsaskis has decided to preserve the sense of stylistic
and linguistic diversity by resorting to an equivalent in the history of the Greek language. More
specifically, he takes advantage of the diglossia that had resulted from the language question and which
had prevailed in the Greek language until the 1970s, and uses the two main varieties, katharevonsa and
dimotiki.” For the bigger part of the episode, which is written in a procession of English prose styles,
Kapsaskis has used katharevonsa, whereas he turns to a colloquial demotic when the group leaves the
hospital to go to the pub and the text turns to oral slang. Kapsaskis also mentions in his preface that
the help of the writer I. Ch. Papadimitrakopoulos was crucial in rendering ‘Oxen’ into Greek
katharevonsa. Papadimitrakopoulos, in his own account of Kapsaskis’s labor on the translation, deems
the idiom they used for the greatest part of ‘Oxen’ a ‘wild &atharevousa (with elements of a bastardized
katharevousa...) [‘po ayoro xabopevovoo (e otovyeio p€onabapedovons...)’], 2014, 115-21: 120].
However, it is not clear in the text whether Kapsaskis and Papadimitrakopoulos attempted to
differentiate the katharevonsa they used throughout the different subsections as the entire part set in
the Maternity Hospital has been rendered into a uniform archaizing style. Nevertheless, it could

certainly be argued that they have conveyed a level of linguistic diversity in the translation, albeit not

%0 For a detailed analysis of the language question and its history see Mackridge (2009).
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as elaborate and polyphonic as Joyce’s, but with its own nuances by using a historicized language. The
katharevonsa they have used indeed highlights the artificiality and foreignness of the text, as well as its
pompousness in a similar manner as the elaborate styles in the original, while they have added many
elements of dimotiki such as colloquial words. For example, in the original, the phrase ‘Dope is my
only hope’ (U 14.1024) attributed to Haines when he appears suddenly, is considerably incompatible
with the gothic novel style of the section. Kapsaskis has rendered it rather conventionally following
the norms of the katharevousa variety: “To vapuwtinov eivor 1 wovy pov einic...” (475). However, he
adds colloquial elements in other phrases such as ‘ue v oéunay ALTOD KEEUAGUEVIY (G PLOEUAINL ATO
00 Wpov’ (475) for ‘his booksatchel on him bandolierwise’ (U 14.1047) or ‘St naoetivag TANQ0LS
aoTEUPTEEWY UTYALUTSIY’ (476) for ‘his case of bright trinketware’ (U 14.1052). Moreover, the
‘bastardized katharevousa’ (‘péonaboupedovon’) as Papadimitrakopoulos calls it, corresponds with the
English prose literary styles that are imbued with hibernian elements. Having men drinking and
conversing about monstrous births in an archaizing, purified, and formal form of Greek has a similar
effect as when they converse in the manner of Jonathan Swift, Charles Dickens, or John Ruskin to
name a few. When the group migrates to the nearby pub, Kapsaskis’s translation converts to an oral
demotic mainly composed of highly colloquial and slang expressions.

Although Kapsaskis’s approach is somewhat flattening as he renders the multiple subsections
by using only one version of an idiom, the use of katharevousa already has a different effect because of
the connotations and historical echoes it holds for Greek readers in the 1990s. At the time the
translation started circulating, most readers would have been familiar with the issues of the language
question, the usage of katharevousa and its implications, as well as those of the demotic idiom, and
many of them might even have had first-hand experience of that diglossia in its multiple levels. As a
result, Kapsaskis’s choice is not very far from what the episode is achieving in its original language as

it manages to draw attention to its writing and its language by appealing to the reader’s linguistic and
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historical experience. Kapsaskis, with the help of Papadimitrakopoulos, uses both varieties of a
historically marked linguistic difference, underlining the artificiality of the archaic, ‘purified’ idiom, and
the colloquialism of the demotic idiom. Apart from rendering (partly at least) the self-referentiality of
the written language that is found in the procession of English prose styles, the usage of the
katharevonsa idiom here coincides with the scientific or pseudo-scientific discourse that is employed in
the conversation of the medical students in ‘Oxen’. Katharevousa as an idiom has been associated with
high registers, the scientific, academic, and legal discourse, which, alongside their pseudo counterparts,
are at the center of ‘Oxen’.”" However, thete are also narrative or descriptive passages for which Joyce
draws from chronicles, travelers’ tales, but also from writers like Daniel Defoe, Laurence Sterne, and,
as mentioned earlier, gothic novel writers like Horace Walpole and Sheridan Le Fanu. Kapsaskis uses
katharevonsa for these passages as well. Specifically, Haines’s appearance which is written in a gothic
style is translated as follows:
Opwg pe my agnynoty tov Mdiayt noytooy va moaywvouy ex poinng. Emétuyev
®WOTE 1] ouNvN v eppoviadn) evomov twv opbadpwy twv. To puotndy Yatvepe Taes To
tlant eyAlOTEOE TEOG T OTLOW Kot AVEPAVY] EVTOC aLTOL O... Xénvg! Iolog e€ nuwv dev
NobavOn va touv opbovtan 1 Bpté; Eig v plav yelpa expatel yxpTopdAana YEUOVTH
UEATIUNG AOYOTEYVING, %ol ELG TNV GAANY QLIANY pe v entypapny AnAytrotov. BExninéic,

poinn, andio elyov naTaypuyel elg T TEOCKWTX OAwY nabng odTog NTévile avTOLS pe
poaBotov yapoyerov. (Kapsaskis 1990, 474)

Even though the supporters of katharevousa had envisioned the idiom as the prevailing form of
linguistic expression in written and oral speech, it was mostly associated with the written form (due to
the fact that it was used in all aspects of public life, that is, official documents, announcements,

newspapers, textbooks etc.). Consequently, even though Kapsaskis explicitly states that he refrained

61 See for example the description of the medical students’ discussion relating to birth complications, ‘all the cases of
human nativity which Aristotle has classified in his masterpiece with chromolithographic illustrations’, in 14.955-77. The
idiom replicated in Kapsaskis’s translation (473) is close to the language adopted usually in medical discourse, resulting
therefore in a domesticating rather than a foreignizing rendering.
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from imitating written styles and searching for analogies, he has provided an imitation of a language
that was widely known to the public in its written form.*

In his discussion of ‘Oxen’, Kapsaskis claims that the Greek language had not had the same
potentials of evolution as the English language. He presents this as one of the reasons for which he
did not attempt to find analogies in Greek for each distinct English style rewritten in ‘Oxen’. Whether
he thought that the Greek language had a rich history yet incomparable to English, or he thought that
there are not enough texts that record and showcase this evolution, it is not entirely clear.
Nevertheless, this claim explains why Kapsaskis chose the solution of katharevousa-dimotiki binary and
reveals the translator’s own reading of ‘Oxen’ as an episode that focuses on language and its growth
but completely discards the aspect of written style which concerns the multiple ways in which language
can be used in prose. For him, the episode is about linguistic rather than stylistic development, and
that is why he is struggling to find analogies. A stylistic approach would reveal that there are, in fact,
ways to translate ‘Oxen’ by using examples from Greek texts and writers—as, for instance, the
katharevousa of Emmanouil Roidis is different to that of a scientific text, and both are very different,
for example, from a Byzantine or a New Testament text, types of the Greek language with which the
Greek public is still familiar. Such a mixture could be used for a stylistic mimesis in a Greek ‘Oxen’.

Aris Marangopoulos, who is today considered one of the main Greek Joyce scholars, draws
attention to the stylistic diversity of ‘Oxen’ rather than its linguistic challenges. In his readet’s guide,
Ubysses: Oonyog avdyvwone [Ulysses: Odigos Anagnosis, ‘Ulysses: A reader’s guide’], in which he includes an
episode-by-episode analysis with translated passages and commentary, he analyzes the different

subsections of ‘Oxen’ through the kinds of style that each of them replicates (2010, 293-322).”

02 Kapsaskis uses katharevousa in many other instances throughout Ulsses to denote and convey stylistic deviations such
as the journalistic style, and the scientific and academic discourse in the catalogues of ‘Cyclops’ or the catechism of
TIthaca’. Aris Berlis (1991a) criticized him for using gatharevonsa as a go-to solution for every stylistic deviation.

8 Marangopoulos’s Ulysses: Odnpyde avdyvwans (2001; 2010; 2022) was initially published in 1995 under the title Ulysses,
O6bnyiec mpog vavtiMouévovg: Emoroépovrag arov ‘Odvovéa’ tov TCainus T¢ovs.
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Marangopoulos suggests that a rendition of ‘Oxen’ should convey the practice of anthologizing that
marks the episode as Joyce drew from anthologies for its composition. In his reader’s guide
Marangopoulos does not translate the entire episode, neither does he translate the gothic-like passage
discussed eatrlier in the three full-length translations. He translates instead a passage which imitates
Thomas de Quincey’s Confessions of an Opium Eater (1821), and the last few lines from the closing of
the episode which replicates a variety of vernaculars.”* Marangopoulos discusses the plot, the Homeric
correspondences, the hermeneutical approaches, and the technic of ‘Oxen of the Sun’. He breaks
down the episode into the various parodies, for which he provides titles (‘O Adyog wg unyaviouog tov
aovverdntov’ [‘the word as a mechanism of the subconscious’], ‘0 Aoyog wg 1 pwvy ™¢ amoxaivdng’
[‘the word as the voice of the apocalypse’] etc) and summaries, and identifies the styles that are being
imitated. As a result, for the gothic-like passage discussed eatlier, in which Haines appears,
Marangopoulos explains:
15. O AOI'OZ QY I'OTOIKH IXTOPIA
O Xeénvg epypaviletor tiow ano 10 Tont pe TOV TORO TG UEATIUNG AOYOTEYVING

OTO EvaL YEQEL AL Lot Yo oL yedupet Pozson oto dhlho. Avapeoa oto padeo mavinoo

TOL TEWLYOL TOL EPLAATY] %ot TO GTOLYELO ToL Mdvavaay, opoloyet, oe byog gothic story,*

ot eivat 0 dohoywovog atny vrobeor g adeipontoviag Tokdvig adda: 70 prailiuo sivar

oty wropia. H adehpontovior g Iphavdiog moarypévn amd v AyyMa wg apAetind

Spdpec. .. ** (2010, 303)

15. THE WORD AS A GOTHIC STORY
Haines appears behind the fireplace with a volume of Celtic literature in one

hand and a bottle labeled Poison in the other hand. Between the black panther of his

morning nightmare and the ghost of Mananaan, he confesses, in a gothic-story style,

that he is the murderer in the Childs fratricide case but: history is to blame. 1reland’s

fratricide is staged by England as a Hamletic drama. ..
In two endnotes, Marangopoulos informs the reader that the passage is possibly drawing from Horace

Walpole’s The Castle of Otranto (1764), which is considered the first gothic novel (first endnote), and

explains the references of the passage to previous parts of the novel such as the Childs murder (which

% These translations correspond to U 14.1080-1095 (1968, 411) and U 14.1578-91 (1968, 425).
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is mentioned in ‘Proteus’), Haines’s phrase ‘it seems history is to blame’ (which he utters in
‘Telemachus’), as well as the ‘Poisor” as an allusion to Hamlet (second endnote). Marangopoulos,
therefore, provides a paraphrase-exegesis of the passage, which he does for all extensive ‘parodies’ of
the episode. He ‘translates’ but by ‘disassembling’ the text into its main components (plot, allusions,
style) and guides the reader in how to approach and re-assemble it, inviting them therefore to a
rewriting of the text. This is an approach he adopts not only for ‘Oxen of the Sun’, but for the entire

novel as he analyzes every episode in such a way.

In his translation of the passage written in imitation of de Quincey, Marangopoulos adopts
the sentence structure and rhythm of the source text:

A region where grey twilight ever descends, never falls on wide sagegreen pasturefields,

shedding her dusk, scattering a perennial dew of stars. She follows her mother with

ungainly steps, a mare leading her fillyfoal. Twilight phantoms are they, yet moulded

in prophetic grace of structure, slim shapely haunches, a supple tendonous neck, the

meek apprehensive skull. They fade, sad phantoms: all is gone. (U 14.1080-83)

M meployn 6mov 10 y7Eilo AnOPWS aULwVia XATEQYETAL, TOTE OeV TEYTEL GE

ATAWMUEVA CYPANOTIOAGVX B0GHOTOTLY, 6TALOVTAG TO Selll TOV, G1OETILOVTAG Lot oLmVL

aoTeEL®Y 8pootd. Axolovlel 1) unTéEa g phe amaiBELTH TATUATA, POEASK TOL 0SNYEL

nopitot 10 movAdpt e Kt av tov Avxogwtog eivar ontacteg mhdboviar Opwe oe

TEOYNTIUNG XXEYC UXAOVTL, AeTTOL HAAOGYNILOL YAOLTOL, ALYEQOG VELEWOG AXLLOGC, TEXO

notodenTno xpavio. ZBnvouvy, Ohppéveg ontaoteg: Olx @hyave. (2010, 293)
The vocabulary he uses corresponds to the lyrical tone of the text (‘natépyetar’, ‘otaloviag 1o Seikt
tov’) while he also emphasizes it through a syntactical shift: ‘oxopnilovtag ma awbvia aorepidv dpood
instead of ‘ma owwvie Spoowd aotepiwy’ for the phrase ‘scattering a perennial dew of stars’.
Marangopoulos attempts to create stylistic fluctuations by using a language that is commonly used and
its potentialities, such as its syntactical flexibility, the ability to make compound words
(‘oparompdova’). In contrast to what happens in the three full-length translations, the translated

excerpts from ‘Oxen’ in Marangopoulos’s readet’s guide, as well as in his album _Apazquévo

Bowpuodovprive (1997), do not attempt to rewrite the text by mimicking older varieties of the Greek
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language; instead, they focus on a prose style that uses older or literary forms and flexible sentence
structure. Urging against translations that ‘flatten’ the episode’s stylistic fluctuations by only using one
style, Marangopoulos argues for the importance of focusing on stylistic diversity and imitation rather
than finding analogies for every parody, proposing thus a way of translating ‘Oxen’ that contrasts with

the ‘untranslatability’ put forward by Kapsaskis.”

‘Oxen of the Sun’ in the other two translations

Kapsaskis’s admission that there are other ways through which the episode could be translated and
that he chose what he considered more appropriate depending on his abilities, as well as the prismatic
processes that he hints at, direct us to the other two Greek translations of Joyce’s novel, the one
published by Pairidis—where ‘Oxen’ belongs to the part completed by Thomopoulos—and the one
completed by Anevlavis. There seems to be a similar struggle in these two translations as to how to
render not simply the stylistic fluctuations, but the episode in its entirety. In the Pairidis translation,
the entire episode has been rendered into dimotikz, with no attempt to highlight the stylistic diversity
or the different discourses of certain passages by using other forms of the language or idioms. The
different passages where Leopold Bloom appears as a noble knight or a traveler, have been translated
into a simple accessible demotic which runs throughout the entire episode while more colloquial and
slang phrases are employed towards the end. While the stylistic diversity is not immediately apparent,
Bloom’s different names and ‘titles’ are translated, alternating and substituting one another across
subsections. Bloom is identified as ‘o &vog nov Badile’, 648 (‘some man that wayfaring was’, 14.71),

‘0 €t Adomolvt’, 650 (‘the traveller Leopold’, 14.126), ‘wxpog” or ‘noudt’, 652 (for ‘childe’

65 Marangopoulos has revised his reader’s guide multiple times (1995; 2001; 2010), and republished it, along with
Ayamquévo Bpawpodovfhivo (1997) for the centenary of 2022. Revisions are found in the translated excerpts as well,
something which shows that Marangopoulos’s translation process includes retranslation and revisiting.
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(14.160) which actually means ‘a young man of noble birth’) and ‘cep’ (‘sir’). Dixon appears as ‘¢vog
veapog pabintevopevog tmnodtg mov tov éheyav Nti€ov’, 650 (‘a young learningknight yclept Dixon’,
14.125) and Haines as a frightening specter:
AMG M agnynon tov Modkayior doytle vo toug maywver amd @oinn. BExape va
TLEOVLGLACTEL 1] GUNVY| EUTEOC OTX ATk Toug. To pvotnd atveopa TAdt 6to Lot
yMoTEnoe TEOog T Tow uat anopeca avnue o... Xewg! ITotog and poag dev éviwoe va
Tov onrwvetat 1 Tolya; Koatodoe 610 éva yEpL Evay YoQTOPOAUKA YEUATOV [UE HEATIUY)
Aoyoteyvia, xat 610 GALO piar QLA pe v emtypupn Anintioto. Exninén, poiny, andio

elyov Cwyoaprotel oe O T TEOCWTA xabwg Toug noltale K évar poxaPELo YxpoOyero.
(Thomopoulos 1969-1976, 689)

The phrases through which the characters are introduced or mentioned are preserved in the form of
a mocking imitation, a parody, but the style of the passages in which they appear has been replaced by
a an everyday demotic and remains the same, giving no explanation for the sudden changes in those
figures’ presentation. In the Pairidis translation, the reader is confronted with the question as to why,
all of a sudden and well into the book (it is the fourteenth out of eighteen episodes after all), the
protagonist is called by names that are not only out of place, but are also alternating without any
obvious pattern. There might be an understanding of vague irony considering the content that the
reader has already encountered (before ‘Oxen’, major stylistic diversities are found in ‘Sirens’,
‘Cyclops’, and ‘Nausicaa’), and an understanding that there is an element of parody but it is not
supported by anything else in the text and is not carried forward, making this parodic element appear
arbitrary. Even though the choice of adopting the demotic throughout could initially be seen as
domesticating ‘Oxen’ as it is more readable, a foreignizing, mystifying effect is still achieved by
Thomopoulos, but through the omissions of the stylistic deviations. While the translation of these
unexpected attributes conveys irony, the mimetic effect in which the style is produced through the

characters is not achieved.
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In the history of translations of Ulysses into Greek, the Pairidis translation is a first-generation
translation of Ulysses, which lacks sophistication and is as literal as possible, what O’Neill defines as a
‘naive’ translation (2005, 14). It could be argued, therefore, that its simplistic rendering of ‘Oxen’ is
predictable and anticipated in that sense. However, the historical context of this translation should
also be taken into account. Its publication is suggested to have started in 1969, two years after the
establishment of the oppressive military dictatorship that lasted until 1974. One of the effects of the
regime was a return to a systematic use of the archaizing katharevousa, a ‘purified’ form, an artificial
language variety of Greek which Peter Mackridge defines as ‘a hybrid consisting of lexical and
grammatical features belonging to different historical stages of spoken Greek from Classical times to
the present day’ (2009, 29). At a time when the language question was slowly being settled as it had
evolved into a gradual decline of the gatharevousaidiom and a wider embrace of the dimotiki, the military
junta re-established atharevousa more systematically in Greek public life and education. Opposers of
katharevonsa also often coincided with the opposition to the regime and writing and publishing in the
demotic idiom became a form of resistance or at least an indication of opposition, of an anti-dictatorial
gesture. Considering that Pairidis publications was one of the small presses that appeared at the time,
many of which were run by supporters of the leftist ideology, it could be argued that the constant use
of dimotiki throughout Ulysses was more than just an easy way to get the translation done, as it carried
also political meaning. The translators would have been very familiar with £atharevousa and would have
been able to use it in writing and therefore in translation. Consequently, translating Ulysses and ‘Oxen’,
such a stylistically complex and polyphonic text into dimotiki could also be seen as a conscious choice

rather than an indication of ignorance, sloppiness, or lack of skill.”

% For more on writing and publishing during the dictatorship, see Van Dyck (1998), Kornetis (2013). On the issue of
language, diglossia, and style see Argyriou (1970), and Alexiou (2002).
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On the other hand, Anevlavis (2014) follows Kapsaskis’s choice of translating the biggest part
of ‘Oxen’, originally written in the procession of English prose styles, into katharevousa and then
reverting to demotic slang for the last part. While it also includes demotic elements, Anevlavis’s
katharevonsa emphasizes its archaic echoes:

AMAG 1 Sunynotg tov Mokayla NeyLoe voe Toug Taywve pe ppinny. OdTog endtuyey wg St

poyetog v eppaviadn 1 onunvy eventoy twy. To xpupov atvepo TANGiov ™)¢ xoptvadog

ohictnoey xou eig v ecoynv evepavichn... o Xeéwg! Ilotog € nuwv dev nobavbn v

odeuay ToL vo pEntd! OOTOG elyey Eva YaETOPOLAUUX TANQY] NEATIUNG AOYOTEYVLXG ELG TNV

iy yelpa, g ™V ANV QLainy emypapouévny AgAntjoor. Exminéig, toopog, aneybeto

xTEMOVILETO €I OAX T TEOCWTA EVK AVTOG TOLG TUEETYEEL KE ATOXOGUOV UoyOnedy
petdlapa. (Anevlavis 2014, 640)

Anevlavis’s ‘Oxen’ has a similar effect to Kapsaskis’s, but it appears twenty-four years later. It is now
read by an audience that might not be as familiar with the implications of the language question as the
1990s Greek readership would have been. Many readers of the 2010s would have had memories of
living in a linguistically divided environment, but a big part of the readers would also feel more
estranged when faced with an older form of their spoken language that is no longer in use.”” Although
the connotations might be lost on some readers, by using this archaizing idiom, Anevlavis creates the
effect of a linguistic and temporal distance and difference. Compared to the translations by
Thomopoulos and Kapsaskis, the notion of ‘re-foreignization’, that Bollettieri Bosinelli and Torresi
(2020) have argued happens when translating Ulsses, becomes more prominent in Anevlavis’s
translation. By using an idiom that is already quite unfamiliar to the readership, and will be increasingly

more foreign for the readers to come, Anevlavis restores the initial foreignness of the episode.”®

67 See also the controversies over the need of this generation for intralingual translations of writers who wrote in
katharevousa such as Emmanouil Roidis, Alexandros Papadiamantis, Yeorgios Vizyinos. Dimitris Kalokyris’s translation
of Roidis’s H I'ldmooa lwdvva into dimotiki in 2005 raised a big debate (even though a similar attempts had preceded
Kalokyris). See “T'o oudvdako ¢ petapoaons Potdy’, dwfdlw (2006) 459, 48-62.

% Bollettieri Bosinelli and Torresi argue for the notion of ‘re-foreignization” in Ulpsses, that is about ‘restoring Ulysses to its
legitimate foreignness in a recipient culture that differs not only geographically, but also diachronically, from the culture
it was originally intended for’, (2020, 258-70: 260)
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Despite the solutions they adopt to create alienation in style, all three translations end up doing
what Marangopoulos describes as a ‘flattening’ of the stylistic fluctuations (2010, 322). Such
translations, however, rewrite ‘Oxen’ by using other references of struggle that are familiar to the
Greek reader, such as references to debates over written language, or language in general, as well as
freedom of expression, while they also convey the notion of translation as a prism, by each presenting
a different version. Furthermore, Kapsaskis informs us of his own personal agonistic stance towards
the episode which entailed a struggle with the English and the Greek language, the limitations of these
languages, as well as his own personal boundaries. As a result, the episode of ‘Oxen’, in which labor
is a central concept, becomes in translation an episode of translational struggle. In its Greek
manifestations specifically, it becomes an episode about linguistic struggle among everything else.
Whereas in the original ‘Oxen’ language and style are seen as the elements through which labor,
gestation, and fertilization are realized, in the Greek translation, these components are mostly
connected with agonistic concepts rather than the idea of recycling and reproduction. In a ‘transtextual
reading’ of all three Greek translations, the dynamics change. ‘Oxen’ is still an agonistic episode, but
the balance between the aspects of struggle shifts. What comes to the fore is a register binary and the
tension within rather than a multiplicity of literary styles. Instead of an imperialistic literary canon,
such a struggle echoes issues pertaining to the Greek language question and its debates. More than
that, ‘Oxen’, as it has been translated in Greek, foregrounds also the struggle of free expression in
connection to the restrictions imposed by the military junta and its own regulations over ‘appropriate’
language, the struggle of the non-native reader (due to cultural and temporal distance) and the

translator with the limitations of the language and his own personal limitations.
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Kapsaskis’s ‘in lieu of a preface’ prismatic agon and the reader as translator

In his overall apologetic preface, Kapsaskis admits weakness, limited solutions, and inability especially
in terms of ‘Oxen of the Sun’ due to lack of familiarity with the writers referenced and the development
of the English language. His choices in ‘Oxen’ could be seen as an effort to not ‘disrespect’ any
language, neither English nor Greek nor Joyce’s text. One way of reading Kapsaskis’s apology is as an
admission of his inability, as a presentation of a half-translation, a ‘translational attempt’ (‘pa
UETOPEUOTINY amtOTELeo’) as he claims, and as a way to deal with what he claims is untranslatability.
Kapsaskis’s humbleness towards the reader but also towards the text and its writer—after all he adopts
the notion of the translator’s secondary status in relation to the author figure—can be seen initially as
an admission of defeat. Upon a closer reading of his preface however, it could be argued that
Kapsaskis’s approach is much more nuanced. By explaining the reasoning behind his choices and
analyzing his sources and other possible options and solutions, not only does he allow the reader to
understand his working method step by step, but he also presents the process of translation as a
constant struggle with texts and languages. Additionally, Kapsaskis expresses his own agon over the
alternative forms that the translation could have taken, or can take in the future. The reader is to
decide for themselves whether the choices—at least those that Kapsaskis explains in the preface—but
also the whole translation process as he has approached it can render Ulysses adequately. Moreover,
the reader is invited not only to understand, but also to think about translation as a product and a
process, as both a finished and unraveling, unfinishing text, and to participate in it. Instead of an
admission of defeat, the preface is rather an opening to the reader to think critically about the
translated text and the book in their hands, to think about how it was produced, how it came to acquire
this form, and the ‘original’ text behind it. Kapsaskis challenges his readers to think about that which
is not there making them aware of the inherent multiplicity of translation and the prismatic processes

that it requires, and invites them to take part in these processes. The reader, therefore, is invited and
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invoked to rewrite and translate Ulysses. As a result, with his translation and discussion of his choices,
which frames his Odvooéac, Kapsaskis also ‘carries across’ the inherent openness of Joyce’s novel, the
feature that invites any reader to a rewriting and therefore invokes multiple, unfinishing readings of
the novel. Even though there is no mentioning of the multiple textual variants and editions of the text,
the Greek audience understands that Ulysses is an open novel which is constantly rewritten by its
readers. Kapsaskis’s prismatic agon contributes to a mode of retranslating and re-reading the novel,
an unfinishing mode with which critics, translators, and writers have been responding and reading
Ulysses, and to which the common reader is now invited. Consequently, while presenting the original
text as settled and finished, he promotes the unsettled status of translation as a modality through which
to read Ulysses, a modality which corresponds with that of the unfinishingness which characterizes the

responses in the Greek trajectory of Ulysses.

Conclusion: is Ulysses translatable?

Among the reflections about local issues and theoretical concerns, the reviews of Kapsaskis’s
translation discussed in this chapter return to the same question: is it, after all, possible to translate
Ubysses? Rejecting Kapsaskis’s translation altogether, Berlis believes that a potentially satisfying
translation of Ulysses will be a ‘heroic and beautiful failure’ which ‘will bear imprinted marks of the
struggle to achieve the best result possible’.”” On the other hand, Veltsos supports constant sttiving

and (re)translating, a practice which, he claims, can only secure progressive improvement in

translations, and Greek translations of Ulysses, while no translation can be a perfect reproduction of

9 ‘Elivon telnd duvatdv var petappaotel o «O8vooacy; Ao pmopodoe vo yivel piar xaky] uetdpouon; Av vmapéet evtuymg
ovynvpla ToAwv npoimobéoewy, Thavoy va Eyovpe uo UeTaPEUoY ravomomTiny), Tov o pépet Entuma T oMpddta Tov
ayove v emttevydel to noahdtepo Suvato. Mix tétotx petappaon Bu Ntay pio newny xat woaie anotvyio.” (Berlis 1991a,

12)
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the original.”’ For Veltsos, Kapsaskis’s Odvocéag is only the beginning of the many translations of
Ulysses that should follow in order to contribute to a more holistic approach of Joyce’s text. At the
same time, Veltsos, referencing Derrida, underlines the importance of ‘visible’ traces in the translated
text, ‘imprinted” signs of yearning for the original that cannot be fully translated.” Lazos, on the other
hand, sees Ulysses as a text that demands and at the same time refuses translation, and claims that there
cannot be a definitive translation of Ulysses just like there cannot be a definitive version of the original
text, one of the few references to the instability of Ulsses in Joyce’s Greek trajectory. Lazos views
Kapsaskis’s Odvocéag specifically as a productive failure, which invites rethinking about local forms,
genres, and language, and a reconsideration of the relations between Greek literature and other
literatures. Drawing from Derrida’s lecture ‘Ulysses Gramophone’, Lazos concludes that Kapsaskis’s
translation is a good translation but not a strong one, one that Ulysses demands and denies at the same
time. According to Lazos, Kapsaskis’s failures reflect the state of contemporary Greek literature and
prose and its inability to accommodate Joyce’s modernism, foreign gentes, forms, and texts.”” For
Lazos, Kapsaskis’s translation is merely ‘good’ because it is accessible, but through its domesticating
approach it has failed because it has not managed to preserve the multiplicity of meanings of the
original, its idiomatic specificity, and its resistance to interpretation. An agonistic vocabulary marks all
these reviews as well as Kapsaskis’s preface. Apart from the agonistic terms and the implications of
translating Ulysses as a struggle or as giving a battle, and even though they contradict one another,

these reviews also propose practices of revisiting and repetition, and question the idea of

70 “Bipoct )¢ YYOUNG TWG XU UETHPEAGY] 1t TOAM®D LEALOV 1) ueTdppaat] Tou «Odvocéay mov avbioTtatat oTig PIMOLOYES
elprveg, dev éyet wg POVo TEOOEISPO T vonpotun tekeiwon.” (Veltsos 1991b, 36)

"1 Tov INko tov avtdv [1oV petapeaoth] ovopdlw {pho-tvria (Evivmo SnAady {Nho Yo 10 aSHYATO HETAPEAOTINO
ohorinpwpa).” (Veltsos 1991b, 306)

& [-..] Bev elvar piox LoyvLEY UeTapEao), avTioToryn ue excivny mov anattel xot ue {nAoturio apveitar o Odvodéac. Eiva puo
1oAY UETRPOXAOY] 7] OTIOLAL TEIVEL VO AUPOUOLWTEL TO MELUEVO TOL JOyce uat Y TO amodwoet e Baoy) To #VELaEY X CYNUATX TNG
obyyeovne eAAnvinng neloypapiog. Anod auti] TV dToPY CLVETKGE, O TEOTOG KATA TOV OTOLO ATOTUYYAVEL eVOEyETaL Vo ORIl
10 oTiypa ¢ oLYYEoVNG TeloyEapiag Pag Kot TAVTOYEOVWS Vo Sivel Aoyo yia Ty aduvapiar g va owetwbel )
vewtepwotnta Tov Joyce.” (Lazos 1991, 59)
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completeness, problematizing, therefore, the very notion of a finished and definitive text which some
of these reviews demand from a translation and struggle to find in Kapsaskis’s Odvocéag. Even though
part of this controversy stems from Kapsaskis’s visibility in the translation, all reviewers conclude with
the expectation that an ideal or satisfying translation of Ulysses will bear visible and traceable marks of
the translation process.

Views of translation as a channel and as a prism emerge in all these reviews. But even when
‘channeling’ views are expressed, such as in Berlis’s review, there is a recognition of the potential of
multiple translations. Moreover, they all express an agon over the possible variations of translation, its
prismatic quality. However, in this controversy, as well as in Kapsaskis’s preface, further questions
stem from the reflections on translating Ulysses, questions related to the state of Greek literature,
criticism, translation theory, and readership. A prismatic view of translation allows us not only to read
all three translations as different ‘refractions’ of Ulysses, but also to reconsider them through
Kapsaskis’s agonistic preface. Prismatic agon, therefore, is not limited to Kapsaskis’s personal reaction
towards his work. It is extended to the reader, and is proposed as a possible way of reading translation.
Prismatic agon marks the full-length translations of Ulysses in Greece, not only because Kapsaskis
expresses his doubts, but mainly because of the theoretical discussion that ensues, because of an
attempt at prescriptive discourse which starts from translation—translation as an act, a process and a
field of study—and ends up focusing on local practices and the target literature itself. The oscillation
between channel and prism, the awareness of the one-sidedness and the multiplicity that co-exist in
translation and the discussion it generates, appear in the discourse about the Greek translations of
Ulysses and can help us reconsider them more productively, as an evolving network, while also
understanding the practices involved.

Agonistic approaches, weird modalities, fragmentary readings characterize the trajectory of

Ubysses in Greece. They all entail recurring practices and draw attention not only to the processual
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aspect of the text, but also to the peripheral status of the Greek literary space. Thinking back to
Orsini’s argument about encounters in small communities, ‘multilingual locals’, and the role of
translation in them (2015), as well as Karen Emmerich’s experience with translating I Aadxoc Opaodsns
[Glaffos Thrassakis| which involved significant editorial intervention (2017), it becomes more and more
clear that world literature is not a canon universally accepted, or the writers who achieve popularity
outside the borders of their place of origin, or texts that are approved by certain critics. World literature
is the processes of circulation and dissemination often within localities, the institutions, individual
initiatives, and the practices involved in them as well as texts that do not get translated or circulated
(Orsini 2015, 349). Practices that involve questioning, reading and returning, translating, revising, and
retranslating are encouraged in the peripheries and are formed by the specificity of the literary space.
Ulysses in Greece goes through processes of editing, reading, writing, all of which involve translation.
Such processes unsettle the text, question its completeness, and try to read it through its
unfinishedness. The unfinished is a characteristic of the text which is taken up by such processes and
practices and is opened up, added to, revisited. Motivating new readings, an active approach develops,
that of the ‘unfinishing’ and becomes a modality through which to read and talk about a centrally

established and unfinished modernist text in a peripheral literary space.
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Conclusion: ‘unfinishing’ Ulysses

‘[--.] M yooyn tov TCoug dev teretwvet ToTE, yrott nabe opd Eavarypdpetat, avdAoyn pe

TO UEAETNTY] %0l TOV AVALYVWOTY] TOL TNV TEooceyyLlet.’

‘[...] Joyce’s writing never ends because it is rewritten every time, depending on the

researcher and the reader who approaches it.”

This phrase, from the opening of Aravantinou’s monograph Ta eMyvixd rov Tainus Tovs (1977, XVII),
marks Joyce’s writing not simply as incomplete or open, but also as if it is being un-finished again by
every new approach, every researcher and reader. This is reflected in the tentative way in which the
agents involved speak about their responses to Ulysses. In KoyMiag, the Joyce translations were the only
ones labeled ‘petayppactiny npoonabetn’ (‘translational attempt’). In the preface to his translation of
Ulysses, Kapsaskis expresses openly that he worked to the limits of his capabilities and anticipates more
and different retranslations. Referring to his rendering of the most challenging episode, ‘Oxen of the
Sur’,; Kapsaskis also uses the term ‘petapoaotinn anonetpa’ which could be seen retrospectively as a
characterization of his entire translation. Finally, apart from her designation of her monograph as
‘nothing but the beginning’, Aravantinou also expressed disinterest in finishing her dissertation on
Joyce and saw her research as being simply about giving hints which someone else would take up and
develop further in the future (1983b, 62). Presenting her translations of passages from Finnegans Wake,
translations which she published, revised, and republished, she used the term ‘Soutpég petdpoaonc’ as
well as Aera onpetopate’ (1983a, 201).

The awareness expressed by the agents involved in the trajectory of Joyce and Ulysses in
Greece, which leads them to label their responses as ‘attempts’, ‘drafts’, ‘notes’ or ‘hints’, shows
something about the entire process of circulation and dissemination of Ulysses which problematizes
the world literature models proposed by Pascale Casanova (2004) and Franco Moretti (2000).

Considering the precise circumstances under which texts and writers cross borders reflects the
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obstacles and difficulties in the processes of circulation and dissemination. Moreover, it allows us to
view the people involved in these processes as embodied agents with their own approach, skills,
ideology, initiative, and doubts. Along with concepts that have been established in world literature
scholarship such as consecration, popularity, marketability, language and its major/minor status, the
study of practices can be a more accurate representation of how these processes are achieved.
Attention to literary markets, as suggested by David Damrosch (2014), invites a consideration of who
is involved in the market and in what ways. Moreover, the study of practices can help us frame critically
events that are considered ‘minor’ or ‘false starts’ contributing to an accurate representation not only
of world literature, but also of local literatures. Focusing on small multilingual communities, Francesca
Orsini (2015) argues for the study of minor events and the consideration of texts that do not get
translated or circulated alongside with those that do. This thesis shows that such an approach can also
be productive in other literary spaces of contested status, such as the Greek literary space which, due
to its geographical and cultural specificity, is often seen as a European literature and is therefore
assumed to be western and central, but, at the same time, is considered a literature of a minor language
which is often overlooked in world literature scholarship.

Using, therefore, the term ‘unfinishing’ to talk about the practices and strategies involved in
the circulation and dissemination of Ulsses in Greece emphasizes not only the awareness of
unfinishedness, but also the idea of it as inviting further responses. Moreover, it highlights the
processual aspect of those practices, the fact that they consist of recurring acts, re-readings, and
revisitings of the text. As discussed in the first chapter, in the 1930s and 1940s a group of writers
belonging to the Thessaloniki School keep returning to Ulysses multiple times through translations of
three different passages. Starting from issues of form and genre, they then turn their focus to the work
itself and its place in literary history and finally move on to questions concerning its themes and

characters all the while engaging with its textuality through translation. During that time, Ulsses
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becomes a key text for strategies of canonization, literary establishment, and forming an alternative
response to modernism. In the 1960s-1980s, Aravantinou presents Joyce through the Greek part of
his archive and the way in which he used language and idiom in his work. She examines the minor
figures and events in Joyce illustrating their impact on his work, foregrounding issues of biography
and transnational authorship. Finally, after the first full-length translation of Ulusses in the late 1960s
and 1970s which has been overlooked, the second translation, this time by Sokratis Kapsaskis in the
1990s, draws attention to the struggle of the translator. Kapsaskis’s translation and preface, as well as
the discussion formed in the reviews promote translating Ulysses as a recurring practice. With the full-
length translations, the issue of Ulysses as a book raises questions about who reads Ulysses in translation.

Through the practices they incorporate, these events create new ways of reading Ulysses in the
Greek literary space which keep the text’s unfinishedness in view and are based on fragmentary, weird,
agonistic, and prismatic modes. Considering all these strategies adopted throughout the trajectory of
Ubysses in Greece, and the way in which they involve translation without seeking finality, raises the
question of what exactly constitutes a translation of Ulysses, at least into Greek. In his reader’s guide,
Ubysses: Obnyds avdayvwons (2001; 2010; 2022), published initially as Ulysses. Odpyiec moog vavtilouévovg:
emarpépovrag atov Odvodéa tov Tainus TEove, (1995) and in Ayaznuévo Bowuodovfrivo: womor xar yréooeg
orov Odvadéa tov Tainus T¢ovg (1997; 2022), Aris Marangopoulos provides a reading of Ulysses through
translated passages, commentaries, interpretations, and visual sources such as photos and
advertisements. Aiming at ‘initiating’ and inviting the reader’s participation, Marangopoulos’s work
could be viewed as another act of translating U/ysses in Greece which has been published, revised, and
re-issued multiple times, marked therefore by unfinishing strategies. Marangopoulos has not published
a full-length translation of Ulysses nor of any other work by Joyce apart from the fragmentary Giacono
Joyee (1994; 2018). While he has provided more critical work on Joyce, Marangopoulos’s published

translations of the Irish writer seem to only focus on passages or fragments, an attitude which could
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also be seen as avoiding finality along the lines of the previous events discussed in this thesis.
Marangopoulos’s work on Joyce is worthy of a study of its own, not only due to spatial limitations,
but also due to the potential approaches that such work could generate. Viewing Ulysses and Joyce as
a work and a writer that require ‘initiation’, Marangopoulos does not only focus on strictly critical
readings, but opens up Joyce to the common reader. His exegetical books aim at facilitating a reading
of Ulysses, while his references to the English text without providing a full-length translation invite the
reader to think about and attempt translation. The unfinishingness in reading Ulysses is extended here
to the common reader. I did not engage extensively with Marangopoulos’s work because I viewed it
as part of an examination of reading communities and readerships, whereas in this thesis I was more
interested in critics and translators as readers, and critical reading. Throughout its trajectory in Greece,
Ulysses is read through constant rewriting, retranslating, and adding; it is read as a fragmentary text, as
a peripheral text, as an agonistic text. Continuity outweighs the discontinuities observed by
Pechlivanos and Politi (2004): Aravantinou was in contact with Pentzikis (Lazaris 1984), and so was
Kapsaskis who was aware of the Joyce translations in KoyAiac (Papadimitrakopoulos 2014 [2008]). The
fragmentary work done by the translators of the Thessaloniki School, therefore, had a much greater
impact on the trajectory of Ulysses and Joyce in Greece than previously thought.

An examination of all these responses reveals Ulsses in the Greek literary space to have been
mostly translated by non-canonical or minor writers, marginal groups and publications. This pattern
is already observed in the early reception of Ulysses which is orchestrated mostly by writers of the
School of Thessaloniki while the intellectual elite of the Generation of the Thirties did not show the
same interest. Although Joycean influences have been traced in the work of established writers, their
critical or translational engagement with Joyce’s texts is more subtle and does not aim at textual
circulation and dissemination. One such exception is Kosmas Politis who translated Dubliners

(dovprwédor, 1971) while Eroica (1938) has been read as intertextually linked to “The Dead” (Mackridge,
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1979). Stratis Tsirkas, on the other hand, whose trilogy Axwpégryrec Iloeieg [Drifting Cities] has also
been read as in dialogue with Ulysses in terms of the narrative forms it employs, engaged with Joyce
only privately, as part of his writing process and not for scholarly or translational purposes
(Pechlivanos 2008). Translation and critical reading of Joyce were employed as more strategically
formed responses, as seen in To 3° udn and KoyMiag, or became part of passion projects like in the cases
of Aravantinou and Kapsaskis. Neither of these is the case with George Seferis, for example, whose
work has been read as in interaction with Joyce (Valaoritis, 1988, Kapsetakis 1998-1999) although the
connections are sparse. Joyce figures in Seferis’s essays and diary writing only in the form of brief
references. In his 1941 essay about the reception of English literature in Greece, ‘Pour les voyageurs
du «Sea-Adventure»’ (‘T toug taéidtwteg Tov Sea-Adventure’), Seferis describes his first memory of
Joyce when he still knew nothing about him: a photo on the display of Shakespeare and Company
surrounded by Greek flags the year that Ulysses was published (Aoxuéc 17, 56-69; 315-25). In a diary
entry for 19 January 1941, Seferis notes his thoughts upon reading about Joyce’s death, while another
entry recorded a year later could be read as an indication of Seferis reading (about) Joyce:

2dfparo, 14 Magzy [1942]

AwxBalovtag pa Broyoapia Tov James Joyce, culhoyilopat 1oL TV Tepaéev

obuntwon: Ooco npoyweet 1 Odbooeia mov yoaget, yavet T0 Yug Tov. Alyoug pnveg

TEOTOD T1V TEAELWOEL, EYEL TETOLEG UPLOELG OTAL PLATL TOL UVMETAL ATO TOLG TTOVOLG GTO

natope. O Tophog Opneog, o Tuphwvopevog Joyce. (Mépeg A°, 196)

Saturday, 14 March [1942]

Reading a biography of James Joyce, I am thinking about this strange coincidence:

As he progresses with the Odyssey he is writing, he is losing his sight. A few months

before finishing it, he has such episodes that make him roll on the floor from the

pain. Homer blind, Joyce going blind.
Seferis’s ‘interaction’ with Joyce is often seen in the context of the development of the ‘mythical

method’ in his poetry, a term used by T. S. Eliot to define the way in which myth is used as an

organizational schematic of order for reality in Ulysses (1923). Eliot was encouraged to write this review
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by Joyce, as part of the latter’s efforts to promote the novel. Seferis, however, in his own strategic
reading, used the term ‘mythical method’ to propose a comparison of Eliot and C. P. Cavaty, focusing
on the aspect of myth (doxuéc A’, 324-63), a reading aligned with his own poetics of returning to
classical tradition as well as his interpretation of Cavafy. While this dialogue is often read as a Joyce
influence, it is through the lens of Eliot’s reading and the connection that Seferis had developed with
the poet that it should be viewed. Finally, although Seferis never published any translation of Joyce’s
work, Maria Athanasopoulou (2021) has shown that the poet had attempted to translate the opening
of ‘Penelope’ as a draft of a translated passage, shorter than the one published by Takis Papatsonis in
To 3° ydr, is found in one of his notebooks. Athanasopoulou suggests that the draft could be dated
from the 1930s, when ‘Penelope’ was part of the discussions about interior monologue. Considering
Seferis’s translation practice (Loulakaki-Moore 2010) and his interest in translating writers who
influenced him as a form of linguistic and poetic exercise, the fact that this attempt was never
developed further can tell us something about the poet’s interest in Joyce being more reluctant. What
is more, it can also be read as a reaction with elements of the ‘unfinishing’, which we see developing
further in Seferis’s retranslations of The Waste Land. Maria Oikonomou (2016) shows how the Odyssey
myth in Ulysses functions as a machine through which the novel speaks back to its mythical tradition
and repeats it differently every time. Unfinishing reactions could also be seen as responding to this
mechanism of repetition which defies reproduction, especially considering that translation reproduces
but does not replicate. Further exploration of other modernist texts and their translations can show
to what extent unfinishing strategies are employed and how they form the reading of the text in
translation.

Critical discussion around Joyce’s reception in Greece has been limited to accounts of
translations, influences, and references by venturing neither a closer reading of these responses, nor a

distant reading within broader contexts such as peripheral modernism or world literature. Discussions
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of Greek translations of Joyce often focus on mistakes and misrenderings of culture specific details,
while discussions of Joyce’s presence in Greek literature turn towards Joycean influences in the work
of canonical writers and connections without considering other interactions that are achieved through
translation and critical reception, acts which aim at textual circulation and dissemination. This thesis
develops readings of translations and critical reception of Ulysses in Greece by considering the
conditions under which these are produced, and the agents involved. As a result, it brings to light
work that has been ignored by scholarship such as Aravantinou’s studies on Joyce and translations, or
the first full-length translation by Leonidas Nikolouzos and Yannis Thomopoulos (1969-1976).
Instead of providing an account, this thesis discusses the modes of reading Ulysses which are developed
through constant responses and re-readings of the text, positioning, at the same time, the Greek Joyce
reception within the broader context of peripheral modernism.

Returning to Eric Bulson’s call for thinking about Joyce in relation to world literature (2009),
this thesis suggests that a more expanding approach, which will chart and explore the trajectories of
Joyce in other languages and literatures is needed. Tracing the different paths and transformations, the
circulation and dissemination of Joyce’s texts, and the practices through which these are achieved, will
allow for a reconsideration of Joyce in the world and the transnational connections of his work.
Aiming to contribute to such an approach, this thesis also shows that a study of the trajectory of Ulysses
in Greece and the unfinishing aspects of that story can help us reconsider modernist trajectories in
peripheral literary spaces. They can help us read more productively projects and responses that have
been viewed as inadequate but also revisit minor figures who have been excluded from the canon.
Looking at the trajectory of Ulsses in Greece also invites a reconsideration of the concept of periphery
and highlights the need to problematize it and examine its complexity and its specificity depending on
the space, the circumstances, and the temporality. More than that, this thesis shows that it is events

related to translation that promote further reading of Ulusses, rather than influences and intertextual
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links. What became obvious through this thesis was that Joyce’s reception in Greece is formed by
translation as a way of reading. Rather than reception studies offering a framework to talk about
translation, therefore, in this thesis it was through translation studies, comparative literature, and world

literature that I addressed the reception of James Joyce’s Ulysses in Greece.
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