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THE ORIGIN IS ALREADY HAUNTED:
GREECE AS THE UNCANNY OF MODERNITY?

Alvaro Garcia Marin
Consejo Superior de Investigaciones Cientificas

In (Western) modernity “Greece” has always been associated with the con-
cepts of repetition and return. Greece’s appearance in modern times is al-
ways already a re-appearance, problematizing the very ideas of originality,
continuity and metaphysical presence it had come to reinforce in the line-
age of the West. From this perspective, its appearance can rather be said to
represent an apparition haunting the process of European self-definition.

The construction of the new Greek nation, first in theoretical Philhel-
lenism and then in political practice, is directly related to this logic of spec-
trality. As an implicit reverse of the beneficial re-generation it was intended
to bring to European culture, this restoration also evoked the disturbing no-
tion of resurrection and “undeadnesss”. In this sense, Greece embodied the
(displaced) return of the same as other inherent in the Freudian theory of
the uncanny.

This paper explores such unsettling connections by analyzing the mu-
tually constitutive and reciprocal haunting between Europe and Greece
through some narrative and discursive structures that allegorize repetition
and uncanniness in figures and forms of revenance.

HAUNTING (THE) SELF: THE PROBLEMATIC INSTITUTION OF ORIGINS

hat we call somewhat loosely “theory” today has primarily de-

voted its existence to investigate, or rather to problematize, the

question about origins: Can an origin ever be just an origin? Can
an origin ever just be? At the present, after several decades, this issue
might seem outmoded, a hackneyed and long-ago elucidated question
with no potential to yield any new meaningful considerations. However, to
this day such a subject remains to be tackled in a more basic level that
could allow for a productive historicization; namely, the genealogical ex-
amination of the framework where the origin as an ontological category
becomes thinkable. This framework was historically instituted through the

1. This research was supported by a Marie Curie International Outgoing Fellowship
within the 7th European Community Framework Programme.
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ALVARO GARCIA MARIN

axiomatic inscription of Greece” as the precursor of Western modern cul-
ture and of the epistemology that underpins it. To pinpoint this phenome-
non in history — more specifically in Europe through the eighteenth cen-
tury —implies to undermine the possibility of any pure origin and to recog-
nize that this notion can only be a discursive effect produced in the opera-
tion of the consequences it claims to have generated.

Nicholas Royle begins his study on the uncanny with this sentence:
“The uncanny entails another thinking of beginning: the beginning is al-
ready haunted” (Royle 2003: 1). Greece made its appearance in modernity
with the pretension of upholding its opposite: that of the pure originarity
of being present to itself, and thus easily graspable. Nevertheless, the
conditions of its (new) emergence undermined this pretension and unset-
tled the very concepts it had come to stand for, giving rise to variants of
haunting that destabilized the values of ontological solidity and epistemo-
logical clarity in the self-same process of their institution. Arriving as a
guarantor of origin, what it achieved instead was to demonstrate the im-
possibility of the origin. My aim in this article is to explore what, in this
sense, | consider substantial connections between the Freudian concept of
the uncanny and the idea of Greece as the discursive space of modernity.
To do this, I shall focus on two groups of discourse, the limits of which are
“undecidable” precisely due to the uncanniness elicited by Greekness at
this point: the external discourse of western Philhellenism on the one
hand, and the internal discourse of Greek nation-building on the other. |
will attempt to argue that there has been a mutually constitutive, recipro-
cal haunting at work between Europe and Greece from the outset of mod-
ernity, and that it manifests itself in diverse narrative and rhetorical struc-
tures.

From the eighteenth and maybe even from the sixteenth century,
Greece, the original and absolute precursor, has only been conceivable in
the West in terms of repetition and return. “Regeneration”, “rebirth” or
“revival” are some of the notions invoked for both the self-definition of

2. Across the whole paper, | am using the term “Greece” not as the name of a geographi-
cally, historically or culturally uncontested, fixed entity, but as a transhistorical, highly ideal-
ised notion constructed by normative discourses in the West from the beginning of moder-
nity (but especially 18th and the first quarter of the 19th century), in order to underpin them-
selves and the nascent concept of “European civilization”. This notion, of course, not only
encompassed as well the contemporary territories and peoples finally gathered under the
Modern Greek state, but was instrumental to the latter’s theoretical and effective produc-
tion.
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THE ORIGIN Is ALREADY HAUNTED

European modernity grounded on a Hellenic genealogy and for the build-
ing of a new Greek nation at the southern edge of the Balkans, then under
Ottoman rule.? Greece's appearance in modern times is always a re-
appearance, thus problematizing the notions of originality, continuity and
metaphysical presence it was intended to buttress. Philhellenism itself
was basically dominated by compulsive repetition: imitating the classic,
re-producing the origins, remaining invariably at the same point of ahis-
toric essentialism that, nonetheless, characterizes precisely that dis-
placement underlying all historicity. In the attempt to bring the classic
closer to the modern, every repetition emphasizes and widens the gap
between the two. Greece is therefore the figure and the name of a return.
But every return implies a difference, a ghostly doubling impossible to
reduce through the logic of identity, generating an unavoidable residuum
that unhinges the whole operation. Hence, the imagery of regeneration,
revivification or recovery is haunted from the outset by its already implicit,
disturbing reverse side: a rhetoric of resurrection, undeadness and reve-
nance.

DEATH BEFORE LIFE: GREECE, BUT LIVING GREECE NO MORE

This residual presence is emblematized in the figure of the abject®, un-
symbolizable body: the (usually undecomposed) corpse. Metaphors of
death can often be found in the narratives of Philhellenic travellers disap-
pointed at not finding living remains of Antiquity in the territory of Hellas.
John Galt, in his 1813 Letters from the Levant, writes:

The sentiment, indeed, with which | feel myself most constantly affected,
since | came within sight of Greece, and particularly since | landed, has a

3. The Greek term palingenesia, rebirth or resurrection, was generally employed during
the late eighteenth and the first half of the nineteenth centuries to qualify the process of
creation of the new Greek nation. “Revival’ appears frequently in a number of texts about
Modern Greece, especially in travel accounts by Philhellenes (see for example Galt 1813: 126,
or Douglas 1813: 80-94, who alternates it with “restoration’ and “regeneration’). “Rebirth’
appears, among others, in the History of Classical Scholarship by Wilamowitz-Méllendorf
(2982: 10). Many scholars use those terms profusely at the present in their studies on Modern
Greece or Classical Studies. Noteworthy, in this sense, is the title of John Koliopoulos and
Thanos Veremis’ book: Greece: The Modern Sequel (London, 2002).

4. | rely here on Julia Kristeva’s notion of the abject (1980). In my use of this concept
across the paper, however, is implicit a rather unnoticed dimension of the abject: its inherent
connection with the uncanny, mostly through Lacan’s reformulation of this term as “the lack
of the lack”, the unsymbolizable Real that appears where it was already not expected (2014:
41-42).
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strong resemblance to that which | experienced in walking over a country
churchyard. Everything reminds me of the departed. The works of the liv-
ing serve only to inform us of the virtues and excellence of the dead (1813:
63).

Edward Dodwell, around the same time, states that “[In Greece] almost
every rock, every promontory, every river, is haunted by the shadows of
the mighty dead” (1819: iv). The French Alphonse de Lamartine, visiting
the country between 1832 and 1833, declares: “This land of Greece is now
but the winding-sheet of a people; it resembles an old sepulchre robbed of
its bones, and the very stones of which are scattered and embrowned by
the lapse of ages”. (1850: 72). Consequently, Greeks cannot help be but
living dead, devoid of content and agency, like mechanical automatons
located in the intermediate position between death and life.

Nowhere is this logic clearer than in Byron’s The Giaour, also dated
1813. The poem advocates Greek liberation from the Ottomans by pre-
senting a giaour, a Christian of mixed origins, who fights for independence
and avenges the killing of his lover, Greek Leila, at the hands of the Turk-
ish pasha Hassan. The initial description of the idyllic beauty of the coun-
try, marred by the Oriental presence of the Turks — according to a Roman-
tic topos in Hellenism — at once becomes unsettling, uncannily foreshad-
owing, in the very landscape, the vampirism that will constitute one of the
themes of the poem. The Greek shore is depicted as a dead body that
retains its beauty and vigor, but not its life, as though waiting for insuffla-
tion in order to revive and return from the dead:

He who hath bent him o’er the dead

Ere the first day of death is fled,

The first dark day of nothingness,

The last of danger and distress,

(Before Decay's effacing fingers

Have swept the lines where beauty lingers,) [...]
So fair, so calm, so softly sealed,

Such is the aspect of this shore;

Tis Greece, but living Greece no more!
So coldly sweet, So deadly fair,

We start, for soul is wanting there.

Hers is the loveliness in death,

That parts not quite with parting breath;
But beauty with that fearful bloom,
That hue which haunts it to the tomb,
Expression's last receding ray,
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A gilded Halo hovering round decay,
The farewell beam of Feeling past away!
Spark of that flame, perchance of heavenly birth,
Which gleams, but warms no more its cherished earth!
(Byron 1900: 70-71).°

If Greece is to be the origin, it already contains a remainder: an irreducible
element in supplement to its purity that splits it into two by reference to a
phantom precedent. Such an origin cannot but be a repetition, a return
from death that has to include the repressed body unaccounted for in the
equation linking Ancient Hellas to the contemporary West. In the geneal-
ogy of European civilization, Greece represents precisely that possibility of
a disembodied mind and transcendental subject as against the threat of
the corporeal, but at the same time it problematizes these notions by
bringing back the undead corpse of the modern Greeks in the very act of
its institution. Byron unfolds a constant play of revenances in the poem to
allegorize this process. He not only suggests the vampirism of the An-
cients in referring to their tombs as “the graves of those that cannot die”
(1900:71), but also explicitly features the native vampire traditions in one
of the first appearances of that monster in English literature. The vampir-
ism of the Ancients is replicated in the moderns: the Turk Hassan curses
the giaour to return on earth as an undead and prey upon his kin, while
Leila, who, according to some critics, stands for Greece itself, visits the
giaour after being murdered:

then, | saw her; yes, she lived again;
[...]1saw her—friar! and | rose

Forgetful of our former woes;

And rushing from my couch, I dart,

And clasp her to my desperate heart;

| clasp—what is it that | clasp?

No breathing form within my grasp,

No heart that beats reply to mine—

Yet, Leila! yet the form is thine!

And art thou, dearest, changed so much
As meet my eye, yet mock my touch? [...]
I knew “twas false—she could not die! (1900: 92)

These corpses thus haunt the scene of Greece’s reappearance in the mod-
ern world, awakened in part by the Philhellenes and embodied by the

5. For a further analysis of this fragment in similar terms, see Gibson 2006: 26-27.
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modern Greeks in a repetition that seems unending. Their coarse material-
ity perturbs the attainment of the ideal and epitomizes the uncanny re-
mainder that repeatedly resists all attempts at voiding the tomb of the
“cenotaphic logic” proposed by Vangelis Calotychos for the Greek case
(Calotychos 2003: 47).6 As a process essential to the construction and le-
gitimation of Western modernity, the formalization of Greekness or, in
Lacanian terms, its symbolization is resisted here by the Real of the abject
corpse tinged with undeadness.

UNCANNY GREECE

These considerations lead necessarily to a historical examination of the
uncanny and its intertwining with the ambiguous position of Greece in
Western modernity. In fact, both of them are inseparable from modernity
and its reconfiguration of the self. In his 1919 groundbreaking essay about
The Uncanny, Freud theorized this affect as a primitive and universal phe-
nomenon, although he suggested the possibility of historicizing it by em-
phasizing the relevance of the ontogenetic and phylogenetic diachrony in
its structure. However, he formulated this historicity as the mere subsis-
tence or eruption in the present of a layer predating the development of
consciousness or of the species; in particular, the re-appearance of animis-
tic thought within a framework of rational thinking (1953a: 249). Some
scholars have nonetheless refined this vision, ascribing the uncanny not to
a persistence of, or return to, the pre-modern in modernity, but to the
profoundly ambiguous nature of modernity itself (Royle 2003: 8). Mladen
Dolar understands that the experience of the uncanny emerges with the
involuntary and displaced reinscription at the core of culture of the super-
natural removed by the Enlightenment, which loses its discrete space on
the margins of epistemic normativity (1991: 7). Terry Castle considers that
it arises in the 18th century as a kind of toxic side effect of the establish-
ment of compulsive rationalism, systematization and regulation (1995: 8-
9). Ruth Johnson relates it to the nostalgia of modernity for a lost unity
that, as the modern subject knows well, never existed (2010: 13-14). What
is interesting about these historicizations is that the uncanny seems think-

6. Relevant for this argument is as well Calotychos’ connection of this “cenotaphic logic’
originally proposed by Benedict Anderson in his studies on the nation, with what he terms a
“logic of ab-sense” specific to modern Greece (Calotychos 2003: 47; 53). | try to underscore
here the fact that the modern Greeks, and the disturbing corporealness associated with them
in the imagery of early modernity, make it impossible for the West to close this circle of
semantic evacuation.
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able only within the epistemological model that claims Ancient Greece as
its foundation. It is when “we are all Greeks” — namely, when we (West-
erners) find our real self in a displacement of our own identity — that the
uncanny becomes accessible to experience for the first time and starts
haunting modern culture. Philhellenism and the uncanny were born at
around the same time. It is necessary to investigate whether there is any
inherent connection between them.

It has often been said that the uncanny is characterized by its eluding
definition. Freud’s essay itself, according to numerous authorities, is no
more than the chronicle of a fruitless pursuit of the concept’s meaning
(see Cixous 1976). Some consider that the circulation of the signs mobi-
lized by that search is the only possible substance for the uncanny, which,
rather than any content, represents a form or structure (Weber 1973: 1114-
1115). Freud contributes various definitions, none of which, alone, seem
sufficient to encapsulate its meaning. Borrowing from Schelling, he ini-
tially affirms that the uncanny is “what ought to have remained secret and
hidden but has come to light” (1953a: 222). Shortly afterwards, he empha-
sizes the identicality of meaning in some uses of the opposites heim-
lichlunheimlich (literally, homely/unhomely) to focus on theories of repres-
sion and the return of the repressed (223-24). From this viewpoint, the
uncanny would be what has undergone repression and what subsequently
returns in a different context and time to disturb us with a sense of strange
familiarity. The prefix “un-" is the token of repression (244). A certain split-
ting of the subject is suggested here, whereby the notions of self and
other are disturbingly undecided, and the autonomy of the Cartesian sub-
ject is revealed as an unsustainable construct (Weber 2000: 20-21). Still,
Freud contributes additional dimensions to the uncanny: we can track it in
compulsive and involuntary repetition (linking the uncanny to the theory
of the death drive formulated the following year in Beyond the Pleasure
Principle); in instances where thought or language seem to demonstrate a
performative omnipotence that, in civilized adults, has been ruled out by
logic; in the impossibility of establishing clear, exact boundaries between
life and death (namely, inanimate objects that come alive, the dead who
return, or animate beings lacking subjectivity, such as automatons); and
even in isolated motifs such as the double or the disembodied organ
(1953a: passim). In summary, the uncanny has to do with “a strangeness of
framing and borders, an experience of liminality” (Royle 2003: 2). How-
ever, the works of an infinity of scholars during the last decades of the 20"
century show us that it is much more: it is a crisis of the proper (the proper
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name, propriety and property); the experience of a foreign body within
oneself, or of oneself as a foreign body, as Nicholas Royle has put it (2); a
term that holds connotation but not denotation (Masschelein 2011: 114-
116), dwelling in the gap between signifier and signified and imposing the
logic of the empty signifier on all reality. According to Susan Bernstein,

the uncanny comes into being as a violation of the law of non-contra-
diction. Like a ghost, it “is” and “is not”. The opposition between subject
and object also falls away with the erosion of the structure of identity; sub-
ject and predicate can no longer keep their boundaries intact. (2003: 1113-
1114)

Moreover, due to the identicality between the opposites heimlich/unheim-
lich, it destabilizes all binary oppositions, the clear delimitation of which
sustain the edifice of Enlightenment epistemology, undeciding the con-
flicting categories of presence and absence, sameness and difference, real
and unreal, and dismantling the very foundations of “truth”. It is also, of
course, a displaced return that implies a temporal gap. The uncanny does
not pertain to the content of the returned, but to the formal process of
returning itself.

How could Greece, in its modern reconstitution both as the genealogi-
cal origin of the West and as a new nation, fit in some or all of these as-
pects of the uncanny? In the first place, as | have said before, it is essen-
tially the figure or the name of a return. In the interplay between the imag-
ined Greece of Antiquity and the contemporary Rum Millet under Ottoman
rule, only a signifier remained, with no proper recognizable content. All
kinds of emptying, erasure and adjustment operations were put into play
to build up the meaning of the term in the course of its own performativ-
ity. The very inscription of the Ancient in modernity, according to Maria
Koundoura, contains the cleansing of the monstrous, irrational compo-
nents associated with barbarism and the Orient (Koundoura 2007: 20).
There is thus an original schism in the presumed unity of what is Greek,
reiterated in its dual placement at both the beginning and the endpoint of
Western culture, which demonstrates, as Koundoura has said, “that that
subject is not unified at all” (28-29). This fact necessarily entails important
consequences, provided that we are dealing here with the institution of
the very notion of origin as uniqueness. Such uniqueness is rendered im-
possible by the series of overlays haunting its articulation: Greece’s emer-
gence is already a re-apparition. It starts, as Derrida has said about spec-
tres, by coming back (2006: 11); at the same time, it cannot be reduced to

[A]8



THE ORIGIN Is ALREADY HAUNTED

fit the cultural scheme it comes to enhance — both Ancient and Modern
Greece undermine the stable boundaries of the pairs civilization / barba-
rism, East | West, logos / myth, we [ them. The temporality of its inscrip-
tion is thus the paradoxical temporality of the ghost, as occurs with its
spatiality: neither present nor absent, visible nor invisible, simultaneously
an original and its repetition, it seems to elicit a hauntology through the
same act by which it attempts to institute ontology. The temporal gap
that marks the discontinuity of modernity while it marks continuity with
the classic predecessors seems to be epitomized in the Greek idea, since it
is the Greeks who, from a spectral position split between past and present,
between death and life, pronounce the injunction to re-embody them by
founding an order based on what they, from the outset, begin by destabi-
lizing: the possibility of a teleology, of closure of meaning, of a perfect fit
between language and the world. The project of the Enlightenment, sym-
bolized by the Encyclopaedia, principally consists of the faith in the capac-
ity of human subjectivity to summarize, classify and describe reality
through signs, without remainders. The signifier “Greece”, however, em-
bodies this remainder when trying to expunge it. The paradoxes of its
contemporary denomination, as Philhellenism soon discovered, unsettled
any conceptual delimitation or semantic transparency. The region known
by the name of the spiritual core of European civilization was at this mo-
ment at the margins of Europe, inhabited by Orientals under Muslim rule
who practised a schismatic Christianity and awakened a sense of strange
familiarity in the Westerners who came to visit them. To render it familiar
and restore the boundaries between Asia and Europe, modernity and
antiquity, the self and the other, it needed to be de-familiarized, in the
same way that the occidental subject, in order to find himself, needed to
search in a Hellenism still foreign to Europe at that time. In the results of
these operations, there is always an irreducible remainder that compul-
sively returns to provoke the uncanny mechanism of repetition in succes-
sive waves of appropriation and estrangement.

In 1809, Hegel wrote an essay “On Classical Studies” purporting to de-
fend and establish the idea that the West had the obligation to study the
Greeks if it wanted to achieve fullness of self. On the reverse side of what
represents an expression of optimistic confidence in the need for a return
to the Greeks, we might paradigmatically read the uncanny motifs of dis-
placed repetition, decentering of the subject and disjointed temporality.
The aim, for Hegel, was to rediscover who we are by establishing a dis-
tance with respect to ourselves, and to take up the path of the Greeks,
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who converted the natural into the spiritual, in the opposite direction.
This, by the way, is probably the process opposite to what modern Greeks
have done, converting the disembodied spirituality of the classical legacy
into the abject materiality of an undecomposing corpse, as we have seen
in Byron's example, and as we will see later. The study of antiquity, for
Hegel, thus provides a kind of productive self-alienation for the modern
mind. He says:

This world [of classical antiquity] separates us from ourselves, but at the
same time it grants us the cardinal means of returning to ourselves: we
reconcile ourselves with it and thereby find ourselves again in it, but the
self which we then find is the one which accords with the tone and univer-
sal essence of mind. (Quoted in Armstrong 2005: 15-16)

Later on, in his Philosophy of History Hegel, evoking the notions of “un-
homely home” implicit in the Un-heimliche, states: “Among the Greeks we
feel ourselves immediately at home [heimatlich], for we are in the region
of Spirit” (Hegel 2007: 223). The modern European Geist both colonizes, or
haunts, ancient (and not only ancient) Greece, and is colonized by it, de-
stabilizing all the historical and ontological boundaries between antiquity
and modernity, continuity and discontinuity, presence and absence, that
underlie Western civilization (Armstrong 2005: 18-19). At the same time,
we cannot forget that the German word Geist, the Hegelian Spirit, sug-
gests as well the notion of “spectre”, introducing thus the Greek world into
a ghostly or phantasmatic realm in its association with modernity.

The relationship between modern Europe and Greece may thus be
formulated in terms of derealization. This derealization may very well be
the gesture instituting the modern subject, but it is at the same time a
source of uncanniness. The text that underscores this aspect of the proc-
ess is, of course, Freud's A Disturbance of Memory on the Acropolis. Con-
ceived as an open letter to Romain Rolland and composed in 1936, it con-
sists of the recollection of his experiences during his only visit to Athens,
thirty-two years earlier. Freud begins by narrating the inexplicably low
spirits that beset his brother and himself during a summer trip to Trieste,
faced by the mere possibility of visiting Athens for a few days. Despite this
disquieting prologue, however, the derealization and disturbance of
memory take place the very moment they look upon the Acropolis for the
first time. All the classical learning advocated by Hegel and extended
throughout the Europe of the 1gth century comes to his mind, producing
in him a feeling of estrangement (Entfremdungsgefihl), for which he seeks
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psychoanalytical explanations. As Ruth Johnson has pointed out, instead
of feeling overwhelmed by the contemplation of something new, which
would make this a sublime experience, Freud at the Acropolis is aston-
ished by a sense of uncanny repetition (Johnson 2010: 22). He has never
done this before, and yet he remembers it. He feels a strange familiarity
before the symbol of the origins of Western civilization that he has so
many times heard about at school. His astonishment has to do with the
fact that the Acropolis, after all, exists: “So all this really does exist, just as
we learned at school!” (Freud 1953b: 241). He immediately accounts for
this reaction by resorting to the notion of “schism”, clearly reminiscent of
the motif of the double we have seen as a central occurrence of the un-
canny. Two personalities emerge in him: one who is surprised at seeing
something that, up to that moment, he had not believed existed, and
another, surprised because he had never thought that the existence of
Athens and the surrounding landscape could ever be doubted. The distur-
bance of memory thus consists of having wanted to be free from the es-
trangement (having wanted to obliterate the remainder that emerged in
relation to Greece) by making a false affirmation about the past; i.e., that
he did not believe in the existence of the place. This estrangement, Freud
continues, has two versions: it either shows us a part of reality as es-
tranged, or it shows us our own estrangement. This second case entails a
phenomenon of depersonalization, namely, the blurring of the boundaries
between the self and the other and the fragmentation of the modern
dogma of unity in subjectivity, as we have seen in Hegel. In psychological
terms, Freud affirms that the estrangement serves the purpose of self-
defence, such that it could be comparable to repression. And, according to
psychoanalytic theory, it is the return of the repressed, the basic feature of
the uncanny, that establishes the repression in a displaced temporality.
The final reduction of the feeling experienced in the Acropolis to a per-
sonal sphere in relation to guil — given that he had surpassed his father,
who could never have dreamed of visiting Athens — nonetheless does not
exhaust the dimensions of the uncanny reflected in the text. In his 1919
essay, another of the stimuli for the feeling was accounted for by “the
appearance before us in reality of something that we have hitherto re-
garded as imaginary”, given that, by this, “the distinction between imagi-
nation and reality is effaced” (1953a: 244). This may suggest another di-
mension of derealization associated with antiquity, since, was not the
Acropolis contemplated by Freud a product of derealization itself, stand-
ing “on a much-disturbed site of memory”? (Armstrong 2005: 2). As a
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result of the colonialist intervention of Philhellenism in Greece and the
assumption of such conceptual intervention by the Greeks themselves, the
post-classical reality of the country had been voided as far as possible in
order to make it conform to the ancient past. The surroundings of the
Acropolis had thus been cleansed of Turkish and Byzantine remains and
the monument had been reconstructed as an official ruin according to the
ideal and rather fictitious model of Philhellenism (Armstrong 2005: 2). Was
not Freud thus correct in experiencing, in this place, an effacement of the
boundaries between fiction and reality, to be surprised by the effective
existence of the classical Acropolis? Is not the Acropolis he contemplated
a purified and fictitious creation, an uncanny re-invention both haunted by
the Byzantine and Ottoman memories extirpated from it, and haunting
the present with a displaced, that is, modern image of antiquity? The
spectres of post-classical remains disturb the monochord narrative of a
continuity between the classical Acropolis and the modern model in two
ways: on the one hand, by demonstrating the unattended factors of tem-
poral discontinuity undermining the narrative of Hellenism and Philhellen-
ism and, on the other, by revealing that the supposedly ancient Acropolis
is already a displaced, deferred element rebuilt in the image that Moder-
nity holds of Antiquity.

Freud’s estrangement thus tried to repress these ghostly presences
adhering to the monument itself. In a sense, he was symbolically evacuat-
ing the real Acropolis to replace it with the ideal, scholarly one. As in
Byron’s fragment, it is the return of the coarse materiality of the real thing
that elicits uncanniness.

Exploring this idea, we might still read the uncanny associations of
Greece in another way through this text. To do this, we must turn to a
Lacanian view of the uncanny. The castration anxiety underlying this af-
fect according to Freud, is, in Lacan’s psychoanalysis, what constitutes the
symbolic realm, instituting a gap caused by lacking the Real at the mirror
stage as a fundamental difference that initiates the conventional circula-
tion of signs. The uncanny emerges precisely when this lack of the Real is
found to be lacking, when the Real emerges on the side of the symbolic
filling in this gap and collapsing the signifying structure of reality (Lacan
2014: 41-42). In Freud's essay, as in Byron’s fragment, we can, in effect,
read the reapparition of the body of Greece or of the Acropolis in such a
way. It is the realization that there, where the void of Hellenic culture was
perceived as a constitutive stimulus, to be filled with the resuscitated cul-
ture of the West, a living corpse was already staring back at our side of the
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mirror, dissociated from the image projected. Contemporary Greece, the
actual existence of the Acropolis in a displaced context, was thus found to
stand for the Real, the uncategorizable abjection unsettling European
culture exactly at that point where its semiotic place in the imaginary
realm had been voided and was expected to lack forever. This conflation
of exteriority and interiority also points back to “extimacy”, a related no-
tion in Lacanian psychoanalysis. In the same way Lacan considers that the
centre of the subject is outside and that the subject is ex-centric, these
phenomena of unexpected returns that mutually fracture the symbolic
reality of the West and of Greece indicate that both are condemned to
uncannily encounter the centre of their selves in the other, thus “undecid-
ing” these two spheres, the delimitation of which is indispensable to the
constitution of modernity. Whereas Europe has to institute Greece, an
Oriental and alien territory at the moment, at the core of its configuration
as a historical subject, Greece can only situate the notion of an occidental
Hellenism that it also feels foreign at the centre of its modern redefinition.
Such disrupted distinctions between outside and inside connoted by exti-
macy deconstruct Enlightenment thought. Modern Greece thus emerges
as the irreducible surplus that haunts modernity and is haunted by it.

OUR VAMPIRES, (NOT) OURSELVES: THE UNDEAD ARE GREEKS (AND VICE
VERSA)

At this point, uncannily enough, we have to resuscitate the vampire we
met at the beginning, in Byron’s poem, and set a revenance and a repeti-
tion into play. To continue exploring the position of Greece as both an
unsymbolizable excess and an implicit instance of western epistemology,
we will now turn to Slavoj Zizek’s theory of the monster as the unsettling
double of the modern subject. Like Greece and the uncanny, for him, the
monster is not a remainder of the past, but a product of the Enlighten-
ment itself. Even further, he properly considers it the subject of the
Enlightenment, to the extent that this new subject represents the voiding
of all symbolic substance:

The subject is the nonsubstance; he exists only as a nonsubstantial self-
relating subject that maintains its distance toward inner-worldly objects.
Only in monsters does this subject encounter the Thing that is his impossi-
ble equivalent —the monster is the subject himself, conceived as Thing.
[...] The subject and the Thing are not two entities but rather the two sides,
the two “slopes,” of one and the same entity. [...] Hegel radicalized Kant by
conceiving the void of the Thing (its inaccessibility) as equivalent to the
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very negativity that defines the subject; the place where phantasmagorical
monsters emerge is thus identified as the void of the pure self. (Zizek 1991:
66-7)

Despite critical attempts to ascribe them ideological content, Zizek under-
stands that the different monsters arising from this age do not have a
prefigured and specific content, but rather form a screen capable of ab-
sorbing and organizing the existing anxieties by binding them to the same
signifier. Before signifying anything, monsters embody “nonmeaning as
such” (64).

From this point of view, vampires may be considered the epitome of
the category “monsters of the Enlightenment”. As a perverse counterpart
of the Kantian subject, a vampire is an individual devoid of specific con-
tent, detached from the human community of the living and reduced to
the pure form of compulsive, repetitive activity. Besides, they emerged
historically in the consciousness of the West during the eighteenth cen-
tury. It is well known that in the 1730s, a series of vampirism cases in the
Serbian territories that Austria had recently conquered from the Otto-
mans was investigated by imperial authorities.” The dissemination of the
reports sent by Austrian officials throughout the continent mobilized a
great part of new scientific discourses, which were put to the test to re-
duce the phenomenon to the bounds of Enlightenment epistemology.
Only in 1733, more than thirty medical, legal, physical or philosophical
treatises dealing with the possibility that such an event could be authentic
were published. The interest that the topic of the vampire held for ration-
alist discourse did not reside in its specific meaning, but rather precisely in
the fact that it embodied a non-meaningful surplus haunting its whole
epistemological edifice. Thus, it became the blank screen on which every
discipline attempted to resolve the obstacles to its totalizing power. The
vampire disrupted ontology by blurring the limits between some elemen-
tary binary pairs: life and death, subject and object, body and spirit. It was
the figure of a compulsive return disjointing the notion that words, things
and persons fit into a balanced symbolic order. At the same time, it was
the excess unaccounted for, and even produced, in this semiotic opera-
tion.

It is thus not strange that, before the appearance of Slavic vampires in
Europe, the first undead known in the West was the Greek vrykolakas.

7. For an account of these incidents at the border of Western and Eastern Europe, see
Butler 2010: 27-50, and Hamberger 1992.
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Since the run-up to modernity and the classic revival implicit in the Renais-
sance, the appearance of Hellenism has been accompanied by the return
of this repressed abject body that seems to emblematize the uncanny
revenance of Greece. During the first decade of the sixteenth century,
Antonio de Ferraris already orientalized the Greeks, alluding to the “orien-
tal tradition of the vrykolakas”. (Ferraris 1558: 620-621). Philhellenism
itself was born haunted by this figure, which, in Martin Kraus's Turco-
graecia — the first work advocating the need for the Greeks, as the sources
of western culture, to free themselves from the Ottoman yoke — came to
raise issues about Greek cultural affiliation by blurring the boundaries
between the barbaric Turks and the civilized Hellenes (1584: 490). From
that time up to the beginnings of the twentieth century, the vampire
would become the signifier binding together all the dimensions of the
disturbing difference of Greece and its paradoxical position in European
modernity. Backwardness, Balkanism, orientalism, and religious schis-
maticism come together in this monster, who embodies the historical and
ontological discontinuity between Ancient and Modern Greeks and the
irreducible remainder of their uncanny persistence in the present.

During the seventeenth century, western references to the vrykolakas
increased, mostly in theological treatises or European travellers’ tales
from the Levant, mainly aimed at allegorizing the otherness of Orthodox
Christianity, thus orientalizing the Greeks (see Garcia 2014: 118). Hence,
when the Serbian cases of vampirism saw the light in the 1730s, the Euro-
pean public had been inculcated with the entire connection between the
vampire and Greece. Even after the popularization of the Slavic speci-
mens, the greater part of the most important treatise-writers on the sub-
ject, such as Augustine Calmet, Gerhard van Swieten, Danielle Huet or
Voltaire, attributed the origin of this unworthy 18th-century superstition to
the Greeks (Garcia 2014: 121). Some of them even highlighted the unset-
tling paradox that it was among the Greeks, the fathers of rationalism and
philosophy, that the oriental fable of vampires was born and from whence
it infected Europe. Joseph Pitton de Tournefort, a French botanist who
documented an epidemic of vampirism in Mykonos in 1700 in great detail,
concluded his long report articulating the difference between a proper and
improper Greece around the figure of the vampire. He thus inscribed a
historical displacement in the core of Greekness governed by revenance
itself: “After such an instance of folly, can we refuse to own that the pre-
sent Greeks are no great Greeks and that there is nothing but ignorance
and superstition among them?” (Tournefort 1717: 136). Voltaire expressed
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a similar bewilderment. Disappointed by the fact that, after the impressive
episodes in the 1730s, vampires had become a matter of controversy and
debate in the dge des Lumieéres, he included an entry on this subject in his
Philosophical Dictionary. He felt compelled to distinguish between a good
Ancient Greece and a deviant contemporary one, on the sole basis of the
presence or absence of the vrykolakas: “Who would believe that we derive
the idea of vampires from Greece? Not from the Greece of Alexander,
Aristotle, Plato, Epicurus and Demosthenes; but from Christian Greece,
unfortunately schismatic” (Voltaire 1824: 305).

Although the first fictional vampires in European literature at the end
of the 18th century were not marked by affiliation to a specific ethnic
group, this fact changed from the beginning of the nineteenth century. As
early as his Bride of Corinth, Goethe presented a case of vampirism in an
Ancient Hellenic context (1859: 24-34), while it was English Philhellenes
Byron and Polidori who began to configure the modern myth of the vam-
pire by resorting to Greek traditions. The knowledge of the stories re-
counted by Tournefort and other travellers is evident in the majority of
early narratives about this monster, often even including scholarly notes
with specific quotations. It is probably no coincidence that the meeting in
the summer of 1816 in Geneva, where the Gothic genre was reformulated,
was attended by Philhellenes, and that it was from there that the proto-
type of modern vampire that would culminate in Dracula emerged. Ex-
panding upon his allusion in The Giaour, Byron improvised a vampiric nar-
rative that night set in Greece, subsequently entitled Fragment of a Novel,
which was to remain unfinished. Polidori, in turn, took up the fragment
and, on that basis, constructed what was to be the first milestone in the
English literature on vampires, The Vampyre, published in 1819 under the
name of Byron.8 The narrative represents very well the mutual haunting
between Greece and Europe articulated by Philhellenism. The hero, a
mysterious English aristocrat named Lord Ruthven — probably a reflection
of Byron the Philhellene — becomes a vampire for the first time in Greece
in the middle of Ancient ruins, following native traditions about the vryko-
lakas earlier despised in the novel as oriental fables denoting the deca-
dence of modern Greeks. His first victim is a Greek girl, and his first resur-
rection takes place in the territory of Hellas, from where he returns to

8. Although the first editions were published under the name of Byron, the latter’s rejec-
tion of the authorship of the novel led to the following editions being published as anony-
mous.
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England to continue preying upon his compatriots. In this sense, at a time
when Greece is presented as the authentic self of the West, this narrative
problematizes such a Philhellenic affirmation and introduces the uncanny
in the diffusion or blurring of the borders between Greece and Europe. To
the extent that the being who shares both worlds is monstrous and preda-
tory upon Europe, a European preoccupation for this mutual permeation is
expressed. If, on the one hand, Ruthven devours Greek lanthe from the
viewpoint of an occidental Philhellene who drains the vitality of the cur-
rent inhabitants of Hellas, he also devours the English sister of Aubrey
from the viewpoint of a westerner contaminated by the orientalism that
introduces disquieting barbaric customs into the civilized world, personi-
fied in vampirism.

Polidori’s novel met with immediate success all over Europe, inaugu-
rating the modern vampire narrative, and gave rise to a long series of se-
quels in novels and in theatre. It might not be a coincidence that, during
the decade that saw Greece rise up against Ottoman power to achieve its
modern resurrection, the theatres and bookshops of half the continent
were inundated by Ruthven, that half-Greek vampire allegorizing the mu-
tual haunting between both spaces (see Stuart 1994: 41-129). The Hellenic
origins and setting of the monster were nonetheless progressively
cleansed, either interiorized in intra-European spaces of Romantic conno-
tation, like Scotland, or relegated to the alien margins of the Slavic Orient,
its Greekness almost completely forgotten by the time Stoker published
Dracula. The in-betweenness of Greece seemed to be too disturbing for
the West as the source of such a discursive otherness.

That the vampire was still a signifier articulating the discussions on
Modern Greek identity during the nineteenth century becomes clear, for
example, from the fact that historian Jules Michelet appears to make a
marginal comment on the polemics of Fallmerayer’in a footnote to
Goethe’s Bride of Corinth, where he writes that “Goethe, so noble in the
form, is not as noble in the spirit. He spoils the wonderful story soiling
Greekness with a horrible Slavic idea” (Michelet 1966: 23). Travel ac-

9. In his Geschichte der Halbinsel Morea wéhrend des Mittelalters (History of the Morea in
the Middle Ages, 1830), Jakob Philipp Fallmerayer maintained that the Hellenic population of
the Southern Balkans had been replaced during the early Middle Ages by Slavic peoples, and
had therefore ethnically nothing in common with the Ancient Greeks. This argument was
understood in the newly constituted Modern Greek nation as a direct attack on its legitimacy,
and subsequently contested through diverse discursive operations for a few decades. For a
history and analysis of this controversy, see Gourgouris 1996: 140-152.
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counts, narratives and ethnographic studies in Europe and America con-
tinued to turn the vrykolakas into the token of Greece's difference and
impurity until well into the twentieth century. The only horror film dedi-
cated to the Greek vampire, as far as | know, Mark Robson'’s Isle of the
Dead (1945), shows this sign at the beginning, once more allegorizing the
degeneration, backwardness, orientalism and historic discontinuity of
modern Hellenism in his figure:

Under conquest and oppression the people of Greece allowed their legends
to degenerate into superstition: the Goddess Aphrodite giving way to the
Vorvolaka. This nightmare figure was very much alive in the minds of the
peasants when Greece fought the victorious war of 1912. (Robson, 1945)

In the internal discourse of Greek nation building, the vampire and the
general scheme of revenance have also operated as symptoms. One of the
objectives of the founding fathers of the nation was precisely to obliterate
the dimensions of uncanniness associated with modern Hellenism and to
try to conform to the ideal projected by Western Philhellenism. Proving
that Greece was no revenant spelled out one of its most dogged efforts;
hence, the insistence on cultural continuity and the exclusion of every-
thing that could denote historic break. The first few years also sought to
purge the vampire, an emblem of discontinuity par excellence as well as a
symbol of the uncanniest aspects of continuity. In the work Atakta, a
seminal dictionary of Modern Greek by Adamantios Korais, one of the
founding fathers of the new state, the author included the entry “vryko-
lakas” but tried to endow the phenomenon with continuity, attributing a
classic etymology to the term and retracing the tradition to Homeric times
(Korais 1832: 85). Both false etymology and genealogy were subsequently
adopted by many Greek and foreign ethnographers to sustain the doctrine
of survivalism. But the vampire, who continued to return time and again in
epidemics throughout Greece, provoked shame above all and embodied
the obstacle of ancestral superstition that differentiated Greece from the
West in the national discourse, and hence, its incapacity to achieve mod-
ernity. Thus, its existence was silenced while the process of building an
identity modelled on Antiquity advanced, as though this entailed burying
it again. Nevertheless, the need to revindicate the intermediate strata of
Hellenism soon arose following the Fallmerayer controversy and the de-
moticist revival, giving new impulse to ethnographic studies and allowing
it to resuscitate anew. Starting from the 1870s, the term vrykolakas began
to reappear with relative frequency in all kinds of Greek publications; not
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only in folkloric texts seeking to unearth contemporary traditions of Hel-
lenism, but also in literature. Between the end of the nineteenth century
and the beginning of the twentieth, we find a series of short stories dedi-
cated to vampires and general phenomena of revenance in Greek litera-
ture (see Garcia 2014: 128-9). Cultural continuity is of course a source of
comfort and national identity, but it can also be a source of anxiety. In the
Greek case, it not only includes Antiquity and Byzantium, but also that
challenging interval that is the principal emblem of the historical gap dis-
sociating Hellenism: the Ottoman past. It thus entails a haunting and
haunted continuity, the uncanniness of which is embodied in the abject
body of the undead. The compulsive, undesired return of such spurious
corpses breaks the ideal mirror of the self that it is sought to build. The
vampires in those fictions perfectly represent the return of the repressed,
since they almost always bring with them strata of Greek identity denied
in the process of unifying the national narrative. None of them is a pure
Greek conforming to the ideal of Hellenicity projected from the West: they
bear a mark of disturbing otherness that betrays an anxiety, not of differ-
ence, but of sameness. The vampires are usually ottomanized or slavicized
Greeks, traitors to the national cause who conspire or deal with Turks,
who rest on the Sabbath like Jews and, in general, exteriorize some trait of
impure Greekness, or are incapable of functioning within the moral and
epistemological universe of the community. Unlike what occurs in Euro-
pean literature, in this setting they do not erupt into the collective space
from the outside, but rather emerge from inside the group to prey upon
their friends and relatives. Often, they provoke terror, not only because of
their unexpected appearance, but also due to their efforts to maintain
sexual relations and prolong a lineage impure for Hellenism, showing up to
what point they emblematize the uncanniness of fluid identities in a na-
tional project inherently haunted from its inception (Garcia 129-30).

CONCLUSION: GOTHIC GREECE, OR THE ECONOMY OF REVENANCE

The vrykolakes disappeared again after this fleeting revival, and today
their long history is practically unknown in Greece. Perhaps they have
been excluded from the national discourse not only because they repre-
sent superstition and backwardness, but also because they embody the
unsettling structure of Greek uncanniness itself and display the con-
structed nature of the nation. What is sure is that a certain economy of
revenance, if not in the form of the vampire, may be traced in certain as-
pects of Greek culture up to the present, not only in the alternating suc-
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cession of layers of disemia that will never cease to be haunted by their
opposites,™ but also in some narrative structures repeated in cinema or in
literature.™

Summarizing, the Gothic and the uncanny reveal themselves to be an
effective mode for re-reading Greekness and, especially, for exposing the
coextensive and inextricable character of its two dimensions, both of them
central in the construction of Western modernity: on the one hand, the
formal configuration and negotiations of Modern Greek nation- and iden-
tity-building during the last two hundred years and, on the other, the cen-
trality of a phantasmatic image of (Ancient) Greece in the modern concep-
tualization of European culture. Haunting and revenance as the intrinsic
but unconscious structures governing the historical institution of Greek-
ness disclose the fissures and the rifts inherent from the outset in the
thinking — even in the thinkability itself — of the origin.

10. For the notion of “disemia’ regarding Modern Greece, see Herzfeld 1987: 111-122.

11. Further research could easily trace those structures in some major achievements of
Modern Greek literature and cinema, and re-read those texts as much more profound na-
tional allegories in the light of the uncanny: for example, the poem Lambros (1829) by the
national poet Dionysios Solomos, which thematizes revenance; the inaugural Greek short
story "My Mother’s Sin” (Georgios Vizyinos, 1881), where a structure of repetition compul-
sion and successive revenants is at play; the Nobel Prize Yorgos Seferis’ poem “The Marble
Head’ (1935), a national allegory about the weight of the Classical burden for Modern Greece
that could be reclassified in the Gothic genre of hauntings, uncanny corporality and disem-
bodied organs; or, more recently, the film Alps (Yorgos Lanthimos, 2011), a surrogate story of
vampires, undeadness and displaced repetitions.
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YANNIS RITsOS' NAUSEATED AGAMEMNON
AND JEAN-PAUL SARTRE"

Maria Pavlou
Open University of Cyprus

The paper embarks upon an analysis of Ritsos’ *Agamemnon” in the Fourth
Dimension from the viewpoint of existentialism — more particularly Sartrian
existentialism. Even though Ritsos must have read and been influenced by
other existentialist philosophers (e.g. Camus), the present study is limited
to Sartre chiefly because of the prominent role that the Sartrian notion of
“nausea” seems to play in the "Agamemnon”.

he myths surrounding the doomed House of Atreus fascinated Yan-

nis Ritsos (Veloudis 1984: 55), and it is not coincidental that in six of

the seventeen monologues included in his Fourth Dimension (FD)

the speaker is understood to be a member of that family: Electra (*Under

the Shadow of the Mountain”, "The Dead House"), Iphigenia (“The Return

of Iphigenia”), Orestes (“Orestes”), Chrysothemis (“Chrysothemis”), and

Agamemnon (“*Agamemnon”)." This paper focuses on “Agamemnon”, a

monologue which Ritsos chooses to place first — as a kind of preface

(Sangiglio 1978: 61-62) — in the cluster of poems that revolve around the

Atreid myth, even though it was written after “The Dead House” (1959),
“Under the Shadow of the Mountain” (1960), and “Orestes” (1962-66).”

“Agamemnon” is dated December 1966—-October 1970 and was written

in Athens, Sicyon, and Samos. On 21 April 1967 Ritsos, a lifelong commu-

nist, was arrested by the right-wing Greek military junta and was displaced

to island concentration camps, first on Gyaros and then on Leros. Due to a

*Acknowledgements: This article is part of the research project "Our Heroic Debate with the
Eumenides”: Greek Tragedy and the Poetics and Politics of Identity in Modern Greek Poetry and
Theatre, which was funded by the Research Promotion Foundation of Cyprus. Warm thanks
are due to Vayos Liapis and Antonis Petrides for their valuable comments and suggestions.

1. On the FD see, among others Sangiglio (1978: 30-72); Bien (1980); Kassos (1988); Jef-
freys (1994); Colakis (1984); Champers (1992); Prokopaké (1981); Meraklés (1981); Green
(1996); Chasapé-Christodoulou (2002: 898-936); Alexiou (2008); Markopoulos (2009); Ma-
ronités (2013).

2. On the arrangement of the poems of the FD see Jeffreys (1994) and Kasos (1988:
61-62).
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chronic tubercular condition he was transferred to the island of Samos,
where he was kept under house arrest in his wife’s house until 1970 (Kotté
2009:145-168). From a letter sent by Phalitsa, his wife, informing him dur-
ing his exile on Leros about the “good health” of their canary Agamemnon
— evidently a veiled reference to the monologue of the same title — it can
be deduced that Ritsos did not have access to the draft of his "Agamem-
non” during his incarceration on the prison islands (Kotté 2009: 148). The
monologue was completed during Ritsos’ detention in Samos, even
though he seems to have introduced further modifications at a later stage
as well.?

RITSOS, AESCHYLUS, AND EXISTENTIALISM

A cursory glance at Ritsos’ "Agamemnon” suffices to reveal its debts to,
and intertextual links with, Aeschylus’ Agamemnon, although the hero’s
imaginative reconstructions of life in the camp outside Troy are transpar-
ent reflections of Homer. The story-line remains more or less the same;
after a ten-year absence Agamemnon returns to Argos victorious, bringing
with him the prophetess Cassandra, daughter of Priam. He enters the pal-
ace in glory, treading on a red carpet, only to be slain by Clytemnestra, his
wife, and Aegisthus, her lover. Yet, whereas Agamemnon'’s return in Aes-
chylus is prepared by the Watchman'’s speech, Clytemnestra’s dream and
beacon speech, as well as by the Herald's report,* Ritsos omits these pre-
liminary events and picks up the Aeschylean text at the crucial and emo-
tionally charged moment when the hero vanishes from public view and
enters the palace halls with his wife (Skiadas 1981: 617).

Even though our evidence regarding Ritsos’ method of work and the
means he had at his disposal during the detention period is scarce, the
monologue’s thematic and, especially, verbal affinities with the Aes-
chylean Agamemnon clearly suggest that Ritsos was a very close and
knowledgeable reader of the ancient Greek text.® In spite of its obvious
mythical influences, though, Ritsos’ “Agamemnon” is also loaded with
existential overtones, a feature that characterises many of the mythologi-
cal poems of the FD. Ritsos’ mythic characters typically adopt a profoundly
existential stance, insofar as they question, reflect, and muse upon exis-
tence — life and death — and are led to what could be seen as an “existential

3. See below p. 47.

4. On Aeschylus’ Agamemnon see, among others, Fraenkel (1950); Garvie (2010).

5. On Ritsos’ relationship with ancient Greek literature and language see Zervou (2010:
18-26).
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crisis”. Whereas their finale is always the one prescribed by the ancient
myth — Ajax and Phaedra commit suicide, Orestes commits matricide,
Philoctetes follows Neoptolemus to Troy — the rationale underpinning this
finale is entirely transformed.® Ritsos’ heroes are never mere playthings at
the mercy of gods, fate, and contingency. Rather, they take full responsi-
bility both for their past actions and for the decisions they make for the
future in full awareness of their consequences. Even when they decide to
put an end to their lives, they do so as a result of conscious deliberation,
not because they feel trapped by contingency or by extraneous factors.

While a number of researchers have acknowledged the existential ori-
entation of the FD, they usually associate this feature with the dark years
of dictatorship (1967-74) and the pessimism and bitterness that over-
whelmed Ritsos during this period. To quote Prokopaké:

In the long poems which were written or completed during the dictatorship
[...] action is of less importance, the heroes live or speak after action, in old
age and retirement, usually at the moment of their impending death. Even
if in their external architecture these poems resemble their predecessors,
even so it would be possible to place them at another stage, from the point
of view of their internal dynamics and world-view. A review of life and ac-
tivity, a self-obsession, a confrontation with death. They are poems of
memory.... but with an obvious repositioning of the centre of gravity to an
existential level.”

Although | do not wish to deny that the FD monologues ingeniously inte-
grate Ritsos’ personal experiences, memories, and sufferings into con-
temporary history and the mercurial character of modern Greek politics in
general,8 | would also suggest that the unmistakable existential tenor of
the pieces could be examined from another perspective as well — as Ritsos’
conscious intellectual dialogue with the European movement of existen-
tialism.

This issue has been recently extensively dealt with by Liapés in an arti-
cle on Ritsos’ “Orestes”.® Liapés attempts to read “Orestes” in relation to

6. See Prokopaké (1989: 28-29).

7. Prokopaké (1981: 323) translated by Jeffreys (1994: 86, n. 50). See also Prevelakis
(1981: 428).

8. Most researchers argue that the FD is first and foremost biographical, and that Ritsos
uses the mask of myth in order to voice and express his very own experiences and plights;
see, e.g., Myrsiades (1978); Prokopaké (1981); Gedrgousopoulos (2009).

9. Liapés (2014). The issue has been fleetingly touched upon by Sokoljuk (1976: 15-16)
and Calotychos (1994) 190; see also Pavlou (2013) on Ritsos’ "Ajax”. It should be noted that
Ritsos’ relationship with existentialism has been the subject-matter of a series of MA theses
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Jean-Paul Sartre’s The Flies (1943),” a play which dramatises the responsi-
bility of individuals to avoid “bad faith” (a key Sartrian tenet)™ and create
values through their free and authentic commitment to a life project. The
thematic and verbal convergences that he traces between the two plays,
especially with regards to the notions of duty and freedom, demonstrate
Ritsos’ indebtedness to Sartre’s play. Liapés’ observations are noteworthy
and significant not only for Ritsos’ “Orestes” per se, but for the FD as a
whole, in so far as they pave the way for a more systematic approach to
the poems of the collection through the prism of existentialism — more
particularly French existentialism.

To be sure, Ritsos makes no explicit references to existentialist phi-
losophers in his ceuvre. Yet, it would be legitimate to assume that he was
familiar with their work, not only because he was fluent in French and
could have had access to their output before its belated translation into
Modern Greek,™ but also because many plays, especially by Sartre, were
staged in Athens during the 1950s and 60s.™ Furthermore, reviews of the-
se performances, as well as a plethora of other relevant articles, were pub-
lished in the newspapers and literary journals of the time (Petrakou 2006).
Interestingly, in most cases existentialists were repudiated because of the
allegedly repellent, wrong-headed, and offensive subject-matter of their
work, even though, as Petrakou points out, this negative, defensive and
sometimes scathing stance on the part of Greek critics often seems to de-
rive from their misunderstanding and misconception of various existential-
ist tenets.™ Even if we suppose that Ritsos was not familiar with Sartre’s
purely philosophical work, such as his Being and Nothingness (L’étre et le

submitted to the Department of Theatre Studies at the University of Patras; see, e.g. Chris-
topoulou (2010) and Biliané (2010). See also the MA theses by Demelis (1986) and Chatzidé-
meétriou (2011).

10. Liapés also traces affinities with the work of other existential philosophers, such as
Camus and Kierkegaard.

11. On the term see below p. 30.

12. See on this Petrakou (2004: 224 esp. n. 6) and ead. (2006); Liapés (2014)

13. Petrakou (2006) provides a comprehensive catalogue with the performances of Sar-
tre’s plays in Greece.

14. The prosecution of the translator and editors of Sartre’s collection of short stories en-
titled The Wall, on account of its “inappropriate” content, provides a salient example. In the
end, translator and editors were acquitted of the charges; see newsp. To Brjua, 5 February
1963.
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néant),” we should not forget that the main concepts and premises of
Sartre’s philosophy are dramatised in, and integrated into, his plays and
fictional work: the tyranny of the Other’s look in No exit (Huis clos), the
notion of responsibility and freedom in The Flies (Les mouches) and The
Condemned of Altona (Les séquestrés d’Altona), the nothingness of exis-
tence in Nausea (La nausée), etc.®® Finally, it should be noted that Ritsos
would have felt a certain affinity with Sartre, not least because of the lat-
ter's political convictions and activism.”

In what follows I will embark upon an analysis of Ritsos’ "Agamemnon”
from the viewpoint of existentialism — more particularly Sartrian existen-
tialism. Even though Ritsos must have read and been influenced by other
existentialist philosophers (e.g. Camus), the present study will be limited
to Sartre chiefly because of the prominent role that the Sartrian notion of
“nausea” seems to play in the "*Agamemnon”.

THE OTHER'S LOOK — BAD FAITH

From the opening stage directions that precede the main body of the po-
em — a hallmark of all FD monologues — we are informed that the setting
of Agamemnon’s monologue is inside the palace, in the dining room.™
Agamemnon removes his military uniform and helmet — a symbolic act
which foreshadows his subsequent portrayal as a “human being” rather
than as a high-ranking military officer — “covers his ears with his hands” in
an attempt to block the cheering of the crowd outside the palace, and
speaks to his wife, a “beautiful, austere, imposing” woman, with a “dis-

15. Ritsos must have been familiar, however, with Sartre’s philosophical lecture, existen-
tialism is a Humanism (L’existentialisme est un humanisme, 1946), perhaps the most accessi-
ble of all his philosophical writings.

16. On Sartre’s theatrical work see Leavitt (1948: 102-105); Goldman and MacDonald
(1970: 102-119).

17. Sartre belonged to a war-bred generation, just like Ritsos. He participated in the
French Resistance against the Nazi Occupation and was transferred to a prison-camp, from
which he was later released because of ill health. Moreover, Sartre was among the French
intellectuals who in 1957 sent a telegram to the Greek Government protesting against the
prosecution of Ritsos and other Greek intellectuals because of their contribution to the spe-
cial issue published by the journal EmSewpnon Téyvng for the 40 years from the Russian
Revolution; see Kaklamanakeé (1999: 55).

18. Contrast Aeschylus’ Agamemnon, where the dialogue between Agamemnon and
Clytemnestra takes place outside the palace.
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tant, tired smile”, even though it is uncertain whether she pays attention
to what he says:™

You order them to be quiet, | beg you. Why are they still shouting?

For whom are they applauding? What are they cheering for? Their
executioners, maybe? their corpses?

or perhaps to reassure themselves that they have hands and can clap
them,

that they have voices and can shout and can hear themselves shouting?

Make them be quiet. Look, there’s an ant going down the wall -

how surely and simply it walks on that vertical plane,

no arrogant sense that it may be accomplishing a great feat — perhaps
because it's alone,

perhaps because it's insignificant, weightless, almost non-existent - |
envy it.

Let it be, dont brush it away —it’s climbing the table, it's picked up a
crumb;

its burden is bigger than it is — just look — that’s how things always are,

the burdens we all bear are always bigger than we are. (Ritsos 1993: 49-50).

In his opening gambit Ritsos chooses to signal his divergence from his
tragic model and allow a glimpse into the unheroic tone that permeates
the poem as a whole (Skiadas 1981: 619). In contrast to Aeschylus’ Aga-
memnon, who arrogantly boasts of his military victory (810-828) and even
dares to claim the gods of Argos as his associates in the sack of Troy
(netautioug 811),* in Ritsos’ rendition Agamemnon falls short of his tragic
and epic image and is rather portrayed as an exhausted and battle-weary
man. He censures his people’s hurrah for a victory that is in essence Pyr-
rhic, and even calls himself “an executioner” — in sharp contrast to the
crowd’s reception of him as a triumphant hero — thus equating the Trojan
War to a hideous massacre, an association that recurs several times in the
monologue.* This utterly unheroic stance is poignantly expressed in Ag-

19. Ritsos (1993: 49). All translations are from Green and Bardsley’s 1993 translation.
References to the translation are made by page.

20. See also Homer, where Agamemnon is presented returning home with rejoicing
(xaipwy, Od. 4. 521-523).

21. The hollowness of the victory and its devastating cost come to the fore more force-
fully later on, where Agamemnon reflects in distaste upon his recent triumph and debunks
the glorious nature of war: “So now here | am, who brought you none of that joy — the re-
nown as they say, the glory / that, alas, might even perhaps redeem, / with clanging and
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amemnon’s wish to be “insignificant, weightless, almost non-existent”,
like the tiny ant that he observes going down the wall. This prosaic ant
vignette, which Ritsos purposely places at the opening of the monologue,
and which constitutes an ironic twist of Agamemnon'’s references to fierce
animals in Aeschylus,”* ingeniously introduces one of the major existen-
tialist themes that permeate “Agamemnon”; the Other’s look and the
burden that it may impose upon one’s shoulders — a burden that is “always
bigger” than one can bear.”

Sartre expounds on the ramifications of the Other’s look in his phi-
losophical work Being and Nothingness, even though many of his plays
also grapple with this issue.** In his view, the Other is essential to my exis-
tence because it is only through the Other’'s look that | acquire awareness
of myself. When | am unreflectively performing an act, | am pure action. |
do not exist as an “I”, but rather as a consciousness that simply “is”. The
thought that | may be observed by someone else has a twofold impact
upon me: on the one hand, it reveals to me the subjectivity of Others —
namely that Others are not just “things’ to be looked upon, but also sub-
jects that can look at me; on the other hand, it objectifies me by turning
me from a being “for-itself” (pour-soi) into a being “in-itself” (en-soi),** that
is to something that can be looked upon.*® This objectification is a funda-
mentally alienating experience in the sense that it forces me to adopt a
third-person perspective towards myself and, accordingly, to experience

counterfeit coin, our silence for ten real years, |/ thousands of murders, covert and overt,
thousands of errors and graves. / Such heroics are far from me” (55); cf. Ritsos (1993: 93). In
Aeschylus, the absurdity of war is stressed by the Chorus, see, e.g., Ag. 429-455.

22. In his speech Agamemnon compares his soldiers to an “Argive beast” (Apygiov
Sdkog, 824) and to a ravening lion (Gunotg Aéwv, 827).

23. A similar remark is made by Ajax; see Ritsos (1993: 217-218).

24. The Other’s Look constitutes the major theme of Sartre’s play No Exit, from which
also comes the much-cited phrase “Hell is other people”.

25. According to Sartre (1978: 56), humanity is characterised by two aspects: “facticity”
and “transcendence”; see also Reynolds (2006: 87). “Facticity” stands for the givens of our
situation, such as our race, nationality, our talents and limitations; Sartre (1978: 82-83, 629).
“Transcendence” is our freedom to negate our “facticity”; Sartre (1978: 34); see also Reynolds
(2006: 3).

26. Sartre distinguishes three ontological categories: the étre-en-soi (being-in-itself), the
étre-pour-soi (being-for-itself) and the étre-pour-autrui (being-for-others). The en-soi is non-
conscious being; it is solid, self-identical and, according to Sartre (1978: Ixv), “is what it is”.
The pour-soi has consciousness; it is fluid, dynamic and a being which “is not what it is and
which is what it is not” (Sartre 1978: 79). It is also the “nihilation” of the en soi, since the con-
sciousness negates or “nihilates” the being-in-itself in its attempt to create meaning and
value; see Webber (2009: 108-109). For the definitions see also Sartre (1978: 629).
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myself as having a nature and a character, what Sartre calls “facticity”
(Sartre 2007a: 41). To the alienating effect of my objectification | can re-
spond in two different ways: a) | can transcend my “facticity” and become
again pour-soi; in other words, | can renounce what others think about me
and remain free to envision new possibilities to become what | want; b) |
can define myself through what others believe about me. By identifying
myself with the Other’s look and by viewing myself as fixed and settled,
however, | avoid experiencing my subjectivity. As a result, | feel obliged to
perform the roles foisted upon me by others, and to uphold values | do not
cherish, thus operating in what Sartre defines as “bad faith”.”

Upon his arrival at Argos Agamemnon becomes the centre of every-
one’s attention. His people, his wife, his children all turn their gaze -
whether literal or not — towards him.*® The objectification that Agamem-
non experiences leads to introspection and serves as a catalyst for his own
gaze, in so far as it utterly and drastically impacts on the way in which he
perceives himself and the world around him. This new gaze, however, is
also painfully revealing because it makes Agamemnon realise that in order
to “build a place in the consciousness of others”, he has abolished his own
consciousness and happiness:

How we've let our hours slip by and vanish, struggling foolishly

to assure ourselves a place in the consciousness of others. Not one

second of our own, in all those long summers, to watch

a bird’s shadow above the wheat — a tiny trireme

on a golden sea — we could have been sailing in it

for silent trophies, for more glorious conquests. We did not sail. (Ritsos (1993:

53)*

27. “Bad faith” is a kind of self-deception (“a lie”) and refers to our denial or failure to co-
ordinate our freedom with our “facticity”. Humans who live in “bad faith” do not lead an
“authentic” life; see Sartre (1978: 47-70) and (2007: 47-48).

28. Even though Agamemnon notes that one of his daughters was touching him, as if
she were blind, the objectification he feels is the same as, according to Sartre (1978: 277), “it
is never eyes which look at us. It is the Other-as-subject”; see also Grene (1971-72: 34). On
the prominence of the Other’s look in Ritsos’ *Agamemnon” see also Liapés (2008: 368-374).

29. Agamemnon'’s confession is imbued with bitterness, as well as irony, especially his
assertion “we did not sail”, in so far as his happiness was damned exactly because he sailed
for an absurd war, having sacrificed his very own daughter. Interestingly, a few lines later
Iphigenia’s “cut nails” are compared to “white ships, distant, diminished” (53). This compari-
son serves as a double entendre: on the one hand, it brings to mind the Greek fleet that
sailed to Troy; on the other, it alludes to the ships by which Agamemnon could have sailed
for more worthwhile and “glorious trophies”.
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ALIENATION — TRANSCENDENCE

Agamemnon spent all his life striving to play the roles imposed upon him
by others and to perform his prescribed duties in order to preserve and
nurture his public image — especially that of the devoted king and powerful
general. Now, however, he chooses to alter his public persona and negate
his “facticity” in an attempt to reassume his freedom, a phenomenon
which Sartre calls “transcendence”.®* So, unlike his Aeschylean counter-
part who seeks to hold the assembly again, by way of confirming his au-
thority as king of Argos (844—846), Ritsos’ Agamemnon greets the cheer-
ing crowd “with a gesture almost of nervous impatience” (Ritsos 1993: 49)
and repeatedly beseeches Clytemnestra to make them keep silent. He
even renounces his sceptre, which he considers “unbearable”. What is
more, Agamemnon disclaims his role as a husband and decides to abstain
from sexual intercourse with his wife, stressing that he prefers to remem-
ber her body “vibrant” and young (Ritsos 1993: 51). He adopts a similar — if
not even more detached — stance towards his daughters, Electra and Chry-
sothemis:

Our daughters
seemed confused to me — did you notice? — one of them
touched my chin through my beard like a blind girl. You did well
to send them to their rooms — | couldn’t look at them. (Ritsos 1993:50)

Of particular interest is Agamemnon’s stance towards the “woman howl-
ing on the stairs” (Ritsos 1993:50) — an implicit reference to Cassandra,
whose voice we hear fleetingly in the closing stage directions. Whereas in
Aeschylus Agamemnon hails Cassandra as the “choice flower” of the boo-
ty they brought from Troy and orders Clytemnestra to welcome her with
kindness (951—-952), here he rejects her outright as his mistress and asks
his wife to accommodate her, along with the rest of the booty, as she
wishes:

Keep all the booty, or share it — there’s nothing | want.

And that woman howling on the stairs, take her as your slave

or as a nurse for our son (where is he, in fact? — | didn't

see him) — not for my bed, no,

a totally empty bed is what I need now, in which to sink, to be lost, just
to be,

to have my sleep, at least, unobserved, not to care

if my face is as severe as it should be or if the muscles

30 Seen. 25 above.
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in my belly and my arms have gone slack. (Ritsos 1993:50)*"

The only thing that Agamemnon wishes for, immersed as he is in his sti-
fling loneliness, is an empty bed where he can just be alone and unob-
served by others.*” This wish is expressed even more forcefully a few lines
later, when he notifies Clytemnestra of his decision to move to the country
property and be a recluse (Ritsos 1993: 56). What should be stressed at this
point is that Agamemnon feels alienated not only from the world around
him, but also from himself. His self-estrangement is eloquently expressed
in the following passage, where the exhausted general experiences a kind
of disembodiment and is imagined as observing his very own body from a
distance:

At times it seems to me | am a calm corpse that watches
my own self existing; it follows with its vacant eyes
my movements, my gestures... (Ritsos 1993: 53)

ANGUISH

The shift in Agamemnon’s Weltanschauung and his decision to transcend
his “facticity” do not emerge spontaneously or in vacuo; on the contrary,
they have been carefully prepared. The fierce storm that befalls Agamem-
non’s ship during the homeward journey seems to constitute such a crucial
turning point:

On the voyage home, in the Aegean, one night in a great storm
the helm broke. Then | felt a terrified sense of freedom

right at the heart of this lack of direction. | peered

with unbelievably clear vision through the darkness; saw

a life ring tossing on the waves. | was able, indeed,

in the dim torchlight, to make out on it the word "Lachesis".

And this life ring, that name, and the fact that | saw them,
gave me a curious strength and calm; and | told myself:
"Only let this life ring be saved, and nothing is lost." (Ritsos 1993:58)

31. Ritsos’ Agamemnon specifically asks about Orestes, albeit fleetingly. Even though his
question remains unanswered, this very omission points to the explanation provided by
Clytemnestra in Aesch. Ag. 877-882, where she informs Agamemnon that Orestes was sent
to Strophius, king of Phocea, for protection.

32. Agamemnon’s musings are reminiscent of Roquentin’s confessions in Nausea: "I have
no troubles, | have money like a capitalist, no boss, no wife, no children; | exist, that's all”
(Sartre, 2007b: 87). On Roquentin see the discussion below.
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This detailed and emotionally charged vignette clearly alludes — both
thematically and verbally — to Aeschylus’ Agamemnon (653-656) where
the Herald recounts to the Chorus a similar plight that afflicted the Greek
fleet. Notwithstanding the similarities shared by the two descriptions,,
Ritsos diverges from his tragic model on a few points, thus utterly trans-
forming its meaning and significance. In Aeschylus Agamemnon'’s ship
miraculously remains unscathed from the storm, in contrast to the other
ships of the fleet, which are wrecked. The Herald ascribes this to the inter-
cession of a divinity, declaring that their ship must have been steered by a
god, whom he identifies with Fortune (TUxn).*® In Ritsos’ rendition the
helm of Agamemnon'’s ship breaks and the ship is left out of control. This
engenders in Agamemnon a “terrified sense of freedom”, endowing him
at the same time with an “unbelievably clear vision” that enables him to
see clearly through darkness.

How are we supposed to comprehend Agamemnon's “terrified free-
dom”, and in what ways is this paradoxical feeling related to the sharpen-
ing of his vision? The context within which the oxymoron occurs encour-
ages us to associate it with the Sartrian notion of “anguish”. According to
Sartre, this is the feeling that one experiences when entangled in a limit-
situation and forced to make a decision.** The sheer fact that we are
“condemned” to be free, Sartre (2007a: 29) argues, evokes in us a feeling
of anguish, which emanates from the awareness that we have to make a
choice without receiving any support or guidance from a transcendental
agent. This freedom is inherently frightening, and it is easier — and un-
doubtedly more tempting — to run from it into the safety of pre-establ-
ished roles and values, instead of facing it with determination and perse-
verance. Although Agamemnon finds himself in the midst of a situation
that is, necessarily, constraining, he is free to choose among a number of
alternatives: to give up, fight to survive, or commit suicide. It is this phe-
nomenological apprehension of absolute freedom that terrifies Agamem-

33. "We ourselves, on the other hand, and our ship, its hull unscathed, were either smug-
gled out or begged off by some god, no man, who took hold of the helm; Fortune in good will
took her seat on our ship to save us, so that we didn't have to choose between being
swamped by the waves at anchor and being wrecked on the rock-bound shore”. (Aesch. Ag.
661-666). All quotations from Aeschylus’ Oresteia are taken from Sommerstein’s 2008 Loeb
edition.

34. Sartre (1978: 32): “Anguish is precisely my consciousness of being my own future, in
the mode of not-being”. See also Sartre (1978: 17-35); Reynolds (2006: 70).
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non and sharpens his “vision” which, in this instance, should rather be tak-
en metaphorically to indicate the “vision” of consciousness.

But whereas the breaking of the helm reveals to Agamemnon his com-
plete freedom to act, his decisive transformation is yet to occur; eventu-
ally, the hero refrains from making an active decision and rather prefers to
flee from his “anguish’ by ascribing his salvation to his fate, here symbol-
ised by the lifebelt bearing the name “Lachesis” that he sees floating on
the sea. Ritsos’ choice of name for the lifebelt is deliberate: in Greek my-
thology “Lachesis” was one of the three Fates, responsible for one’s des-
tiny.* Even though the next day, when the hurricane ceases, Agamemnon
fishes the life buoy out and keeps it securely in his bag, in hindsight he
deems it worthless and treats it with disdain, prompting Clytemnestra
either to use it as an ornament or simply to get rid of it:

The next day, the Aegean grew calm; | saw the life ring floating

amid the wrecked ships and splintered wood. I fished it out.

I have it still in my duffle like a secret life preserver. If you want to,

you can hang it as a memento in one of the rooms

or throw it away — | no longer have need of it. “Lachesis”, it says. (Ritsos 1993:
58).

Agamemnon'’s indifference towards the lifebelt signals a shift in his world-
view. The “terrified freedom” that he experiences during the storm makes
him realise — albeit in retrospect — that his life is not fettered by a pre-
scribed destiny that needs to be fulfilled; that he is his destiny. This is, in
fact, one of the core tenets of Sartrian existentialism — that existence pre-
cedes essence and that humans are entirely responsible for their own lives;
we are what we make ourselves to be through our existence and choices,
and not what we are destined to be (Sartre 2007a: 37). The non-existence
of such a thing as “destiny” is masterfully put into relief in the closing
stage directions where, after Agamemnon’s murder, Clytemnestra ap-
pears on stage and hangs her husband'’s lifebelt on the wall as a souvenir
(Ritsos 1993: 61).

35. See Hes. Theog. 9o5. See also the relevant entry in Jean Richepin’s Nouvelle mytholo-
gie illustrée, on which Ritsos seems to have drawn extensively. Through a close examination
of three poems from Ritsos’ poetry collection Confessions (Athens 1966) Tsitsiridis (2006:
20-33) has convincingly shown that Ritsos must have been consulting the Greek version of
Richepin’s work published in Athens in 1954 (EAAnvikrj MuSoAoyia, transl. N. Tetenes, Athens
1954).
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NOTHINGNESS — DEATH
The second radical turnaround in Agamemnon’s outlook seems to occur
after his return to Argos, upon his entrance to the palace halls:

How strange your eyes look; and your voice was strange, when you
said:

"Slave-women, why are you standing around like that? Have you
forgotten my order?

I told you to lay the carpets from carriage to house so the pathway
would be

all crimson for my lord’s passage.” Inside your voice

was a deep river, and it was as if | were floating upon it. When | walked

on those purple carpets my knees grew weak. | looked behind me

and saw the dusty prints of my sandals on the bright crimson

like those fishermen’s corks that float

above hidden, submerged nets. Before me | saw the slave-girls

unrolling still more crimson carpets, as if they were pushing

the crimson wheels of fate. A shiver

ran up my spine. (Ritsos 1993: 52).

The scene, one of the most imposing and elaborate in the monologue,
clearly echoes the famous “carpet scene”® in Aeschylus’ Agamemnon,
while Clytemnestra’s order to her slave-women is a verbatim allusion to
lines 9o8-911 of that play.” Yet, whereas in Aeschylus Agamemnon’s
treading on the red and fine fabrics is associated with hubris because it
manifests potlatch behaviour and immeasurable arrogance, in Ritsos no
such connotations are in evidence. Moreover, in contrast to the tragic he-
ro, who explicitly asks to have his shoes removed before stepping on the
red garments, Ritsos’ Agamemnon walks on it wearing his sandals.?®

36. See Aesch. Ag. 783-974; cf. Crane (1993); McNeil (2005). Ritsos uses the noun
“YaAl&” (=carpets) in order to indicate the material on which Agamemnon treads, thus con-
tinuing a widely-spread misconception of the reception of the ancient Greek text. Aeschylus’
Agamemnon steps on expensive and fine fabrics, which are not supposed to be walked on,
and not on a carpet, which is intended for this very purpose. Nevertheless, the term €ipaot
(Aesch. Ag. 921) has often been rendered as “carpet” and the whole scene came to be known
as the “carpet scene”.

37. “Servants, why are you waiting, when you have been assigned the duty of spreading
fine fabrics over the ground in his path? Let his way forthwith be spread with crimson”
(Aesch. Ag. 908-911).

38. Aesch. Ag. 944-945. In Ritsos, Clytemnestra takes Agamemnon’s sandals off, after
they have entered the palace, a detail provided in the opening scene directions; on this see
Skiadas (1981: 618).
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Ritsos’ “carpet scene” is significant, for it serves to throw into relief an-
other major theme of the poem, namely the inevitability of death. While
entering the palace Agamemnon comes face to face with his own mortal-
ity (symbolised by the red carpets unrolled by the servants) and perceives
himself as a being-towards-death. Even though death was everywhere in
the battlefield, back then it seemed “easy” because everyone was caught
in the whirlwind of war (Ritsos 1993: 56). The “carpet scene” rather forces
Agamemnon to face death head-on from a metaphysical point of view and
perceive it as the supreme and normative possibility of human existence.
It is through this lens, | would suggest, that we should comprehend the
bloodcurdling “shiver” that he feels running up his spine. The nothingness
of human existence also finds a profound expression in Ritsos’ comparison
of the “dusty tracks” left on the carpet from Agamemnon’s sandals to the
fishermen'’s corks that float over a sunken net. In addition to evoking the
net imagery and its deadly connotations in Aeschylus’ Agamemnon,® this
association also echoes Choephori 504-507, where one’s children are com-
pared to the corks that float over a sunken net, the point of comparison
being that a father can transcend death through his offspring.*’ Ritsos’
twist of the tragic simile is noticeable because, by playing down the idea of
metaphorical deliverance from death present in the Aeschylean compari-
son, it throws into relief the notion of nothingness. At the same time, the
metaphor also allows us to infer that, even though death is fated, humans
can also choose the moment of their death; if the corks that prevent the
death-like net** from sinking are Agamemnon’s own tracks, the implica-
tion is that Agamemnon can exert a certain control upon his own death.

The interpretation proposed here is enhanced if we read the scene in
conjunction with the Homeric digression that precedes it and which serves
to elucidate the overpowering “tiredness” that ensnares Agamemnon up-
on his arrival at Argos (Ritsos 1993: 51-52). It was neither anger nor an-
tagonism,** Agamemnon claims, that forced Achilles to withdraw his con-

39. See Aesch. Ag. 1114-1115, 1380-1383, 1611. See also 355-360, where the net is asso-
ciated with the capture of Troy. On the net-imagery in the Agamemnon see Ferrari (1997:
1-45).

40. Aesch. Cho. 505-507: “For to a dead man his children are the fame that preserves
him; like corks they bear the net up, keeping safe the spun flax that stretches up from the
depths”; see also Liapés (2008: 370).

41. Cf. Cassandra’s vision in Aesch. Ag. 1115: “Is this a net of death?” (1} Siktuov ti y'
Aidovu).

42. Contrast Homer's lliad, where the rage (pijvig) of Achilles constitutes the poem'’s
main theme.
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tingent from the war, but rather a feeling akin to his own fatigue, a feeling
that equates “victory with defeat, life with death” (Ritsos 1993: 51): the
confrontation with his mortality. When Achilles retires from the war, he
knows, by means of his mother, that he is destined to live either a short
but glorious life or a long life in obscurity (Hom. /l. 9.410-416). Ritsos im-
plies that Achilles retires from the battlefield exactly because he feels
overwhelmed by the foreknowledge of his own death.” It is this fore-
knowledge that seems to be symbolised by the black dog that becomes
attached to Achilles “one fall night with a full moon” and remains devoted
to him until the very day when the hero consciously chooses to face death
by re-entering the battle in order to take revenge for the death of Patro-
clus,** although knowing that this would make his own death imminent.*®
The extensive and skilfully wrought reference to the death-like dog merits
particular attention, in so far as its mourning for Achilles’ death, as well as
its “fasting” and hunger, all allude to Achilles’ mourning over the loss of his
beloved friend.*® | would suggest that, by transferring Achilles’ grief for
Patroclus to the dog’s grief for Achilles, Ritsos manages to depict death as
a kind of devoted companion, always following us and “anticipating with
the same delight a caress or a kick” (Ritsos 1993: 51). Death’s inevitability
is manifested in the dog’s eternal hunger (awwvia meiva); whether we ac-
cept it or not, death is always among us and always “hungry”.*’
Agamemnon'’s confrontation with, and acceptance of, his mortality is a
liberating experience in as much as, by being jolted into an acceptance of
his “finitude”, he ceases to embrace death with a sense of morbid antici-
pation (Reynolds 2006: 50). Moreover, this acceptance has broader impli-
cations because it brings Agamemnon face to face with the nothingness of
existence, or what Orestes defines as the “vast nothing” in the monologue
named after him (Ritsos 1993: 78). This idea is figuratively expressed
through the notion of transparency: suddenly all things turn into transpar-

43. This possibility is, in fact, indirectly alluded to by Patroclus in /liad 16. 36-39.

44. As Zanker (1994: 100) remarks, after the loss of Patroclus, “death totally loses rele-
vance to his [Achilles'] decision-making processes".

45. This piece of information is revealed to him by Xanthus, his immortal horse (Hom. Il.
19.408-417).

46. See Hom. /l. 18.22-27; 19. 4-5; on his denial to eat see 19.199-214, 305-308 and
340-351.

47. This last point echoes Odysseus' advice to Achilles in Il. 19.225-227, where he tries to
convince him to eat, emphasising that in war death is omnipresent and that it is impossible
for humans to “deny their belly” every time that a man is dying.
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ent glass,"8 and Agamemnon can now see through them, thus confronting
their very essence — their nonbeing:

Little by little everything was stripped, became calm, glassy,
walls, doors, your hair, your hands —
exquisitely transparent glass — not a breath of mortality clouds it —
behind the glass
you can distinguish nothingness, indivisible — something ultimately
whole —
that first complete wholeness, unwounded, like nonbeing. (Ritsos 1993: 54)*°

NAUSEA

All of Agamemnon'’s thoughts and musings cited above are enclosed by
two references that he makes to a peculiar nauseous feeling that pos-
sesses him. The first such reference occurs at the opening of the mono-
logue, immediately after the ant vignette. The smoke and smell of roast-
ing meat for the celebrations held for his homecoming, in conjunction
with the estrangement that he feels from everything and everyone, inflicts
upon Agamemnon a peculiar, gripping feeling, which he calls “nausea”:

And the fires on the altars — this smoke

and the smell of roasting meat — nausea — no, not from the storm at all -

something acrid in the mouth, a fear

in the fingers, the skin — as when, one night, in summer,

| started up from sleep, a crawling stickiness over my whole body;

I couldn’t find the matches; | stumbled, lit the small lantern:

on the tent, ground, sheets, shield, helmet,

thousands of slugs; | stepped on them barefoot. | went outside. There
was a faint moonlight,

naked soldiers had started a fight, laughing, fooling

with those hideous crawling creatures — and they were hideous
themselves, their cocks

shook like slugs. | plunged into the sea; the water did not cleanse me;

the moon dragged at my left cheek, and it too was sticky,

48. On the notion of transparency see Sangiglio (1978: 119).

49. Agamemnon’s new piercing vision is figuratively exemplified further down, through
reference to the “third eye”, placed in the middle of his forehead (56-57). A similar image
occurs in “The Dead House” (Ritsos, 1993: 93): “And the messenger was announcing the
brilliant victory / at the cost of two thousand dead — not even counting the wounded — / with
loads of booty and banners and carriages and slaves / and a wound — he said — in the middle
of his forehead / like a new and wonderful eye from which death kept watch, / and now the
master could see right through to the inner guts / of landscapes, objects, people, as though /
they were all made of transparent glass.”
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yellow, yellow, viscous. And now — all this cheering. (Ritsos 1993: 50)

Agamemnon ventures to disassociate this feeling from the storm that be-
fell their ship during their homeward journey and rather describes it as an
“acrid” taste in his mouth and a kind of “fear” that penetrates his fingers
and skin. This overpowering feeling reminds Agamemnon of a past ex-
perience in the camp — in essence another bout of nausea — when he woke
up one night only to find himself among thousands of slugs. Even though
he plunged into the sea in order to cleanse himself of the slugs’ slime, his
efforts were vain, in so far as the water was also sticky, yellow and viscous.
The whole world was, in a way, nauseous, and he could hardly escape from
it.

In a desperate attempt to find respite from the bout of nausea that at-
tacks him again in Argos, Agamemnon initially clings to two things from
his past — the only things from his past that he does not renounce outright:
a) the ashtray, where at night he used to leave his cigar to smoke itself,
“like a distant chimney in a tiny Ithaca”, or like his “private personal star”,*
an object that seems to symbolise Agamemnon'’s vicarious travels and
dreams; b) his wife’s young body, which he prefers to remember “outside
time / like a marvellous statue” (Ritsos 1993: 51). Nevertheless, as the
monologue progresses, Agamemnon realises that his “refuge” in the past
is actually vain and illusory — an escape from reality. His closing remarks
vis-a-vis action — namely that it is the only thing that counts® — and the
repulsive decay of the human body>* cancel out, tacitly but decisively, the
potential of both the ashtray and the memory of Clytemnestra’s young
body to afford him the sense of order and stability he is craving; the for-

50. Ritsos (1993: 51): “Only that ashtray with the carved base (if it is still around) / where
sometimes, at night, | left my cigar to smoke itself, / like a distant chimney in a tiny Ithaca, or
like my / private personal star, while you slept beside me - that | would like”. Thomadakée
(1991: 84) argues that the ashtray is imbued with an erotic tinge because it epitomises the
“good old days” and Agamemnon'’s “erotic passion” for his wife. See also Philokyprou (2004:
67) who argues that the ashtray symbolises that Agamemnon’s dreams had turned to ashes.
Of course, the reference to the smoke of the cigar along with the name of Ithaca are also
clear allusions to the Odyssey, more specifically to the smoke that Odysseus, trapped in Ca-
lypso’s island, longs to see leaping up (kamvov droSp@okovta) from Ithaca before he dies
(1.57-59). Whereas in Odysseus’ case, though, Ithaca is far away, Ritsos’ Agamemnon used to
have ready at hand everything that Homer’s Ithaca stands for: family, homeland, happiness.

51. See below p. 45-46.

52. Ritsos (1993: 59-60). Note that, whereas Agamemnon carefully excludes Clytemnes-
tra from all his previous references to physical decay and old age, here his remarks refer to
her as well.
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mer because it symbolises dreams that were never actualised, the latter
because it is no longer young. Consequently, even though Agamemnon’s
first bout of nausea abates temporarily, this realisation leads to another
one — more severe this time. Agamemnon does not explicitly describe this
last experience as “nausea”; this is figuratively implied though through the
image of the aquarium that emphatically leads to the “epiphany” he has
just before leaving the dining room in order to take the “deadly” bath pre-
pared for him by Clytemnestra:

A little while ago

everything was glass —faces, bodies, objects, places, you, me, our
children -

glassy, exposed, gleaming — of hard, clear glass. | observed them with
interest,

almost with exultation —as | could, in an aquarium, the movement of
beautiful, small, strange fish

or even of large, ugly, vicious, bloodthirsty ones —all strange. And so,

suddenly

as if the glass had softened — no longer held its shape, was no longer
transparent,

as if it had never had shape or been transparent — it fell in a heap on the
ground

with all it contained — a turbid mass, like a grimy sack

where they let dirty underclothes pile up to be washed one day,

and don’t wash them —they ‘re tired of them; they lie there forgotten
(they want to forget them), thrown

on the floor, near the door —they trip over it, give it a kick on the way
out

and, more often, on the way in to the house. And they have indeed
forgotten them,

and what will they do to remember? — the stuff's rotted completely, shut
up

in its own smell of ancient sweat, urine, and blood. (Ritsos 1993: 60)

Whereas up to this point Agamemnon'’s realisation of the absurdity of life
endows him with a new “vision’ that allows him to see through things and
discover their very essence — their nothingness — suddenly things start to
jell and form a turbid, shapeless, gelatinous mass. As a result, all catego-
ries and concepts through which the world is perceived are nullified; things
are disengaged from their conventional labels of name and function, and
Agamemnon is confronted with bare existence — a naked reality, disqust-
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ing and meaningless, dexterously compared to a sack filled with dirty un-
derclothes, redolent of sweat, urine, and blood.

The term “nausea” per se and its particular usage in Ritsos’ "Agamem-
non”, in conjunction with the notions of excess and stickiness pointedly
associated with it in the two passages cited above, cannot but evoke Sar-
tre, more specifically his first novel bearing the provocative title Nausea
(La nausée, 1938). The novel is written in the form of a personal diary and
chronicles the daily life of Antoine Roquentin, a newcomer to a small town
called Bouville, where he settles in order to finish a book on the biography
of M. de Rollebon, an 18th-century adventurer. Estranged by everyone
and everything, Roquentin finds no meaning in life and is often affected by
a strange “sweetish sickness” which he calls “nausea” (Sartre 2007b: 15).
The first such bout of nausea he experiences on the seashore when, in his
attempt to throw a pebble in the sea, he is put off disgusted by the peb-
ble’s sliminess:

The stone was flat and dry, especially on one side, damp and muddy on the
other. | held it by the edges with my fingers wide apart so as not to get
them dirty (Sartre 2007b: 9).

Roquentin’s nausea, however, reaches a climax during one of his walks to
the park, where his contemplation of the root of a chestnut tree leads to
an epiphany: all of a sudden everything that surrounds him starts to melt
and become gelatinous and disgusting:>

And then all of a sudden, there it was, clear as day: existence had suddenly
unveiled itself. It had lost the harmless look of an abstract category: it was
the very paste of things, this root was kneaded into existence. Or rather
the root, the park gates, the beach, the sparse grass, all that had vanished:
the diversity of things, their individuality, were only an appearance, a ve-
neer. This veneer has melted, leaving soft, monstrous masses, all in disor-
der - naked, frightful obscene nakedness. [.....] It was there, in the garden,
toppled down into the trees, all soft, sticky, soiling everything, all thick, a
jelly”; “I shouted “filth! what rotten filth!" and shook myself to get rid of this
sticky filth but it held fast and there was so much, tons and tons of exis-
tence, endless: | stifled at the depths of this immense weariness (Sartre
2007b: 105 and 109).

This epiphany — highly reminiscent of Agamemnon’s description of his
own nauseas also associated with the notions of thickness, filth, and dis-

53. Sartre (2007b: 104-110). On the passage see among others, Harrison (1992: 143-148);
Linsenbard (2010: 35-38).
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gust — is crucial, for it helps Roquentin to comprehend his intermittent
bouts of nausea and find the “key to Existence” (Sartre 2007b: 107).

As can be deduced from Roquentin’s diary entries, “nausea” is not
merely a reaction triggered by a stimulus but rather a psychosomatic ex-
perience — the feeling of discomfort and unease that emanates from one’s
meditation of the contingency of existence. As such, “nausea” is an onto-
logical feeling — a phenomenon of being. We are inside nausea, nausea is
not inside us, as Roquentin emphatically points out.>* Just like Roquentin,
during his last attack of nausea Agamemnon finds himself detached from
any fixed meaning and realises even more the absurdity of the human
condition. Weighed down by this realisation, he consciously chooses death
over life.

DEATH AS A CONSCIOUS CHOICE

In light of the above, Agamemnon’s final decision is not a spontaneous
reaction to a critical situation, but constitutes the outcome of an agonising
and painful process. His gradual awareness of the absurdity of human exis-
tence is reflected in the five references to the bath that he entreats Cly-
temnestra to prepare for him, and the way in which the bath is envisioned
in each particular case. Apart from being an overt intertextual link to Aes-
chylus,* the references to the bath serve to divide the poem into five sec-
tions, each of which discloses a further, more advanced stage in Aga-
memnon'’s realisation. In the first instance, which follows Agamemnon’s
reference to his nausea, the bath is associated with relaxation and cathar-
sis — that is why Agamemnon specifically asks Clytemnestra to make it
“very hot”, associating it with the innocence of his childhood:

Prepare me a hot bath, very hot — have you prepared it already?
with leaves of mastic and myrtle? | remember their scent,
pungent, tonic — a release, as if once more you smelled

your childhood, with trees, rivers, cicadas. (Ritsos 1993: 50)

In the second reference the bath is envisioned as a means by which Aga-
memnon can assuage the shiver that he feels running up his spine, while
treading on the crimson carpet strewn on the ground for him: “A shiver /

54. “The nausea is not inside me: | feel it over there in the wall, in the suspenders, every-
where around me. It makes itself one with the café. | am the one who is within it” (Sartre
2007: 35).

55. In Aeschylus’ Agamemnon the bath is the place of Agamemnon’s murder: 1107-1111,
1128-1129, 1540-1541.
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ran up my spine. That's why | asked you to prepare me / a hot bath” (Ritsos
1993: 52). As the poem progresses, however, the bath loses its cathartic
and soothing associations and is invested with ominous connotations, only
to be associated in the third reference with Agamemnon’s own death:

Before | get into the bath
I look at the myrtle leaves floating on the water and the swelling clouds
of steam rising up to the ceiling, thick round the skylight. | can even
sense the approximate hour of my death (Ritsos 1993: 54).

The last two references, placed near the end of the poem, encase Aga-
memnon’s ultimate bout of nausea in the form of a ring composition. In
the first instance Agamemnon persistently asks Clytemnestra if the water
she has prepared for him has cooled, only to conclude in the second that it
must have cooled:

Tell me, has the water
you prepared for me cooled? No need for you to come with me;
| can manage by myself — | got used to it back there; and perhaps it's
better that way. (Ritsos 1993: 59).

To the bath, to the bath,
the water will cool, it will have cooled. I m going. You stay here —it's
not necessary. You insist? — Come. (Ritsos 1993: 60)

Here, the bath is no longer perceived as a palliative for the “shiver” that
Agamemnon feels during the “carpet scene”, but rather turns into that
very “shiver”: it becomes death itself. Disqusted and overwhelmed by his
ultimate bout of nausea, Agamemnon consciously yearns for the death-
like bath. His exhortation to Clytemnestra not to follow him to the bath
attests to his determination to put an end to his life, and constitutes a
clear indication that he does not just succumb mechanically to her fatal
scheme.*® At the end Agamemnon concedes to Clytemnestra’s insistence
to accompany him. The poem, however, ingeniously concludes with his
imperative “Come”.”

Even though Agamemnon’s murder takes place “backstage”, it is al-
luded to in the closing stage directions both through Cassandra’s scream-

56. Agamemnon's “preparedness” echoes the stance adopted by a man called Philemon
at a symposium held during the war. Philemon was the only one who did not get drunk dur-
ing that event. When Antilochus started taunting “his calm and his sobriety” Philemon just
smiled uttering with steadfastness a single phrase: "l am ready”; see Ritsos (1993: 56).

57. Likewise Thomadakeé (1991: 81).
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ing58 and through Aegisthus’ appearance on stage with a bloodstained
sword.*® Ritsos’ Agamemnon is murdered in his bath, just like his tragic
counterpart. His death, however, is a conscious one. It is no coincidence
that in her prophetic cry alluding to Agamemnon’s murder Cassandra
merely declares that “the golden fish is in the black net”, and not that it
was “caught’ or “trapped” within it.*°

DEATH AS THE ONLY ALTERNATIVE TO NOTHINGNESS?
In his discussion on the use of myth in “Agamemnon” Jeffreys (1994: 87)
argued that, whereas in “Philoctetes” and “Orestes” the mythic method®
is used “largely to explore existentially the choice between commitment
and inaction”, during the years of the dictatorship it is deployed in order to
provide “a poetic dimension for political failure, grief and imminent
death”.. The grim tone and bitterness that permeate Ritsos’ “Agamem-
non” have often been stressed by researchers and even led Prevelakés to
liken the poem to an “elegy of pessimism” (Prevelakés 1981: 427). We
know that, while writing "Agamemnon”, Ritsos believed that he was about
to die due to his failing health (K6tté 2009: 153-159). Accordingly, it would
be legitimate to assume that Agamemnon’s musings upon death, the
nothingness of life, and the absurdity of war reflect Ritsos’ own feelings,
his own weariness, and bitter disappointment. Yet, in spite of Agamem-
non'’s ultimate preference for death over life, it would be wrong, | think, to
maintain that the monologue advances death as the only possible alterna-
tive to the wasteland of human emptiness, or that it is utterly pessimistic.
At the end of his Nausea Sartre provides — albeit tentatively — an alter-
native that may give some respite from the stifling feeling of nausea en-
gendered by Roquentin’s grasp of the world. The alternative is art — both
its creation and its consumption. When in his favourite café Roquentin
finds his nausea quelled by the melody of a jazz recording. The experience
incites him to engage with a similar project: to embark upon writing. By

58. Ritsos (1978: 61): “Citizens of Argos, citizens of Argos, the great golden fish in the
black net, and the sword uplifted, two-tongued, citizens of Argos, citizens...”

59. Aegisthus’ appearance indicates that Ritsos follows the Homeric version of the myth,
according to which Agamemnon was murdered by Aegisthus, not Clytemnestra.

60. Ritsos (1993: 61). Cf. Aesch. Ag. 1114-1117 and 1126-1129 where Cassandra’s proph-
ecy clearly brings to fore the notions of “trap” and “snare”.

61. The term was first used by T.S. Eliot in his review of Joyce’s Ulysses (1923). As he put
it, the “mythic method"” “is simply a way of controlling, of ordering, of giving shape and sig-
nificance, to the immense panorama of utility and anarchy which is contemporary history”.
On this issue see, e.g., Donoghue (1997).
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committing himself to the actualisation of this task, Roquentin hopes both
that he can find meaning in life and help others by bringing relief from
their nauseas. As he realizes, though, if he is to reach this end, he must not
limit himself to chronicling historical events (as he did by piecing together
the biography of M. de Rollebon): he will need to write something that will
exist outside time and will offer an ideal form of existence: a novel.**

| would suggest that similar ideas are to be traced in Ritsos’ *Agamem-
non” as well. The poem contains many references to art, especially at
points which are closely related to death and decay: note, for instance, the
comparison of Clytemnestra’s young body to a “marvellous statue”, the
sculpted pediment representing Patroclus embracing Xanthus and Balius
(Achilles” immortal horses) just before his death,63 and the white lekythos
etched with one crimson and one blue bird in commemoration of Anti-
lochus’ death (Ritsos 1993: 51, 54, 56). The last example is of particular
interest, as the two birds engraved on the vessel are the ones mentioned
in Antilochus’ invocation to the Sun just before two crows swoop on him,
as soon as he finishes his prayer.

While aware that art clearly plays a significant role in Ritsos’ “Aga-
memnon”, | would rather turn to the notion of committed action that Sar-
tre’s Nausea also brings to the fore through Roquentin’s decision to com-
mit himself to the writing of a novel. In Ritsos this idea is foregrounded in
the symposium scene recalled by Agamemnon before his final bout of
nausea:

At a banquet, back there, during a three-day truce in the fighting,

when everyone was drunk (not so much on wine as on death),

they were smashing their glasses on the rocks and it seemed to me as if |
saw the broken glasses,

whole again, uncracked, gleam in a splendid line to the horizon’s edge,

sparkling in the torchfires; last of all

the half moon shone out — a silver cup, shimmering calmly

full of warm milk (Ritsos 1993: 59).

The symposium reached a climax when a twenty-year-old man called lon

threw off his chiton and, naked as a god, leaped up on the table,
kicked aside plates and wine jars, poured a pitcher of wine over his curly

62. Sartre (2007b: 140-143). On the finale of Nausea and the significance of the jazz mel-
ody see Carroll (2006: 398-407).

63. Because of Achilles’ denial to return to the battlefield, Patroclus entered the war with
Achilles’ horses; lliad 16.144-151.
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head,

soaked himself, stood there dripping, gleaming. "The unbroken does exist," he
shouted,

"The unbroken does exist!" (Ritsos 1993: 59)

lon hurled his glass, but it did not break. He hurled it again, several times,
but it remained intact. The next day lon was killed in the battle. Agamem-
non searched for the glass in his tent, but could not find it; lon’s words,
however, remained indelible in his memory. The scene closes with Aga-
memnon indicating that the only measure of what a person is capable of is
what one actually does ("Only action can be counted and counts”), a re-
mark which he ascribes, though, to Clytemnestra.®

lon here stands for the individual that dedicates his life to a purpose
and is prepared to die for it, even though this purpose may at first seem
unfeasible, even illogical. He is the individual that has faith in the “unbro-
ken”, as Ritsos succinctly puts it. In fact, his faith is so strong, that he can
even render possible the impossible. At the end lon is killed — he “breaks”
like a glass, unable to break free from his mortality, the “ineluctable law”
(Ritsos 1993: 58) of human nature. His deeds, however, survive, as do all
the broken “glasses” which Agamemnon confesses to have envisioned
forming part of a continuum of whole glasses.*® Read in this way the lon
episode seems to add a tinge of hope to the otherwise grim atmosphere of
“"Agamemnon” and to mitigate — up to a certain degree — its pessimism, in
so far as it leaves it to be inferred that no action is ever lost.

Before bringing my discussion to an end, | would like to pause for a se-
cond on the mysterious figure of lon featuring in this symposium. Re-
searchers normally take lon to be a name chosen at random,®® but | am
sceptical whether Ritsos would have chosen a character named arbitrarily
for such an important scene. | propose rather that Ritsos’ lon and the pe-
culiar symposium described by Agamemnon may allude to Kazantzakis'
Symposium, more particularly to the figure of Kosmas, apparently a per-

64. Ritsos (1993: 59). See Sartre (2007a: 37): “Man is nothing other than his own project.
He exists only to the extent that he realises himself; therefore, he is nothing more than the
sum of his actions, nothing more than his life”.

65. The idea that behind the broken glasses one can still see the “unbreakable” is remi-
niscent of another important Sartrian concept, that of “nihilation”. For Sartre “nihilation” is
“the operation by which some being is reconstituted with negativity” (Gardner 2009: 65). The
implication of this is that non-Being can form part of Being and that it belongs to the fabric of
reality. As noted above (n. 34) the vehicle of this negativity is consciousness, in so far as only
consciousness has the power to nihilate; see the discussion in Gardner (2009: 61-69).

66. See the comments by Green and Bardsley in Ritsos (1993: 316).

[Al46



YANNIS RITSOS" NAUSEATED AGAMEMNON AND JEAN-PAUL SARTRE

sona of another lon, namely lon Dragoumis.67 Kazantzakis’ Kosmas repre-
sents the man who devotes himself to a purpose which he strives to fulfil,
regardless of the difficulties and obstacles that he may encounter. To put
it crudely, Kosmas, like Ritsos’ lon, exemplifies the man of action par excel-
lence.*®

Kazantzakis started working on the Symposium in 1922, along with his
Asketiké, and finished it in the autumn of 1924. Yet, the manuscript was
lost for a long time.* In fact, the first public reference to this work was
made by Pantelés Prevelakés in his 1958 monograph on Kazantzakis’ Od-
yssey.”® In addition to providing a brief summary of the Symposium, Preve-
lakés also identified its four main characters (Arpagos, Kosmas, Myron and
Petros) with their historical counterparts.”” With regard to Kosmas, Preve-
lakés specifically remarked that his portrayal was very similar to the way in
which Kazantzakis described 16n Dragoumés in the article that he wrote in
1926 as a tribute for the sixth anniversary of his death.”

The Symposium was published only in December 1971 by E. Ch. Kas-
daglés, several months after Ritsos had completed his "Agamemnon” (Oc-
tober 1970). Nevertheless, this does not necessarily contradict the associa-
tion proposed here, in so far as it is possible that Ritsos knew the plot of
the Symposium either through Prevelakés’ note or from Prevelakés him-
self, considering that the two men had an amicable relationship (Plakas
1988: 132-135). Another possibility could be that the "Agamemnon” was
revised after the publication of the Symposium, especially if we take into

67. Born in Athens in 1878, 16n Dragoumés was a prolific writer, a diplomat, and a politi-
cian. He was an emblematic figure of Greek nationalism and was considered to be a proto-
typical nationalist. On Dragoumés see Vakalopoulos (1991).

68. llluminating in this respect is the following quotation from Dragoumés’ work Moptv-
pwv kot Hpwwv Aijua (1907): Timote dev gival adUvato. Ta duvatd amnd ta advvata to &e-
Xwpilet po P} ypappr). Mo {poote 1600 KOMNPEVOL KATW OTa €VKOA, TOCO poudia-
opévol TIou Sev PTopoUpe va TNSHEOUHE artd tvw amd Ty YIAY ypoppr.

69. On the history of Kazantzakis’ Symposium see Kazantzakis (2009: 206-233).

70. Prevelakis (1958: 290-291); also cited in Kazantzakis (2009: 231-232).

71. Prevelakis (1958: 290): Arpagos = Kazantzakis; Kosmas = lon Dragoumis; Petros= An-
gelos Sikelianos; Myron = Myron Gounoulakis.

72. The article was published in the Newspaper EAeudepog Tomog on 1 August 1926. One
could also mention here a poem that Kazantzakis wrote about Dragoumis at a later stage, in
1941, due to the similarities it shares with Ritsos’ portrayal of lon. In that poem, Dragoumés is
presented as “folded in his curly (oyoupr}) flame”, refusing to drink from the “glass of Forget-
fulness” (amd to MoTripL TNG Anopovidg) or become “a beggar of fate” ({ntidvog g poipag).
He is also the man who “takes the measure of boundaries and the measure of our mind” (ta
oUVOPA HETPAEL, HETPAEL TO VOU HAG).
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account that Ritsos kept revising his poems even after their ascribed date.
In fact, in a letter that he sent to Kaité Drosou on 4 October 1971 he spe-
cifically refers to some revisions that he had made to his "Agamemnon”.”

In light of the above, even though Ritsos’ "Agamemnon” contains ob-
vious allusions to Sartre, the lon episode rather seems to be indebted to
Kazantzakis —in many ways a proto-existentialist - whom Ritsos knew and
admired.” Just like the Kosmas / lon of Kazantzakis, Ritsos’ lon is a man
who embodies Kazantzakis’ fundamental idea of heroic nihilism;”® even
though he is conscious of the absurdity of life, he freely and consciously
commits himself to a purpose and actively strives to fulfil it.

CONCLUDING REMARKS

Even though Ritsos’ "Agamemnon” diverges from Aeschylus’ tragedy of
the same title on several points, these deviations reveal a deep, sensitive,
and knowledgeable understanding of the ancient Greek play. In addition
to its Aeschylean debts, though, Ritsos’ *Agamemnon” also foregrounds a
wide range of ideas and themes that pertain to Sartrian existentialism
(e.g. bad faith, transcendence, anguish, nausea). This association finds its
most eloquent expression in Ritsos’ delineation and treatment of Aga-
memnon’s nauseas — an unmistakably Sartrian notion — as well as in Aga-
memnon'’s final decision, which renders him a quintessential example of
an existentialist hero. The reading of "Agamemnon” (and of the FD as a
whole) through this spectrum not only helps us to unlock many of the po-
em’s opaque sides, but also broadens its scope and opens up trajectories
that a purely biographical reading overshadows and leaves in abeyance.

73. Ritsos (2008: 88). See also p. 30, where, according to Drosou, Ritsos kept revising his
“Orestes” for several years.

74. KOtté (1996: 103). Antonis Petrides tells me that the va&a by which Ritsos opens the
lon episode (LoD dpdvnke oa vdda To oTacpéva motripla: and it seemed to me as if | saw the
broken glasses) could also be a playful allusion to Kazantzakis. See, e.g. Kazantzakis' Tertsi-
nes, where “nada” is hailed as one of the greatest words ever been found.

75. On this see Petrides (2015).

[Al48



YANNIS RITSOS" NAUSEATED AGAMEMNON AND JEAN-PAUL SARTRE

REFERENCES CITED

Alexiou, Ch. (2008), X. AAe&lou, «Mia amdmelpa avaiuong tng TETapng
Awgotaong tou Madvvn Pitoou», in: A. Makrynikola & S. Bournazos
(eds), Atiedvég Suvedpio: o momntrig Kot o moAiTng Mévvng Pitoog: ot gion-
ynoeig, Athens: Ké€dpog, 53-62.

Bien, P. (1980), AvtiSeon kou gvvOean otv moinon tou lavvn Pitgou,
transl. G. Krétikos, Athens: Ké&pog.

Biliang, A. (2010), A. MmiAtavn, «H apyxatoyvwaoia tou MNévvn Pltoou péoa
a6 TOV KUKAO TwV ATpeldwv otnv Tétaptn AldoTaon: ZUyKAIOELG Kal
amokAioelg and ta apyaio mpdtumaw, (unpublished master’s thesis,
University of Patras).

Calotychos, V. (1994), Review of “[i] The New Oresteia of Yannis Ritsos
translated with notes & commentary by George Pilitsis & Philip Pas-
tras. Introduction by Kostas Myrsiadés. Pella Publishing Co., 1991. [ii]
The Fourth Dimension by Yannis Ritsos, translated by Peter Green &
Beverly Bardsley. Princeton University Press, 1993", Harvard Review, 7:
189-190.

Carroll, M. (2006), ™It is": Reflections on the role of Music in Sartre’s ‘La
nausée’, Music & Letters, 87.3: 398-407.

Chambers, M. (1992), “Yannis Ritsos and Greek Mythology”, Hermathena,
153: 37-56.

Chasapé-Christodoulou, E. (2002), E. Xaodmm-XptotodovAov, H eAAnviki
pudodoyia oo veoeAAnvikd Spaua: amd v emoxrj Tou Kpntikod 9ed-
TpovU Ewg 10 TéAog Tou 20” auwva, 2 vols, Thessaloniki: University Stu-
dio Press.

Christopoulou, Th. (2010), ©. XpiotomovAou, «H mpdoAnym tou pubou
Twv ATpeldwv otn vedtepn Aoyoteyvia (. Pitoog kat N. MmtakdAog)»,
(unpublished master’s thesis, University of Patras).

Colakis, M. (1984), “Classical Mythology in Yiannis Ritsos’ Dramatic Mono-
logues”, Classical and Modern Literature, 4: 117-130.

Crane, G. (1993), “Politics of consumption and generosity in the carpet
scene of the Agamemnon”, Classical Philology, 88.2: 117-136.

[Al4g



MARIA PAVLOU

Demelis, K. D. (1986), “"A comparative study of the tragic and the existen-
tial hero: Agamemnon in Aeschylus and Ritsos”, (unpublished master’s
thesis, Ohio State University).

Donoghue, D. (1997), “Yeats, Eliot, and the mythical method”, The Se-
wanee Revie,w 105.2: 206-226.

Eliot, T. S. (2923), “"Ulysses, order and myth”, The Dial, 75 (November):
480-483.

Ferrari, G. (1997), “"Figures in the text: metaphors and riddles in the Aga-
memnon”, Classical Philolog,y 92.1: 1-45.

Fraenkel, A. (ed) (1950), Aeschylus Agamemnon, edited with a Commen-
tary, Oxford: Clarendon Press.

Gardner, S. (2009), Sartre’s Being and Nothingness: a reader’s guide, Lon-
don & New York: Continuum International Publishing Group.

Garvie, A. (1986), Aeschylus Choephori, edited with Introduction and
Commentary, Oxford: Clarendon Press.

(2010), The Plays of Aeschylus, London: Bristol Classical Press.

Georgousopoulos, K. (2009), K. lewpyouadmouAog, «OL npwideg Twv po-
VOAOywv», To Aévtpo, 169-170: 51-53.

Goldman, L. & S. MacDonald (1970), “The theatre of Sartre”, The Drama
Review, 15.1: 102-119.

Green, P. (1996), "Myth, tradition, and ideology in the Greek literary re-
vival: the paradoxical case of Yannis Ritsos”, Arion, 3rd ser., 4: 88-111.

Grene, M. (1971-2), “Sartre and the Other”, Proceedings and Addresses of
the American Philosophical Association, 45: 22-41.

Chatzédémétriou, D. (2011), A. Xat{ndnuntpiou, «YTokel{pevo kot UTap-
&n. J.-P. Sartre & I. P{toog. O1 Vo ekdoyég tou Opéotnw, (unpub-
lished master’s thesis, University of Thessaloniki).

Harrison, R. P. (1992), Forests: the shadow of civilisation, Chicago.

Jeffreys, M. (1994), “Reading in the Fourth Dimension”, Modern Greek Stud-
ies (Australia and New Zealand), 2: 61-105.

Kaklamanaké, R. (1999), lavvng Pitoog: n {wrj kot to €pyo tovu, Athens:
Exd. Matdkn).

[Al 50



YANNIS RITSOS" NAUSEATED AGAMEMNON AND JEAN-PAUL SARTRE

Kasos, V. (1988), B. Kaoog, «Avapeoa otov Toixo kat oto t¢auw, Aiabd-
{w, 205: 67-86.

Kotte, A. (*2009), A. KWttn, Mdvvng Pitoog: éva ayediaoua Bioypagpiag,
Athens: EAAnvika Ipdppota.

Kazantzakés, N. (2009), N. Kalavt{dkng, Suundaiov, ed. by P. Stavrou,
Athens: Eké. Kalovtlakn.

Liapés, V. (2008), B. Aldmng, «H hoyoteyvikr] mpdoAnym g apyaiog €A-
ANVikrG Tpaywsdiog oTov €IKOOTS (KL OTOV EIKOCTO TIPWTO) ALWVOY,
in: A. Markan-tonatos & Ch. Tsangalés (eds) Apyaia eAMAnvikr} tpaywdi-
a: Sewpla kat mpaén, Athens: Gutenberg: 265-447.

(2014), “Orestes and nothingness: Yiannis Ritsos’ ‘Orestes’, Greek
tragedy, and existentialism”, International Journal of the Classical Tradi-
tion, 21.2: 121-158.
http://link.springer.com/article/10.1007/s12138-014-0341-3/fulltext.html

Leavitt, W. (1948), “Sartre’s Theatre”, Yale French Studies, 1: 102-105.

Linsenbard, G. (2010), Starting with Sartre, London and New York:
Bloomsbury Academic.

Markopoulos, G. (2009), I'. Makpdémoudog, «H Tetaptn Atdotaon tou IMav-
v Pitoou Kal HEPLKES aTId TIG CUVIOTAWEVEG TNG (TTpooTdBeLa TpiTn)»,
in: D. Kokorés (ed.) Eiloaywyr otnv moinan tou Pitgou, Herakleion: MNa-
VETILOTNLOKEG EkSO0ELg KpriTng, 241-247.

Maronités, D. (2013), A. Mapwvitng, Mavvng Pitgos. MeAetnuata, Athens:
Ekd. Matdkn).

McNeil, L. (2005), “Bridal Cloths, Cover-ups, and Kharis: the ‘Carpet Scene’
in Aeschylus’ ‘Agamemnon’”, Greece & Rome, 52.1: 1-17.

Meraklés, M. G. (2981), «H “"Tétaptn Aldotaon” tou MNavvn Pitoou: pia
TPWTN TPOCEyyLony», in: Apiépwua otov Mavvn Pitoo, Athens, 5i7-
544

Myrsiades, K. (1978), "The Classical Past in Yannis Ritsos’ Dramatic Mono-
logues”, Papers on Language and Literature 14: 450-458.

Pavlou, M. (2013), M MavAou, «Ztolyelo umapélopov otov “Alavta” tou
Mavvn Pitoouw, Aoyeloy, 3: 145-177.

[A]l 52



MARIA PAVLOU

Petrakou, K. (2004), K. Netpdkou, Osatpoloyika miscellanea, Athens: Ai-
QUAOG.

(2006), «H Tapactaclakr TPOCANYN Twv BeaTpIKWY Epywv TOU
Sartre otnv EAAGSa», Ocuata Aoyoteyviag, 32: 134-153.

Petrides, A. (2015), “Aeschylus in the mix: the Making of Nikos Kazan-
tzakis’ Prometheus-trilogy”, Classical Receptions Journal, 7: 355-399
doi:10.1093/ crj/cluo2o (first published online November 8, 2014).

Philokyprou, E. (2004), E. ®lhokUmpou, H Auegidiktn evepyeoia: SYeis g
olwrrg otny moinaon tou MNavvn Pitoou, Athens: BiBAbpapa.

Plakas, D. (1988), A. MAdkag, «O MavteArg MpefeAdkng yia tov Madvvn
P{too», AtaBalw, 205: 132-135.

Prevelakes, P. (1981), M. NpgfeAdkng, O momtrjs Mavvng Pitaog: ouvoldikn
Oewpnan tou €pyov tou, Athens: KESpog.

(1958), O momris kat to moinua g Odvaoetag, Athens: BiAlomiw-
Aelov g Eotiog.

Prokopakg, Ch. (1981), X. MNpokomadkn, H mopeia mpog ™ Mkpaykavta 1j ot
TEPITIETELEG TOU 0pduaTog, Athens: KESpog.

(1989), «O pUBog TwV ATPELSWV 0TOUG TIOLNTIKOUG HLOVOAGYOUG TOU
Mavvn Pitooun, Osatpikd Tetpddia, 18: 24-32.

Reynolds, J. (2006), Understanding existentialism, Chesham: Acumen
Press.

Ritsos, G. (V1991), I". Pitoog, Mowjuata, téuog ST’ (1956 — 1972): Tétaptn
Awaotaon, Athens: K€Spog.

(1993), The Fourth Dimension , transl. P. Green & B. Bardsley, Prince-
ton: Princeton University Press.

(2008), Tpoyiés oe Atxatapwon: emotodika dedtapia g e€opiag
kot ypappata otnv Kaitn Apéoouv kot tov Apn AAe€avépou, introduction
& commentary by L. Tsirimokou, Athens: Aypa.

Sangiglio, C. (1978), Mudo¢ kot moinon otov Pitoo, transl. Th. 16annidés,
Athens: KéSpog

Sartre, J. -P. (1978), Being and Nothingness: an essay on phenomenological
ontology, transl. H. E. Barnes, New York: Pocket Books.

[A]l 52



YANNIS RITSOS" NAUSEATED AGAMEMNON AND JEAN-PAUL SARTRE

(2007a), Existentialism is a Humanism, transl. C. Macomber, New
Haven and London: Yale University Press.

(2007b), Nauseaq, transl. L. Alexander, with an Introduction by H.
Carruth, New York: New Directions.

Skiadas, A.D. (1981), A.A. Zktaddg «O Ayopépuvwy tou Mdvvn Pitoouy, in:
A. MakpuvikoAa (ed), Apiépwua otov Mavvn Pitoo, Athens: Kédpog,
616-635.

Sokoljuk, V. (21976), «MuBoloyikd mowrjpata g “Tétaptng Aldotaong”
tou MNdvvn Pitoou», Toués, 6: 14-19.

Sommerstein, A. H. (ed), (2008), Aeschylus Oresteia: Agamemnon, Liba-
tion-Bearers, Eumenides, Loeb Classical Library 146, Cambridge, MA:
Harvard University Press.

Thomadaké, M. (1991), M. Bwpaddakn, «O gpwTtikdg AOyoG 0ToV KUKAO
Twv Atpetdwv Tou Mdvvn Pitoour», Néx Eotia 130: 80-87.

Tsitsiridés, S. (2006), Z. Toltolpidng, «ZUPPOAT] oTNV apyaloyvwoio Tou
I. P{toou (I)», Néa Eatio, 159: 20-33.

Vakalopoulos, K.A. (1991), K.A. BakaAdtmouAog, Twv Apayoduns. Moapto-
pwyv kot Hpwwv Alua, Thessaloniki: Abol Kuptakidn.

Veloudés, G. (1984), I'. Behoudrig, Mpoaoeyyioeis oto €pyo tou lavvn Pi-

to0v, Athens: K€&posg.
(1991), «O MUBog otov Pitoo», Néa Eotier, 103: 113-116.

Webber, J. (2009), The existentialism of Jean-Paul Sartre, London: Rout-
ledge.

Zanker, G. (1994), The Heart of Achilles: characterization and personal eth-
ics in the lliad, Ann Arbor, Mich: University of Michigan Press.

Zervou, A. (2010), A. ZepPoy, «O dAopubog Pitoog kat ot apyaiot: ema-
VOAWELG Ko kKatoTtTplopol», QidoAoyikr, 110 (Jan.-Mar.): 18-26.

[A]l53






«O OPHNOZ TON KAPYATIAQNY®:
BIOrPA®IA MIAZ MAPAAOZHX (1803-1902)*

Mewpyia Mkéton
Mavemaotiuto Matpwv

European travellers, starting a decade following the violent removal to Eng-
land of one of Erechtheum'’s six Caryatids, recorded an Athenian legend: the
“Korai” who had been left behind mourned for the loss of their sister, who
answered their cries in a lament of her own. For three centuries, the legend
of the “Caryatids’ Lament” has generated different forms of telling and re-
telling, measuring up to a modern Greek national “myth”. This paper un-
dertakes to outline the tale’s textual life in the long 19th century, pointing
to crucial episodes of ideological translation. It questions the scholarly ar-
gument according to which narratives such as this represent expressions of
an “indigenous archaeology”. Instead, it provides insights into ways colonial
imagination and literary discourse have shaped what appear as pre-modern
sensibilities. It is also argued that it was mainly at the end of the
19th century, and mostly by virtue of its dramatic and literary renderings
that this traumatic tale was reshaped into an allegedly living proof of Mod-
ern Greeks' essential bond with the works of their ancient ancestors.

«l was much impressed by the pathetic beauty of this silent sisterhood».
Aubrey De Vere (1850: 1, 91).

«Elg v emomteiav Kat TNV améAqUoLY TwV wpaiwy AEWPAVWY TTIOU HoG EKAN-
poSoTNoeV N apyadTNG LTIAPXEL KATIOLX yonTeia TNV oTtoiav 0 AXIKGG eudd-
VTaoTog, 0AN apabrig kou avimomntog avOpwriog yaipetat pévov Kat armoAavEL,
1} 0 VYNASG SnpLoupyds 0 CUVTAUTICWY TNV CUVELSN TV YPuxTiv Tou pE SAov To
aovveidnTov g YPuyrig evog Aaov. A’ autoug Sev UTIAPXEL LoTop(X, ap)atoro-

*EKSOXEG TNG MEAETTG TIAPOUCLACTNKAY OTO APLEPWHEVO OTN MVriUn Tou Bayyéhn A-
Bavaoomouvlov Emotnpoviké Zuvédplo Aoyoteyvikés Siadpoues: lotopio — Oswpia — Kpitikrj
(E.K.MN.A., ABriva, lavoudplog 2013), oto Emiotnpoviké Zuvédplo Use/Reuse/Refuse: art in
transition (Maverotrpio tou TeA ABIB, lovviog 2013), oto Epyaoctriplo NeoeAnvikrig Giho-
Aoyiag Tou Turjpatog Goroyiog Tou Mavemotnpiou lwovvivwy (NoéuBptog 2014) kaBwg
Ko ota Zepvaplo NeoeAnvikwyv Zmoudwv tou Centre for Hellenic Studies tou Kings' Col-
lege London kat tou University of Cambridge (NoéuBplog 2015). Xpnotpomolw 5w tov po
«mopdSoon» pe Tov omoio yiveton avadpopd ot cuyKekpLpévn pubwdn adriynon og 6An
v tepiodo mou €§eTAlwW, EVOANAKTIKG PE TOV 6po «BpUAog» (legend) pe Tov omoio Ba v
opilape onpepa. MNa ) Stadopotoinon twv dpwv amnd Bewpntikry okormd PA. Maraypl-
otodpdpov (2012: 759-60).
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yia, emotriun, yvwolg, akpiBoloyia. Yrdpyet davtaoia, mapddootg, monotg,
wpatdTng».
[K. Modapdg] W., «Moinoig kat TpaypoTikotng» (1916).

«kaBwg ot BpvAot avrikouv oTov XWPo Tou Tpodoptkoy, N popdr] Kat 1) onpa-
010806TNOT)-TOoUG E{Val TIPWTEIKT KAl POLALEL KATIWG MATALO V' avanTAE TO Ye-
VEXAOYLKO-TOUG SEVTPO —To Yhyvoupe BERata, OpwG yia Tn xapd Tou tagidioy,
Oty tnv 10aknp».

ANEENG MoAitng (2010: 406).

ATrAAMATA MOY ZHTOYN TON EMANAMATPIZMO TOY=

TiioTn OTL ouykekpLpéva, avBpwTmdpopda kat {wopopda Kupiwg,

QVTIKE(UEVA TIEPLEYOUV TIVEUUATLKY] 1] {WLKT] EVEPYELA UTIAPXEL OE

TIOAAOUG TIOALTIOPOUG Kal €xel yVwploeL ToKIAa eKSNAWOEWY
amnd Toug apyaioug xpdvoug péxpt ofjpepa.’ 1o medio Tou EAMNVIKOU €-
Bvikol dpavtaolokoy, 1 SLoYPOVIKY] QUTT] Kal SLOTIOALTIOULKY] avTiAnym
€xeL ouxva popdotonBel €tol wote va ekdpdoel aobrjpata Kat va o-
vtamokplOei oe emdLWEELg Tou eBvVikoU cwpatog, (uvTa PéAN Tou oToi-
ou, ouvdedepéva pall Tou pe yeveohoylkoug Seopovg, Bewpoivtal ot
apyoLoTnTES, 16iwg KAaoLKA €pya Kal pvnueio pe idlov onuaotakd Pa-
poG.” H olkoyevelakn ox€on Tou cuvdéel Ta puéAn Tou £€Bvoug oTo LoTopL-
KO TIOPOV TOUG HE TLG ApYOLOTNTEG TIOU EVOOPKWIVOUV TOUG TIPOYyOVOoUS
TOU TIPOPAAAEL PE PEYAAUTEPT EVTOOT) OTLG TIEPLTITWOELG YAUTITWY Qva-
Tapaotatikig Ppuong pe Slaitepeg atoOntikég 1816tTeg,’ Mou Ppioko-
vTalL SLOKOPTILOPEVA EKTOG EAAASIKOU XWPOU, OE LOUCE(D LOYUPWV XW-
PWV. ZTIG TIEPITITWOELG AUTEG 0 AOYOG YL TIG «EEVITEHEVEGH APXULOTNTES

1. BA. petag dAAwv Gell (1998), Steiner (2001), Hersey (2009) kat Mango (1963) pe o-
vadopd otoug Bulavtivoug xpovous.

2. H pelétn g évvolag Tou €Bvoug €xeL ONUELWOEL TN (POHAVTIKY]) QVTIANYI] TOU wg
CwvTog opyaviopoU KaBwg Kat T ouvadela avapeoa otov €OVIKIOPS WG TTIOATIOHIKS 0U-
OTNHa Kot T ouyyévela. MNa 1o devtepo B€pa BA. petagy dAwv Yalouri (2001: 65-75) Kat
Hamilakis (2007: 281). Mevikdtepa yiot To {WVTAVO «TIVEVUHA TNG ApXALOTNTAGH OTOV EANNVL-
K6 €0vikd Adyo BA. Yalouri (2014).

3. BA. Tig mapatnprioelg Tou Mdvvn XapnAdkn (Hamilakis 2007: 272-85, 15. 288). To u-
TIOAEUKO YPWHA TOU HAPHAEPOU UTOPEl va dnuioupyrioel Tnv aioBnon tng Jwvtavrig av-
Bpwvng odpkag oe évav YUYLKA TIPOETOLUAOHEVO TIPATNPNTY, OTWE HTaY, yia apd-
Selypa, o Chateaubriand (1969: 876): «les sculptures de Phidias, frappées horizontalement
d'un rayon d’or, s'animaient et semblaient se mouvoir sur le marbre par la mobilité des om-
bres du relief» (Itinéraire de Paris a Jérusalem et de Jérusalem a Paris, 1811), 1} o Gustave
Flaubert (1984: 753): «La pluie et le soleil ont rendu jaune blond ce marbre blanc. C'est d'un
ton fauve qui le fait ressembler presque & de la chair» («A Louis Bouilhet», Patras, 10 février
1851).
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propel mapdAAnAa va ekdpdoel T1éoo avalntroelg yio eBvikr} oAdTnTa
600 Kal avTlmapaBEoelg avapeoa otov €BVIkO €qUTO Kol TYEHOVIKOUG
AAAoug.

To oYM QUTO TNG OLKOYEVELAKT|G OYXEONG €BVOUG-apyaloTr|TWY aTo-
KpuoToAWvETaL 0T Sidpkela Tou 19° audva. To 1851, To Bpiokoupe pe
evapyelo SlaTtunwpévo og eplypadr] Tou «eAyveiov dwpatiou» otnv
Mavéwpa. O ouvtaktng Tou dPBpou, LOAOVOTL KOAAKEUTIKOG 0TI CUVE-
XELQ ylot To Bpetavikd Mouoelo, ekivd tnv €kBeor] Tou o€ eAeyeLakd TO-
vo:

Hpépa mévBoug nv 8td tnv EANGSa kab’ nv aneondobnoav and twv kOA-
TV aUTI|g Kat 1§ Soudeiav amrxOnoav utepdplov ot ayarmnTol aUTrg ut-
ol, ot papTupoUvTeg TEP( TNG apxaiag §6&ng kat evduiag TG [...]. AAAG Ba
mapepuBeito {owg tou Geldlov n pitnp, av eyvwpllev omolag umodoxrig
€layov ot ayamntoi Tng e§dpLotol, 4Tt avti Tou yAaukov oupavou tng, [...]
TOUG KOAUTITEL Xpuoov§ 6podog, [...]. ([Paykafrig] 1851: 931)

O eBvopopavtikdg Adyog BAEmeL ta «EAyivela» wg ta e€dplota, amoyOE-
VTA 1) UTTOSOUAWHEVA TTALSLA LA avioyupng HAVAS, KWOLKOTIOLWVTOG (Lo
uetadopd* 1 omnoia, pe SlaPOPETIKEG LSEOAOYLKEG ETIOTPWOELS, AVATIOL-
PAYETOL TOUG EMOUEVOUG aLWVES. EEOYwWG evepyr] epdaviCetarl Tig TEAEL-
taleq Sekaetieq oTo TMARIOLO TWV OLEKSIKNOEWY Yyl TNV amddoon Twv
yAumttwv tou MapBevwova otnv EAAGSa. Me pia emavadapfavopevn pn-
TOpPLKT] XELpovopia, kotvr] ota TeEdia TOU TTOALTIKOU Kol KOAALTEXVLKOU Ad-
YOU OTIWG Kall 6€ auTd TNG AAIKT|G KOUATOUPOG, TO alTnpa TG emotpodrig
TWV YAUTITWV GUYVA SLTUTIWVETAL PE TN dwvr] TwV (Slwv Twv ayaAud-
TWwV IOV {NTOUVV TNV EMAVEVWOT] PE TN UNTEPa-TIaTpida.

Mepikd mopadeiypoata: Tn dekaetian Tou 1990, OTav To JriTNHA TWV
«EAywvelwv» elxe TA€ov avadelyOel o€ onpavTiKG TTOATIKO BEpa, o TdTE
uTtoupyog MoAttiopov aveérafe va Stapecolafrioel oto Bpetavd opdAo-
y6 Tou To aitnpa Tou (Slou Tou akpwtnplacpévou MapBevwva Tou {n-

4. Metadopikég ouvdéoelg apyatotitwy Kat vedtepwv ENrjvwyv eixe enefepyaotel
TIPOTYOUHEVWG 0 GIAENANVIKGG AGYOG, o€ SladopeTikéG GUVONKEG. To 1806 TN XPLOTIAVIKY|
gvatoBnoia tou Chateaubriand (1969: 902) cuykivoUoe 1 SuoTuxio «TwV {UWVTAVWV EPELTT-
WV» ATIOCTIWVTAS TO BAEPHA TOU OO «Ta TTETPLVA KL TA HAPHEPLVA EPEITTLON TOU ATTIKOU
tomov («oU des ruines vivantes détournent a chaque instant votre attention des ruines de
marbre et de pierre»)- mf. Gervinus (1863: 1, 117-18), 0 omoiog Bupdtat TNV TAUTION KGO TIE-
pimou awwva petd. To 1809, n Lady Morgan umepaomi{tav TiG ApeTEG TWV UTTOSOUAWE-
vwv EANjvwv péow g e§opoiwoniq Toug pe aydApata: «the Greeks, who resemble their
beautiful statues, which, though injured, defaced, and mutilated, still preserve the exquisite
traits and delicate touches of supreme genius;» (1, 2).

[Al57



[EQPMIATKOTZH

TOUOE TNV ETOTPOPT] TWV HAPUAPWY TOU O0TO OVOHA TG ATIOKATAOTA-
OMG TNG OKEPALOTNTAG EVOG UVNUEiou oupBoAikoy Tou SUTIKOU TTOALTL-
opov.® To 2009, oTa gykaivia Tou véou Moucsiou g AkpSTioAng, md-
HEVOG UTIoupyoG MoAlTiopol dnAwve: «Ta Mappapa kadolv ta Mappa-
pa... O MoapBevwvag kat ta yAuttd tou €mecav BUpa Aenlaociag. To é-
YKANUa quTo orjpepa pmopel va emavopBwBel. To Mouoeio gival n nBikn
SUvoun mou ta KoAel Tiow» amodidovtag autr T $opd oo Mouceio
¢dwvr n omoia, oto dvopa Tou NBikov Sikaiou, ATIALTOVCE TNV ATTOKATA-
oToon Tou pvnpe[ou.6 H opydvwon g €kBeong Twv apyaloTTwy oTo
véo Mouoeilo tng AkpOToAnG ouvioTd, €§GANou, pia SlapKr] UTIOUVN O
QUTOU TOU QUTHHOTOG. XAPAKTINPLOTIKOG E(val 0 TPOTIOG [E TOV OTIolo Ol
mévte Kopudtideg TomoBeTnEVEG e BAom TNV apxtkr] Toug Stdtagn ot
voTla TipdoTacn tou EpexBeiou umodeikviouv otov eMIOKETTN TNV -
Touoia g €KTNG Tov ektiBetal oto Bpetaviké Mouoeio Kat TV avaykn
Bepameiog TG akpwWINPLACHEVNG OUAdAG TOUG,.

Meploocdtepo eVyAwTteg elval Stddopeg KOANTEXVIKEG TTAPEUPAOELS.
2 TG P ES TOU 2012, O HOUGLKOOUVBETNG Kot pwrtoypadog Apng KaAoye-
pémoulog, ou (el Ta TeAeuTaia ypovia ot Meppavia, Tapovsiace oto
SLaS{KTUO €va KOAATEXVLIKO «KOVOETTT» HE TiTAO «| am Greek and | want to
go home»: aompduavpeg dwroypadieg avBpwndpopdwyv kat (wdpop-
dwv apyototiTwy EAANVIKTG TEXVNG TIoU BploKkovTal O EUPWTIAKA HoU-
oela Sladéyovtal N pio TNV AN eMeVOUPEVEG UE TOUG TXOUG HLLOG UTIO-
BANTIKNG pOUOLKT|G Kol OUVOSEUNEVEG e AeCAVTEG TTIOU HETADEPOUY OTA
ayyAiké N dwvr] Twv apyalotitwy.” K&be tétolo Yndlakd dyoua, €xo-
vTaG OUVEIONON TNG EAANVLKTG TOU TAUTOTNTAG 0AAG Kat TNG aduvapliog
Tou va SLoXELPLOTEL TNV TUYN Tou, ameuBUVETAL OTOV TTAYKOOHLIO Beath
(nTwvtog TNV ameAeuBépwon amd Tnv opnpia KoL TNV €MOTPOPT] OTNV
natpida (home) EAAGSa. Teheutaia ipofdiiel n Kapudtida tou Bpeta-
vikoU Mouaeiou ou ekppadet T BovAnor] Tng va emavevwBel pe Ti§ «o-
SeAPEg» TNG. To SNUODLAEG «KOVOETT» AMOOKOTIEL 0T Snuloupyia pLog

5. BA. v avadopd tou Xaunhaxn (Hamilakis 2007: 262) oto Keipevo amd 1o pvnuovio
mov enédwoe o Eudyyehog Bevi{élog otov Mark Fisher (dnpootetbnke otov eAAnviké Tumo
oTLG 6 louAiou 1997).

6. BA. http://www.bringthemback.org/Gegonota/ElTheseis.aspx (avaktrifnke g Oefp.
2015). Kat 1 eykAnpatoroyikr] petadopd ou xpnotpoTotel 5w 0 AVTWvnG Zapoapdg eivat
maAatd. O ypappotéag tng Apxatoloytkrig Etaipeiag AAEEavSpog P. Paykafrig, otnv optAia
TOU TIPOG T HENT TNG TO 1842, eixe KaTASIKATEL TNV Kataotpodr] Tou MapBevwva pe dpoug
avBpwroktoviag: «[O EAywv] Opolov €E€TENEL EYKANUA HE TOV KOTOOTPEDOVTIA TO apl-
oToVpynua TG BedTNnTOC, TOV EpPu)oV AvBpWTIOV» («MPAKTIKE» 1842: 154).

7. BA. https://www.youtube.com/watch?v=7swmqoVROUk (avaktriBnke 19 lav. 2015).
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ox€ong ouvaloBnuatikrg katavonong (empathy) avdpeca otoug «ToAL-
TEG TOU KOOPOU» Kol T ayGApata ou {ntovv tn Porifeld toug, adiddo-
PO av KATola aTtd oUTA TIPOEPYOVTAL QTG TIEPLOYES TIOU BplokovTal ekTdg
TWV CLUVOPWV TOU EAANVIKOU Kpdtoug. Méow piag emidEdlag €LKOVLIKTG
peTwVLpiag, N «EANGSO» WG TOTIOG EMAVATIATPLOUOY TWV apXaLoTHTWY
EKTEIVETOL OTNV EUPUTEPT) ETIKPATELN TIOU EPPAVIOTNKE O EAANVLKOG TIO-
ATLOpOG oTnVv apyatdtnTa Siekdikwvtag to péyebog mou dev tng divouv
oUTE Ta YewypadLkd Tng opLa oUTe 1 0.oBevrig B€on tng otov Taykdo Lo
OLKOVOULKO-TIOALTLKO Xé(pTT].S OL 16€0NOYLKOTIOATIKEG SLOTACELG TNG EL-
KOOTIKT|G pNTOpLKTiG Tou Kahoyepomoudou pmopouv va cuvdeBolv pe Ta
aLoBrjpaTa KATATI(EDTG, QTIOIKIOKPATIKYG KaTtox1ig Katl aduvauiag Tou
Todavifouv TV EANGSa TNG 0tkovopIKT|§ kpiong.® H SladikTuaky] Kopmd-
VLo TOU €pyeTal Vo TTpooTeBEl o€ pla peydAn OELPA TIOAITLOULKWY TIPOIG-
VIWV TIoU uTtepacTi{ovtal TNV UToTIPNEéVn «aio» Tou oUyxpovou eA-
ANVIOpOU 01O SUTLKG KOOMO HECW HLAG NXNPTI§ UTIOPVNOTG Tou apxaiou
peyoheiou tou.™

To 2014, 1N «payn» yla T «EAyivela» g aktivoforou Amal Clooney
Alamuddin avopBwve pvtiakd to nbikd TG xpewpEVNG xWpas. Qg avti-
dwpo yla t 6tebvr] mapdotaor] Tng uép NG anddoong Twv «EAyvei-
wv», ipoadépbnke otnv Amal and tov tétE MpwBUTIOLPYS Avtwivn Za-
papd pia pwrtoypadikry ouvBeon g Apoiog ZwinpomovAou amnd TNy
€kBeon «H yapévn adepdri/Missing Sister» (Fkalepi Zkoudd). ZTig Pw-
Toypadikég ouvBEoelg TG ZwWINPOTIOUAOU Ol apyaleg KOPEG ToPEAXU-
VOUV PEOQ 0€ OKNVEG KAONUEPLVOTNTAG UTIoYypappiCovTag Toug SEoUOUG
TIOU GUVSEOUV TNV KOUPAGOUEVT onpeptv] EAAGda pe Tnv apyaia pntépa
mG. Me Toviopévn, €dw, TNV €UduAn didotaon g, tibetan o xprion N

8. Ev8elkTikd NG amriynarig Tou €ival To yeyovog Tt TIEVTE PIVEG apyOTEPX 1) KPATIKT
mAedpaon adépwoe oto Bivteo tpidentn mapousiaon pe titho «Living Caryatid in Internet
Campaign» (www.ert.gr, 19 Auy. 2012).

9. BA. ta doa avadépet og ouvévteugn tou (6 Mapt. 2012) 0 Kahoyepdmourog, yio TV
«kpion nBikov oBévoug» otn onuepwvr] EAAGSa ko T «oToxeupévn» Tameivwon g 0vt-
KNG «mepnddviagy:  http://aliartos-city.blogspot.gr/2012/03/i-am-greek-and-i-wanna-go-
home.html (avaktrinke 19 lav. 2015).

10. Tat {NTHATA TWV aVTIGATIKWY CUVALGONUATWY TOU VEGTEPOU EAANVIOHOU ATIEVA-
VTl oTnVv Eupwin Kat Tou aywva aroduyrig g LELWTLIKT|G TTEPLOwWPLOTIOINGTG TOU HEoW TNG
ETKANONG TOU KAQOLKOU ETITEVYHATOG KAl TOU GUVAKOAOUBOU «xpEoug» NG Eupuitng Ttpog
autd €xouv culnBel amd apkeToUg oUyYXPOVOUG HEAETNTEG. BA. o pdodata Plantzos
(2008), 6m0U Ko oXETIKY] BLPAoYypadia.
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petadopd NG «povayikig, Eevitepévng Kapudtidagy™ mou emotpédel
yla va otnpi&el HE TO avAOTNUA TNG TO KAOVIOUEVO OLKOSOUN A TNG X W-
PO KOL VO YEUIOEL UE TNV ELKOVIKT] TIAPOUGLA TNG TO XAEVO KEVIPO TOU
eMnVIopoU NG kpiong. Tov opyavikd SEOPO TOU VEOEAANVLKOU UTIOKEL-
pévou Pe TNV apyxaldtnta Kat tn Slekdiknon plag BeTIKTG avayvwplong
péoa amd autdy, TPoPade To kadokaipt g dag xpovidg éva 18L&lov
Spwpevo: 1 compavo Zovia Ogodwpidou pali pe €€L veapeég yuvaikeg,
VTUMEVEG UE AEUKOUG XITwveG oav Kapudtideg, pmrkav oto Bpetavikd
Mouoe(o o€ avadrtnon g «xopévns adeAdrg Toug» SPAUATOTIOLWVTOS,
€101, Y€ avtioTpodo TPAETO TNV KoLvdypNoTn petadopd.™

AMA kol To Tadikd TopapuBL €xel Ta TeEAguTaAla YpOVLIa ATIOSWOEL
NV LOTOoP(0 TWV YAUTITWY PE Toug Opoug SLAAUCTG LG Oyt UEVNG OL-
KOYEVELNG. To 2007, 0To TTatdIko BiBAio tou ANEEN Kupitadmouviou Mio +
5 Koapuatideg, To amnopaitnto yia tnv avakoudlon g matdikrg Wuxris
EUTUXEG TENOG TG EMAVEVWOTNG NG dUAaklopévng Kapudtidag pe Tig o-
SeAdEg TNG Kat TG Tlpwpiag Tou kakoupyou EA Mkéw €Ryaive amd tnv
atotodoia piog emoyrig, otnv omoia n EAAGSa amoAduBave to cuvaicdn-
Mo KATAKINoNG plag LodTipng B€ong evidg g Eupwmng. Ao Tig ekd0-
oelg Kédpog elye kukhodoprioel pla Sekaetia mpLv ) AAikn ot ywpa Twv
popudpwv. ESW, n pikpr] npwida avakaAUTTeEL Héoa oo TO YATO TOU
Bpetavikou Mouaoeiou, pokptvd amdyovo Tou yatou Tou EAyly, Tnv mept-
TETELN TWV YAUTITWY Tou MapBevwva amd tn oTypr] tng AenAaciog Toug
amod ta ouvepyela Tou AoulLEpL PéypL TNV TIWANOCT] TOUG OTO PPETAVIKO
Kpatog. H AAikn eUyetal va Bpel évav poylkd TPOTIO v T HETOdEPEL
otnv EAAGSa- padi kat Tnv Kapudtida mou «tng avnke Alyo Autmpévn.
lowg va cuAAoyLoTav Tig TEvTe adeAPEG TNG IOV Ypdvia TWPA TNV TIEPL-
MEVOUV va YUuploEL KOVTA Toug otV AKpOTIOAN» (Z€n Kal ZopapTouKa,
1997).2 3’ auté To TAPa UL TO TENOG PéveL avolyTd PeTagy TouSIKAG da-
vtaoiag Kat eVIALKNG UVHUNG.

11. BA. to Keipevo Tng dwrtoypddou yia Tnv €kBeor] g oTo:
http://www.tlife.gr/Article/news-amalia-sotiropoulou-alamouddin-dwro/o-9-68054.html (a-
vakTrOnke 19 lav. 2015).

12. BA. kou oxeTIKO oY OAL0 Tou Mévvn Mamabeodwpou:
http://dimartblog.com/2014/06/16/beautiful-greece/ (avaktriOnke 19 lav. 2015).

13. BA. akdpa to moudikd BipAio g Xatlotdn-Tovvta (2003) yLa TG HOPHAPWHEVES
BoothomovAeg kat Tov Tepidpnpo apxLPUAaka Twv apxatotitwy Zrion Zwtnpiov. Emiong to
BLBAio g Baothelou (2004) 6oL Ta «PUAAKLOPUEVA TTAGCHOTO» AEVE TN pikpr) Mapia «Tnv
Lotopia Tou &gvitepol Tougy- iR. Hamilakis (2007: 268).
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H olyxpovn eikovoloyia eTPePaLIvel, AoLTIOV, TNV TIOALTIOHLKT] LOYY,
™ SLdyuon, OTIWG Kol TNV EUTIOPEVHATOTIOMON NG TaUTiong eMpavwy
«EEVITEPEVWV» OPXALOTHTWY HE TA MEAN EVOG EANTIOUG 1) «OLOUEALOME-
vou» eAnviopoy (Hamilakis 2007: 279-83). Kevipikd moapddetypa tng
TavTIoNg anoteAel N toTopia ylo To ayodpa g Kapudtidog Tou Bpetavi-
koL Mouaceiou ou BéAel va §avaopi&el pe Tig aderdég TG. Ot katafoAég
¢ Bplokovtal oTnV adrjynon Tou TPETEL VA OXNMATIOTNKE TN OTLYHT
Tou (AmpiAlog Tou 1803),™ 1} addTou, ol TipdkTopeg Tou AdpSou EAyly
améomnacav Tnv Képn mou otekdtav SeUtepn aTd aploTePE TNV 0N g
voTlog pdotaong tou EpexBeiou. H adaipeon tou aydApatog padi pe
GAAOL QPYLTEKTOVIKA HEAN TOU voou amootabepotoinoe To pvnpueio, to
oTo{0 oTadLaKA KATEPPEVUCE PECQ OTLG EMTOUEVEG SUO SEKAETIEG EVW Ep-
YOOLEG AVOKATAOKEUTG TOU EEKIVNOOV AUECWE HETA TNV (Spuon Tou eA-
AnvikoU Kpdtoug. ZUpdpwva pe To BpUio, Tn viyxTa NG apmayrg okov-
otnkav ot kAavwBpol twv untéoinmwy Kopwv mou Bpnvoloav yia Tn YouE-
vn adeAdrn] Toug kat To GplkwSEG BoyynTo EKEIVNG TTOU ATTAVTOUCE. 21N
S1dpkela Tou 19” atdva Ppiokoupe kat GANEG TETOLEG adnyriOELS, OL O-
Ttoleg TepLypddouv pe Alyo-TioAU avdioyoug dpoug apyatdtnteg va dia-
HaptupovTal yla T Biain amopdkpuvor] Toug amnd to Guotkd Toug Xwpo.
Mvwot) eivat n katdBeon tou John Cam Hobhouse (1786-1869), ¢ilou
Kol ouvodolndpou tou Adpdou BUpwva oto mpwto Tta&idt Tou otnv EA-
A&da (1809-1811), yto TV mioTn Twv ABnvaiwv otL Ta aydApata riTav o-
vTa Tou elyav akpwInplaoTel kat amoABwOel amd pdyoug kat dtt ‘EAAN-
VeG TIou peTédepav otov Melpatd €va KIBWTo pe «EAyivela» pdppopa
dKouoav TO TIVEVHA TIOU TA KATOLKOUOE, To Arabim, va dwvadel kat va
yoyyuZeL yla Toug ouvtpodpoug Tou TIOU EPEVAV aLYUOAWTOL 0TnV AKpod-
ToAN. ™ loyupdtepn, woTdoo, KAl HaKpPoRLOTEPT AVAPESH OTIG adnyOELS

14. BA. To gpguvn Tk otolyeia mou tapouctdlel ) Alexandra Lesk (2004: 522, onp. 402
Kal 528).

15. BA. Hobhouse (1813: 1, 348, onp.) Tig Stadopég avipesa otnv Tpwtn eKdoxt| TG
adriynong oto npepoAdyto tou Hobhouse tou 1810 kat oto dnpoactevpévo BiBAio tou To
1813 oxoALddel o St. Clair (1998: 209). Ot adpnyroelg aUTEG £XOUV CXOALACTEL ATIO APKETOVG
HEAETNTEG. BA. evSeikTikd Agovtr] (1998: 112-14), Hamilakis (2007: 69-70 kat 250), kot Mat-
Baiov (2012: 24). EEdmAwon yvwploe Kat 1 cuvadrig mapddoon yia Toug TEcoEPLG OTUAOUG
Tou vaou Tou OAupTtiou ALdg, TTOU E0TEKAV XWPLOTA ATIO TOUG UTIOAOLTIOUG: KATA pia kS0-
X1, 6tav o BoeBddag g ABrivag €piée TN pio KOAGVA TIPOKELUEVOU Vo TipounBeutel aoBé-
0T YL TNV KOTaoKeLT] Tou tdaptol tou Katw Madaplov, ot GANEG TPELG EKAaLyaV TLG VUXTES
yla TNV adeAdr] Toug péxplg 6tou o aoePrig OBwpavdg méBave. BA. «OL koAdvvaig Tou OAu-
priou (ABrjvar)» dnwg kataypdadetal 1 adriynon amé tov N. . MoAitn (1904: 1, 72, ap. 135,
KOl 2, 754-55 OTIOU OL TIAPATIOTIEG TEKUNPLWONG).
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aUTEG elval n mapadoon yla to Boyyo twv Kopwv Tou EpeyBeiov, n omoi-
a, OTwg eidape, ival T6oo SLadESOUEVN WOTE VA CUVIOTA KOUMATL HLag
€0vikric pubodoyiag.™

21T CUVEXELA QUTNG TNG HEAETNG avadapBdvw va Slepeuvriow T Ye-
veaAoyia Tou BpUAou Kol TOUG PETAOYNUATIOHOUG TOU 0T HoKpd Stdp-
KELOL TOU 190U atwva”’ péca omd Tr cUCTNHATIKY e§étaon Twy Slabéat-
MWV KELPEVIKWY TNywv. O Mdvvng XaunAdkng €xeL umootnpi&el ot Té-
TolEG AAKEG adnyroeLg TTou avadEpovTal TNV TTPGCANWN TwV apyaiwv
EAMVWV KOl TWV UALKWYV OTHEIWVY TNG TTopousiog TOUG Ao TOug ATTAoUG
KaTo{koug Tou EAANVLKOU XWpov, GEpPouv Ta [V «EVOANAKTIKWY», «Ba-
YEVWV apyatoloylwv» (alternative, indigenous archaeologies). O dépog
XPTNOLUOTIOLEITAL Lol VOl YO PAKTNPICEL TNV TIPOVEWTEPLKY] OXEOT TWV VTO-
TV TMANBUOPWV PE Ta UALKA KoTdAotta Tou TapeABovTog, n omola Tin-
YG&leL oo TNV €VOWHATWOT] TOug otV Kabnuepvry Cwr] KAl TIG TEAE-
TOUPYIEG TNG TOTILKY|G KOWVWVIAG Kol ETITPETEL pia TIOAUHopdN atodntn-
pltokn kat pavraotokr] Stddpaon padl toug. Tn cUPPLWTLKT] OXEON HE TIG
UALKEG opxaLOTNTEG, TNV omoia TIPoodLopLle pio TIOAUXPOVLKT] avTIANYN
Tou Xpdvou (n ouvimapsn, dniadn, dtadopetikwy, pubBoloylkwv Kal L-
OTOPLKWY, XPOVIKWV ETILTESWV), AVTIKATESTNOE OTO MAAOLO TNG VEWTE-
PLKATNTAG, 1 HVNUELOTIOMOT] TOUG: N €VTa&r] TOUG OTO YPAUMLIKS Xpdvo
MG LoTopLKNG EEEALENG, O ATIOPAKPOG OTITIKOG BOUHAOUAG TOUG WG aVTL-
KELWEVWY VYPLoTNG ouoBNTikng a&iog kabwg kot 1 €Bvikny emitayr] g
ouAoyT|G, dLaTr)pPNoNg KOl LOUCELAKT|G EKBEDT|G TOUG WG LEPLWIV TIPOYOVL-
KWV KELPNA WY Kat TekPNplwv NG apyalag kataywyrg tou €Bvoug (Ha-
milakis 2007: 66-74, 2008: 279, 2009: 20-21 KAl 2013: 18. 34-48). ZTnV TE-
pimtwon g EANGSag, ovpdwva pe T Bewpnon tou XapnAdkn, otot-
XELO TNG TIPOVEWTEPLKT|G apyatoroyiog amoppodr|Bnkav amd Tov enionpo
Abyo Snuloupywvtag pio «UPBpLOIKT] VEWTEPLKT] apyatoloyio» (2008: 280,
TB. 2009: 24-25)."% EI81kOTEPQ, «Ol TIOAAOTEPES AAIKES Syroelg, [...]
Tpomomow|Bnkav kot avadtatunwbnkav and toug Aaoypddoug, oUTwG

16. BA. kat T poptupia g Yalouri (2001: 69). H avdhoyn mepintwon twv Incantadas,
TWV HAYEREVWY KOPWV NG Oecoatovikng, dwtilel ) onpacia Tétoiwyv BpUAwy yUpw amd
avBpwndpopda aydApata oTn CURBOAIKT] SLATIPAYHATEVOT] CUANOYLKWY TAUTOTHTWY Kl
OTOV QVTAYWVLOUS TOU TOTIKOU HE To €BVIkS ot Stadikaoio cuykpdTnong pLag Snuootog
TOTIKT|G LOTOPLKTG HVTIUNG. BA. Solomon & Galiniki (utté énpoaoiguon).

17. T pia avadopd aTo Bprivo Twv ayahpdtwy otny Toinon tou 20 ava BA. Mké-
ton (uné &npoaiguon).

18. Mo «uBpLSikr| €vvola Tng toTopiag (Kot TG apyaLoAoyiang) oTnv omoia avapeLlyvio-
VTOL VEWTEPIKEG ETILOTNHOVIKEG KoL LOAYEVEIG XPLOTIAVIKEG QVTIAPELG» KAVEL AGYO Kot O
Charles Stewart (2008: 105).
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wote va evappovifovtat pe tnv €Bvikr adpriynon» kal «mopouctdotnkav
wg amodelgn g {woag ouveidnong Twv KaTolkwyv Tou TOToU OTL Tav
amoyovol Twv apxaiwv EAAvwy Kal ot GUAIKEG TNG KAT|POVOLAG TOUG»
(XopnAdkng 2012: 284 . Hamilakis 2007: 255 kot 2008: 278).

AT TV MAEUPA ToV, 0 Mwpyog TOALG ExeL ETILONUAVEL OTL ) CUVEEDT
TwV vIOTLWY TIAPadOooLaKWY TANBUOUWY pe Ta pvnpela otnptldtav oTn
AelToupyia TOUG WG TOTILKWY OPOCTIUWY KABWE Kl € AVTIAYPELG Lo TNV
LEPOTNTA TOUG KOl OE AATPEVTIKEG XPTIOELG TOUG. ZUUDWVA HE TNV avEAu-
o1 Tov, adnyroeLg TTov TIEPLY pAPOUV TIG AVTLOPATELG TWV TTAPASOCLAKWY
Kolvwvlwv NG OBwpavikrg Autokpatopiag otn dlapTayr Twy apyato-
TTwvV Selyvouv GTL Ol KOWVWVIEG OUTEG «TAUTI(OV TIPOANTITIKA TN polpa
TOUG ME EKE(VT TWV pvnueiwv» (TOAaG 2012: 97-99, To TapdBepa otn o.
98- mB. 1996: 32).°

H Bloypddnon g napddoong tou «Oprjvou twv Kapuatidwv», tnv
oTto{at ETIYELPW OTLG EMOPEVEG OEASEG, padl Pe TN «xapd Tou TaglSlovn»
TIoU IPoodEPEL, Pag TIPOOKAAE! VO EXVOOKEDTOUE TIG EPUNVEUTLKEG QU-
T€G Ipooeyyioelg. To kKUpLlo epwInpa Tou tiBetat gival katd éco adn-
YNOELG OTIWG 0 «@privogy, oL oToleg pag dtdvouy SlabAacpéveg péoa amod
TO ypaTTO AGYO KOl TNV OPLEVIOALOTIKY] HOTLA TWV EEVWV TIEPLINYNTWY,
MO ETITPETIOUV VA AVIXVEVCOUME TN «Adikr] pvAun»*® 1 otoleia piog
OUANOYLKTIG KOWVWVLKYG SLOUOPTUPLOG EVAVTLA OTNV EVPWTIAIKT] ATIOLKLO-
kpatikn] e§ovuaia. 2to MA{oLO0 AQUTOU TOU EPWTIHATOG XPELAETAL VA OU-
VEEETAOOUE VO TTOPAUETPOUG TLG OTIOEG EAGYLOTA EWG TWPA EXOUV Ad-
BeL utdYn oL avBpwWTIOAOYIKEG Kal QP ALOAOYLKEG TIPOCEYYIOELG TETOLWY
adnyroewv: a) v mBavr] StapecoAdpnon tng Aoyoteyvikrig daviaoiog
otn Sladikaoia TG ypartrig avadlatumiworig Toug Kat ) To pdAo Tng Ao-
yotexviag otnv avadel&r toug wg eBvikwy pubwv Kal otnv amnotunwon
TOUG 0T GUAAOYLKT] CUVE(SN o).

AN\ 0G TIAPOUE TA TIPAYHOTA UE TN OELPA TOUG,.

19. M T1g 0TGoEL Twv OBWHAVWY (TNG EMT 0AAG KOl TWV ATAWVY KOTOIKWVY) aTEVOVTL
ot apxatotreg BA. Eldem (2011).

20. H t€BAoopévn TIPOOANYN Twv OTOLWY AdiKWY TIETOBoEWV Yl Toug apxaioug
XpeLdletou va pooeyBel: Baoikég myég tou N. I MoAitn yia tig mapadooeLg epl apyato-
TwV Kat Tohatwv EAAvwy Tig omtoieg ekdidet ot BipAtoBrikn MapaoAr] to 1904 gival Ta
KelpeVa EEvv TIEPINYNTWV Kot EAANVIOTWV. Apydtepa, 6tav o |. ©. Kakpidrig (1989: 9) ou-
YKEVTPWVEL Eava AKEG SINYNIOELG YL TIG OXECELG TwV VESTEPWY EANAjvwv pe toug apyai-
0UG, av Kol avopEPETaAL OTOV «aUTOUOLo Adiké Adyo», oe peydho BabBud otnpiletal otig
(ouxvé Staokevaopéveq) Mapaddoels tou MoATn dTwg Kot o€ Kelpeva EEvwv TEpINyNTWY
KaL ENNVITWV Tou 19 auva.
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H ®QNH TQN NEPIHITHTQN: AEIZIAAIMONIA KAI NOIHTIKH ®ANTAZIA

2V TpwTN, Katd nwg daivetal, vewteptkr meptypadr] Twv Kapuati-
Swv wg EuPuxwyv popdwv o pdAog TG Aoyotexvikrg davtaciag elval
koBoploTikag. Mapatnpwvrtag to EpgxBelo 10 1794, Alya poAg xpovia
TIPLV TOV OKPWINPLXOHS TOU, O OLKEAGG CUYYpadEag Kal OLKOVOUIKOS
otoxaotrig Saverio Scrofani (1756-1835) petadépel TNV evTUTIWON NG
CwVvTAvLog Kal NG Kivnong tou Tou doknoav ot Képeg:

On croirait méme qu'elles succombent sous le poids, si le sourire n’était sur
leurs lévres. [...] Ces statues ont 'air d’étre en mouvement: si vous les re-
gardez, elles vous fixent et elles sont dangereuses, car elles ressemblent
aux Graces, si ce ne sont les Graces mémes. Il y a une heure que je les
consideére et que je passe de l'une a l'autre, et je ne puis me rassasier de les
admirer. J'éprouve méme un certain embarras que je ne puis définir. Quoi-
que ces statues ne soient point mon ouvrage, j'appréhende pour la pre-
miére fois le délire de Pygmalion. (Scrofani 1801: 2, 78)

Ta yuvatkeiot aydApato pokaAoUv oTo BeaTr] o €VTOVT CWHATLKY O-
vtidpaon), 1 omoia avakaAel TV TMAY)pN atcBnnplokr gumepio mov do-
kipooe o Muypaiiwvag oto aykdAlaopa tng ehedavtivng MoaAdteldg
Tou.”* Zaynveupuévog amd TV opopdLd Toug, o TEPINYNTHS Toug amodidet
paylkeg Suvapelg kot emikivouveg 1O10tnTeG. To PAEupa Tou Scrofani —
BAéppa poodioplopévo amd T yAWwooa Tou AoyotexvikoU pibou Kat TN
popovTikn avadritnon ywa epupdBuvon g pavtoolakng epmelpiog — ep-
baviCel pa aglompdoeytn avadoyia Pe T HATLd Tou vTdmiou TANBuopov
OTwG TNV TEPLYpadouv apydtepa, Kal o€ SladopeTikd ouudpaldpeva,
TIEPINYNTES TwV ABNVWIV: Ko oUTOG avayvwpilel TG ayoApATIVEG KOPES
Ta oNpadia plag paytkrg {wig. Evavopa Twy Katomvwy avodopwy, -
Tav 0 oKkpWINPLacpdG Tou EpeyBeiou amd tov EAyiv eixe oAokAnpwbEl,
fTav 1 TEPINYNTLKY TEPLEPYELA YLl To BpUAo Tou Bprjvou twv Kopwv, o
otmoiog pag mopadidetal amd apkeTolg TafldLwTeg Tou emiokéDOnKav
Vv ABrjva ot Sidpketa Touv 197 auva.”* Moapd TiG LOEOAOYIKEG OTIOKAI-

21. Ma ) Aoyoteyvikr udr Tou Viaggio in Grecia (1799) BA. Bufalini (1997). MNa Tov ka-
BoploTtikd poho Tou epipnpou enelcodiov Twv Metauoppwoswyv Tou OBLdiov otnV evow-
potn avtiAngm twv ayoAddTwy Kat oTtnv €vvola pLag oItk YAUTITIKY]G Téxvng (tactile
sculpture) BA. Hersey (2009: 95-97).

22. INHEWVW TA KE(PEVA TIEPIMYNTWV Kat suyypadéwy Tou 19° aiwva oTa omola ep-
daviCovrat ekoxég Tou «Oprivour- oplopéva emavekdoOnKay kat petadpdotnkav. MNa ta
TIEPLOCOTEPX ATIO OUTA PaCIOTNKA OTO OTOLYEI TIOU €XEL CUYKEVTPWOEL 1| Lesk (2004). Ev-
Séxetal va uTtapxouV Kot kamola akopa: 1) Douglas (1813: 85-86)- 2) Hughes (1820: 1, 259-
60) (TB. “1830: 1, 260)- 3) Williams (1820: 1, 307). (O Bprjvog epdaviletar wg Mpoowriky Tou
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OELG TOUG Kot TLG UDOAOYLKEG SLadpopEG TwV KELPEVWVY TOUG, oL E€vol ouy-
ypadeis poadiopilouv Tn ox€on TwV VIOTILWY KOTOIKWY [E TOUG apyai-
0UG KL TA €PYQ TOUG PECT ATIO L0t OPLEVTAALOTLKY] OTITIKT], WG HLo OXEOT)
pn opBoAoyikr|, Tpoldv tng Tiotng o€ SeloLdALPOVIEG 1] TNG AVATOAITIKNG
aydmng yto To BoaupaoTo 1, aKOHUQ, O EVVOIKOTEPEG AVAYVWOELS, WG EK-
SMAwon pag Cwnpeng monTikng davtaciag KANPovounpévng amd v
apyoLoTNnIa.

H omtikr] gival amoKOAUTITIKT] TNG NYEUOVIKIG OTAONG TWV EEVWV TIE-
PUNYNTWVY ATTEVOVTL OTOV UALKO KOl CUPBOAIKS TdTo Ttou 1) Eupwmn eiye
QAVAKOAUWEL WG PN TPA TOU TIOALTIOHOU TNG KOL QVAYAYEL OE TIOALTIKO, ol-
0OnTikd kat NBkd TPOTUTO TNG. H dlatr)pnon TG MOALTIOTIKYG ATOoTA-
oNG amd Toug A PaSooLaKoUG TTANBUGHOUG TTEPLOX WOV TNG AVATOAT|G OTIOU
oV 0patd Kal amtd To apxaio peyaAeio, €iTe Pe OPOUG ELPWVIKTG UTIE-
POX™G E(TE HE OPOUG CUMTIOONTLKT|G EVHEVELDG, TTPOPRAAE WG BaBUTEPN Kal
OUCLOOTIKOTEPN TN CUVSEEDT] TOU EUPWTIAKOU UTIOKELUEVOU [E TNV KAQ-
OLKT] AP QLOTNTA: 1| OXEOT) QUTY], OE AVTISLAOTOAT] PE TNV «aPeAT)» 0TAO
TWV AMAWVY KATolkwy, Tav oPupnAATNHEVT] OTO OUHOVIOTIKG aiTnpa
™G apxaoyvwoiag, otnv emdiwén NG EMOTNHOVIKIG UEAETNG Kal atL-
oONTIKNg EKT{UNONG TNG KAAOLKTIG TEXVNG KAL 0T POPAVTLKY] ETOUpia St-
AVONTIKTG Kol Yuytkrg pEBegNG oto apyaio vedpa. Kat' eméktoon, pla
TETOLO OTITIKY, PNTA 1} UTIOPPNTA, NOLKOTIOLOVCE KAl VOULUOTIOLOUOE Ta
Stkoupata g Eupwdtmg emi Twv VAIKWVY apXaLoTrTWVY Kol TNV TIPAKTL-
KN NG Puyddeuong kamoLlwyv amd auTd.

H mtpwtn ypamtr] poptupia g mapddoong tov «Oprjvou Twv Kapua-
Tidwv» TiepLéyetal oto An Essay on Certain Points of Resemblance between
the Ancient and Modern Greeks tou Frederick Sylvester North Douglas
(1791-1819). To BiPAlo mov SnuootevBnke to 1813, LETADEPEL TIG EVTU-
TWoeLg Tou tagldlol Tou ékave Alyo vwpitepa 0 BpeTavdg KAAGLKLOTIG
o€ mepLoy€g g OBwpavikrg Autokpatopiag. ZuvopAwvtag pe Tn Pu-
pwvikr} Béaon tng véag EANGSag, o Douglas avadntd kot evtomiCel ouva-
deleg ota 110N kat TIg TApadAoELg PeETAEL apyxaiwv Kol VEwv EAAvwy,
ETILHEVOVTOG OE OTOLYELO AATPEVTLKTG OUVEXELNG: Bewpel, wotdoo, Toug
OBwpavoug cuveméoTEpOUG adnynTEG Twy apxaiwv puboloylkwy ma-

evtumwon: «Only four of the caryatides now remain, and these are greatly injured, and seem
as if they mourned the loss of their companion»)- 4) Dupré (*1825, 2009: 36)- 5) Giffard (1837
163)- 6) Buchon (1843: 68-69)- 7) Latour ([1847]: 188)- 8) De Vere (1850: 1, 91-92)- 9) Laborde
(1854: 1, 6, onp.)- 10) Gervinus (1863: 1, 117), kat 11) Bremer (1863: 1, 9, onp.)
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paddéoswv.”? Ita cupdpaldpeva autd petadépel Ta Goa GKoOUcE aTd
«TOV QYPAHHOTO UTIMPETN» Tou Aloddpn twv ABnvwv yia ta Boyyntd
Twv Kapuatidwv mou égacav v adeAdr] Toug. Tn Aaikr] aviiAnymn twv
YUVOUKELWY ayaApdTwy weg EpPuxwy Ovtwv TPpoBAaAAeL Kal | ovopooio
«xopitliax» ou dépel Ta ixvn g apyaiag ovopaociag «Kdpaw.* Itn Swa-
popdwon g Ba mpénel va cuvéBale, épa amd Tnv avBpwrivn popdn
TOUG, N oVVOETN TMAACTIKOTNTA TOUG TTou cuvdUade TNV 0PYXNOTPLKY Kivn-
on Me v euButevr] akvnoia:

An illiterate servant of the Disdar of Athens, observing that | expressed to
the friend who accompanied me the admiration with which the beautiful
Caryatides of the Pandroseum inspire the most unscientific, while I, per-
haps, at the same time, discovered the regret it is as impossible not to feel
for the bad taste that has removed one of them, turned round, and assured
me, that when the other yopitQia (girls) had lost their sister, they mani-
fested their affliction by filling the air at the close of the evening with the
most mournful sighs and lamentations, that he himself had often heard
their complaints, and never without being so much affected as to be
obliged to leave the citadel till they had ceased; and that the ravished sister
was not deaf to their voice, but astonished the lower town, where she was
placed, by answering in the same lamentable tones. What a subject for
Bion, or for Ovid! and though we may be allowed to doubt the veracity of
the Disdarli, we cannot refuse to acknowledge that the Athenians are not
indifferent, as has been sometimes represented [oto (W. R. Hamilton),
Memorandum on the Subject of the Earl of Elgin’s Pursuits in Greece, 1811],
to the wonders that ornament their city. (Douglas 1813: 85-86)

Me Bdon tnv meptypadr] tou veapou amnodoitou g O&Pdpdng kat pe-
TETIELTA TIOALTIKOU, 1) OXEOT) TOU ama(SEUTOU UTINPETN HE TA AyGApOTa
tou EpeyBeiov ouviotd pua popdr} alobntnplakrig kat Yuxkrg eTmikoL-
vwviog adou dxL povo akoUEL TIG OLLWYEG TOUG OAAG TapadeTal 0To on-
pelo TTou eykaToAelTeL yia Alyo Tnv AKpoTioAn. Mpdypaty, n adriynor tou
glval QTOKOAUTITIKY] TNG ouVaLoONUATIKYG CUVEEDTG TWV ATIAWY KATOL-

23. BA. Douglas (1813: 84): «I have had occasion already to mention that the Turks have
retained in many places the tales of former days with more constancy than the Christians,
which may perhaps be owing in some degree to their love of idle conversation, and their ori-
ental fondness for the marvelous». M. Lesk (2004: 557-58).

24. H avodoyio autr €iye eppnveuBel and mpoyevéoTepo TASLOLWTN, TOV OPYLTEKTOVA
William Wilkins (1778-1839), wg a&loBavpaotn évéelén tng ouvéxetag petadd apyaiwv Kat
vedTepwv EAArjvwv: «In the Athenian inscription relating to this temple, they are termed Ko-
pai, and it is singular they are still called by the modern Greeks by a word of similar import,
KopiQio» (1816: 141).
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Kwv tng ABrivag pe to otkodounua tou EpeyBeiou kaBwg kat g ava-
YVwWpLomMg VoG Gy povou SaLLoVIKOU KOGEOU TIOU CUVUTIAPXEL HE TO LOTO-
pLlkd TOug TToPov. H miotn autr oklaypadeital kot amd dAhoug Ta&tdLw-
TEG: £TOL ylo TIAPASELYHA O PETETELTA KANPIKOG Thomas Smart Hughes
(1786-1847) €€nyel 0TOUG AVOYVWOTEG TOU OTL:

These figures [Caryatides] are supposed by many Turks and Greeks to be
living beings under the influence of enchantment, and the story still ob-
tains credit that one of them which Lord Elgin removed from its place into
the lower city, uttered the most doleful cries throughout the night, which
were answered by a lamentation in concert from its sisters in the acropolis.
(Hughes 1820: 259-60)"

ATO pia poldikr) omrtikr), Ba EAeye Kavelg OTL 1 CUVALCONUOTIKY] CUHHE-
TOXT] TWV KATolkwv 0To Bprvo uTIoSNAWVEL TNV TAUTLOT] TOUG PE TO AVTL-
KEIUEVO TNG AMWAELNG —TO OPTIOYUEVO «KOPITO»— Kal PeTAdEPEL TNV a-
vtidpaorn Toug otn SUTIKY NYEPOVIKT] cupTtieptdopd. Me avdAoyoug o-
poug ExeL EpUNVEVCEL 0 Mwpyog TOALOG, 0TO TAAICLO TNG avAAUOT|G ToU
otnv omola avapépbnka mapamndvw, Tn poptupia tou Edward Daniel
Clarke (1769-1822) yia To 6&kpu TOU KUANOE 0TO TIPOOWTO Tou Aladdpn
Twv ABnvwv dtav €ide va BpuppatiCetal pio amd TIG apLOTOUPYNHOTIKES
petdmeg tou MapBevwva, ou adédla mpoomaBovoav va kateBdoouy Ta
ouvepyela tou EAywv: «To ddkpu Tou rfjtav TautdXpova yla TNV Koto-
otpodr] Tou vaov, yla T Bavavon Tapoucia EEvwy o€ Evav xwpo TIoTNG
Kal €§ouoiag Kol —eVOTIKTWOWG— yla To TEAOG TNG 0BwuaviKg Tééng o-
nwg ™V REepe» (2012: 9g).°

AMG oTo onpeio auTd, KAl TIPLV TIPOXWPT|OOUE, E(VaL OKOTILHO vV €-
EETAOOUE CUOTNUATIKOTEPA TO HOTIBO Twv «dakpUwWV» otnv Akpdto-
An, TtpoKeLpEVou va avadeLyBel To TAEypa TWV SLOKELPEVIKWV CUVAPTH-
oewvV Tov Stopopdwvouv To BpUAo yia To Bprivo Twv ayoApATwWY.

25. O Hughes, o omoiog ta&idevel otnv EANGSa To 1813, TN xpovid dnAadri Tou KukAo-
dopei To mévnpa touv Douglas, avtAel and autd, oTwg emonpaivel n) Lesk (2004: 562).

26. Evéiadépov €xel To TOA TTaAxdTEPO oYOAL0 0pBOAOYLOTH] KPLTIKOU TIOU vV Kalt a-
VTIHETWTIEE ELPWVIKA TN «Adikr)» TtioTn oto Bprjvo, Tn cuvédee pe To ouvaiodnua aduva-
piag Twv vIdmwy amévavtt otnv &évn egouvoia: «Au moment ou le Disdar méme pleurait,
pouvons-nous admettre que les Cariatides restaient impassibles? Mais leur lamentations, le
vent les emportait cette fois-ci au loin!» (Mavroudis 1914: 479. Euxaplotw tov Adumpo Bo-
PEAG Yl TNV VTIOSELEN TOU SNHOCLEVHATOG). ZXETIKA HE TO TIEPLOTATIKG, TO OTIO(0 TOTIoOE-
teitau ota 1801, BA. Clarke (1814: 483-84).
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A&(CeL va Tpoo€gouple OTL Qv KAl 1) €yvola TwV VIOTMWY yla To Epé-
xBel0 onpelwveTaL amd TN oTyur] Tou yivetal Adyog yia adaipeor Tou,”
N TPWTN OUTY] TIEPINYNTIKN HapTupia TNG Aaikrig adriynong y ta Boy-
YNTA TwV KopLTolwyV Kataypddetal plo Sekaetia petd tn Plown amndoma-
on g Képng amd tov apyaio vad. Ev tw petady, o Koparig elye diaknpv-
&gl To Sikalwpa NG dloktnoiag Twv EAAVWY oTa KOTAAoLT TWV TIpo-
y6vwy Toug (1807)*° evid oty Ayyhia elye kopudwbel n dnudola kata-
Kpawyr Katd tng aviepng AenAaoiog Twv pvnueiwv tg AkpdmoAng amd
Ta ouvepyeia Tou EAyy, pe o&Utepn ékdavor Tng Toug epidnpoug oti-
Xoug artd To devtepo kavto tou Childe Harold’s Pilgrimage, A Romaunt. To
Bupwvikd Moinua dnuoolevBnke Evav poAg xpovo Tptv To Sokipio Tou
Douglas, tov MdpTtio Tou 1812. Atd TV TpwTnN OTLYUr] TNG KukAodopiog
Tovu onpeiwoe Mpwtodavr] emiTuyia, EVW 0 SNKTIKOG EAeyx0G TOU EAytv
amod Tov ToiNnTH Mupoddtnoe véeg cU{NTHOELS YUpwW aTo TO (riTNHa TWV
Happépwy.® O BUpwV VOWUETWOE OTIG ONUELWOELG TOU TIOI|HATOG TNV
otopia Twv dakplwv Tou Aleddpn Tou Tou kotvoroinoe o Edward
Daniel Clarke (1769-1822) o1t Sidpketa Tng aAAnAoypadiog Toug, evw o
KoBnyntrg tng opuktoAoyiag tou Cambridge dev mapérelye va StavBioet
HE BupwVikoUg oTiyoUug TN HETAYEVESTEPT) €KS00T) TWV TAEISLWTIKWY TOU
onueloswv.> To onuavtikdtepo duwg eivar 8Tt o Bupwv kabdplog, av
Sev v eykawviooe omwg amodaivetal p Mary Beard, tnv mapddoon twv
UTIOXPEWTLKWV SaKpUWVY oTnv AKPOTIOAN yla TNV TPAYLKT] TNG EPE(mMwaon
(2010: 11 Kot 15). MoapaBétw TOUG OXETIKOUG OTiYOUG:

Cold is the heart, fair Greece! that looks on thee,
Nor feels as lovers o’er the dust they lov'd;

27. BA. tnv apvntikn} avtidpaon Ttou tadov tomioypddou Giovanni Battista Lusieri,
mpdkTopa Tou EAyly, otV apxikr] embupio Tou yla adaipeon oAOKANpNG NG voTLag mpo-
otoong: «Without a special firman it is impossible to take away the last [the Pandroseum].
The Turks and the Greeks are extremely attached to it, and there were murmurs when Mr.
Hunt asked for it» («Lusieri to Elgin», 11 lav. 1802, oto: Hunt and Smith 1916: 209). MP. Mev-
vadiog (1997: 18 kat 136). O Mevvddiog eppunvevel TNy andvinon tou Lusieri wg Sidyeuon
TOU LoYUPLOpOU OTL oL vidTiot, Kat pdAtota ot EANnveg, adtadpopovoav yia Tig apyatdTnTes.

28. BA. TéAwog (2012: 102-03). O Douglas (1813: 77-79) yvwpileL to €pyo Tou Koparj Kat
ekBeLaeL TN CUMPBOAT] TOU OTNV TIVEVHATIKY avayévvnor Twv ENRvwy.

29. BA. St. Clair (1998: 183-84). N tnv emtuyia tov €pyou PA. emiong ta oxdAa tou &-
TipEeAN T otnv ékdoon tou Childe Harold’s Pigrimage (Byron 1980: 269).

30. BA. Byron (1980: 191-92), onp. Tou Towntr oto Canto I, oT. 107-08 (amd ) Sevtepn
ékdoor [Amp. 1812] kau €€16). AvaduTtikdtepa St. Clair (1998: 190). Emiong Clarke (1814: 485,
OMH.), 010U Kat avadpopd 0TO aveKSOTONOYLKO ETELTOSIO TWV SAKPVUWV TIOU EXUTE 1) dpL-
opévn Spapartikr) nBormotdg Sarah Siddons (1755-1831) 010 B€apa Twv YAUTITWVY TNG GUAAO-
y1ig tou ‘EAyw:- mif. Hitchens (1987: 50-51).

[A]68



«O OPHNOZ TON KAPYATIAQN»

Dull is the eye that will not weep to see

Thy walls defac’d, thy mouldering shrines remov’d

By British hands, which it had best behov'd

To guard those relics ne’er to be restor'd.

Curst be the hour when from their isle they rov'd,

And once again thy hapless bosom gor'd,

And snatch’d thy shrinking Gods to northern climes abhorr'd!

(Lord Byron 1980: 49, 0T. 127-35)>"

Ta ddkpua Twv Ta&dlwtwy otnv AKpOToAn e€eAicoovTal O HavIEpPa: TN
oatipioe pe paeotpio 0 Zouprig oTo TENOG Tou 19° audva, HE (avaTtdvTe-
xa emnikaipn) ouveidnon g a&log Twy apxaiwv VAIKWY OTn XPNHOTLKY
otkovopia:

‘Evag akaptadog Bpettavog mpoy e avéBn pdvog
amdvw oty Akpdmolt mn §6éa pag va '6rj,

Kt 600 tag otrjdag €B8Aeme Tou Seiov Mapdeviivog,
ETUYKIVEITO KL EKAaE OOV TO UWPO TTaLd.

Tov €mace vredipto, Tov €0ié’ n kopdid Tov,

ki’ eatadadav ‘ota pdpuapa (eatd o SAKPUE TOU.

L]

Kt av €yng 6peét va kAaug e 6An v kapdid aov,

yU duyo pdppopo unv kAo Kot yio maAnd Kepaala,
ta {wvtavd aydApata yio kOttaée Unpoatd oov,

KU gUAG va kKAGYnG, BpeTtave, kot ol Kokd pog ydAio.
To mUpiva oou SAKPUX yia UG SV TV YOUEVA. .

w! kAdye yro toug EAANvag, pa kKAGWe kat yia ‘Ueva.

Kou ateide "otn Biktuipto GAAo katvodplo ypauua,
KOl TIEG TNG VIOt TO YGAL OG KOt TNV KAKTY] OGS Loipa,
KO TTOPOKAAEL TNV KOl OU JUE TIOVO KO UE KAGUUA
vo oTeidn avtl pdppapa kavéva krovmt Aipa,
KOvEva maAnokavovo, Kaveva TaAnoatolo,
Kkt av to 9éAy, ¢ yoapiloupe tov Mapdeviiva 6Ao.
(Zoupr|; 1883)

H Aaikr] aprjynon mou avadinyeitat o Douglas yia ta Sdkpua Twv ayaA-
MATwy Kat emavolapfavouv petayevéotepot (§€vol Kal EAANVEG) ouy-
ypadeis potdlel, Aowmdv, va eival 1én pocdloplopévn amo ) véa ipdo-
MWn g UAKNG apxatdTnTag ToU avamTUCCETAL OTIS apyéG Tou 19°°

31. MP. «What! shall it e’er be said by British tongue,/Albion was happy in Athena’s te-
ars?» (Lord Byron 1980: 48, 0T. 109-10).
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QLWVA. ZUYKEKPLUEVQ, 0TO KA[HA TNG popavTiknig Aatpeiog Tou duoikou
ToTI{OU KAl 0TO TMAX(CLO TWV VTS pAoewv TTou TTupodoTel To (TN TwY
«EAywvelwv» pe amokopudwpa tn Pupwvikn katadikn, KoOAAEpYE(TaL M
€vvola TNG EVTOTILOTNTOG TWV APYALOTITWY KL AVATITUOCOVTAL ETILYELPT]-
poTa UTIEP TNG MEAETNG Kal atoBnTikrig anmdAauong Twy pvnpeiwy oty
OAOTNTA TOUG, TNV LOTOPLKT] TOUG KATAOTOOT) KAl EVIOG TOU GUCLIKOU TOUG
nieptBaMovtog. MapdAinia tiBetal to (T Twv GUOLIKWY SikatoUywv
toug.>* O Douglas cuppepldtav v dmoyn 4Tt 0 AKPWTNPLACHOG V-
pelwv, Ta omola dtatnpovvtav oe TEAELX KaTdoTaoT, OTwg To EpéyBelo,
Sev efumnpetovce oUTe aLoBNTIKOUG OUTE ETLOTNOVIKOUG OKOTIOUG. A-
vtiBeta Bewpovoe o1l n petadopd Twy apyxatotritwy otnv AyyAla ote-
pouoe amod To &€vo Koo TNV gumelpia HLoG EVIEAOUG OTITAGL0G TOU Op-
xaiou KGopou Kal ard toug vedtepoug EAANVeG Ta amtd mapadelypota
€VOG QVUTIEPBANTOU TIOMTIOMLKOU KaTopBwpatog kabwg kot kEpdn amod
TIG ETOKEPELG TwV TaESLWTWV. P

Eival a&loonpelwto 611 yia oplopévoug Tagdlwteg n aptayn tng Ka-
pudtidog amoteAoUoE TO TILo TIPOCPANTIKG ATy TTOU €dEPE 1) apyaLo-
Bnpikr) dpdon Tou EAytv oto owpa g apyaiog téxvng. H mpdxelpn utmo-
KoTtdotaon NG pe pio ToUPALVN koAdva utoypdpptle omtikd ) Bia Tou
aoK1ONKe dvw oToV KOpWS vad Kat EVIOCYUOE TNV KOTAKPOUYT] KATA TNG
UBpewg tou Gyyhou TPEoPn. H «aTIHWTIKY) KOAGVO» KATd TNV €kdpaon
tou Edward Dodwell (1767-1832),** tou cupmAfjpwve Tpdyelpa o xdopa
OTO QPXLTEKTOVIKO GUVOAO, avadeikvue TG00 Tn HOpOdLKT] OpOLOYEVELX
TWV YUVOLKEIWY oyoAPATWY, TIOU UTTIOOTOOLOTIOLOUVIAY WG «adeAPESH,
000 Kal TNV TEKTOVIKN AglToupyia Toug otn otriplén Tou vaou- €TI0l eVeE-
TEWVE OTTIKA TO aloBnua piag aviepng Aeniaociag. 2ta cupdpaldueva
autd, n andéotaon mou xwplCel Ta Bupwvikd Sdkpua Kot TNV TEPLNYNTL-

32. Mo ta gnorjpata outd A, TOMaG (2012).

33. BA. Douglas (1814: 86-89, extevr|g onpeiwaon). H kpttikry Bewpel 6tL 1 otdon tou
Douglas anote)el pdAhov egaipeon oTnv Kupiopyn ATOYn Twv EEVwy TAELSLWTWY yLo TNV
andBeia Twv EANjvwy otnv e€aywyr] twv apyatotritwy. BA. oxetikd ToAag (1996: 30) Kat
MoatBaiou (2012: 24).

34. BA. Dodwell (1819: 1, 353): «an ill-built pilaster» kot 354: «the disgraceful substituted
pilaster». H evtinwon g aeBntikrig Sucappoviag, n omoia AmoTUTIWVETAL OE GXESLX TOU
Dodwell kat Tou totioypddou Simone Pomardi (BA. «Erechtheion», évavti a. 346), o omoiog
Tov ouvodeue oTo tagidt Tou, oxoAadeTal kat amd GANouG TIEPINYNTEG. BA. avahutikotepa
Lesk (2004: 545-46, 552-53, 556-57 Kat 565)- 1] iSta KataAriyet Tt oTig S0 TIPWTEG SEKAETIEG
ToU 19" ava, adeTnpio TNG KPLTIKYG TWV TEPLOCOTEPWY TASISLWTWY Katd Tou EAyty ftav
n apmayr} TG képng tou EpexBeiov kat oxt 1 adaipeon Twv yAumtwy tou MoapBeviiva
(604).
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Kr] OAIYN yla TG KOTECTPAPHEVES ApYaLOTNTEG ATIO TA SAKPUA TWV AyaA-
HaTwv NG Adiknig adriynong dev daivetal va eivat TGO PeydAn.

A&(Cel, aKOpa, VO TIAPATIPT|OOUE OTL OE APKETA TIEPLNYNTIKA KE(pE-
va elval atoBnTég ol TopePPACELG [LOG AOYOTEXVIKA QLOKTHEVNG HOTLAG
KOl YAWOoO g 0TNnV avarmopaywyr] Tou Adikou Adyou. O Douglas, poiovétt
Sduomiotel ota AeyOpeva Tou apdpPwTou UTNPETN, avayvwpeileL T Ao-
yotexvikn a&la tng otoplag Tou: «What a subject for Bion, or for Ovid!» H
avapwvnon Pag emitpénel va vmomnteuBovpe tn Stapecsordfnon piag St-
KNG Tou Totntikng enegepyaciag. Tuykpivoviag, TAVIWG, TNV TONTIKY
davtaocio Twv VESTEPWY KATOIKWYV TOU TOTIOU UE TNV apyaia, uravicoe-
TaL TNV UTtap&n HLog E0WTEPLKTIG ouvddelag. MetayeveéoTtepol Ta&IOLWTES
nipooeyyifouv TNV avodoyla péoa and to mpiopa g Bewplag Tng evro-
TOTNTAG TOU TOAMTIOMOU, BAEmovtag tnv ToMTKY ¢aviacio wg éva
oTolyeio o Tpédel Staypovikd 0 EAMNVIKSG TéTI0G.>

H dlepwtnon yia Tig (Sleg Tig amapy€g Tou Bpuvlou, akdpa Kat av UTto-
pouvoe va anavtnBel, ouviotd «une question mal posée». Auto ToU pog
uttodelkvUEeL N yAadupr| avapetddoon tng adrynong yla To KAGpA Twv
Kopwv Tou EpexBeiov, elvar n popdotoinon twv dmolwv tyvwv tng «tBa-
YEVOUG» apyaloAoyiog amd tnv eupwtaikr B€aon. Adevdg, emeldn n ka-
TAYEYPAPUEYT) adriynon gival avamOPEUKTA EUTIOTIOUEVN ATIO TN YAWO-
00 TOU EVPWTIAIKOU UTIOKELUEVOU TIOU TNV avamapdyel. Apetépov, ylati
elvar mBavdv ta ototyelo Tou TpovewTeEPLKOU BupLkoU (To §€og Tou VTo-
Tiov MANBuopoYU amévavtt ota apyaia pvnuela Tng AkpdToAng Kat 1) ou-
valoBnpatikr) poodeon pe autd), OTWG Ta YWVEVEL N adriynon yla To
Bprjvo, va elyav 116n MpocdloploTel oo TIG ALOONTIKEG EKTLUNOELS, TIG
SaKpUPPEXTEG EKONAWOELG KOL TIG OTITIKESG EUTIELPIEG TWV EEVwV PLAdp-
)(ouuov36 OTIWG Kal aTO TLG AVTLOPATELG TOUG KATA TNG KATAOTPOPT|G TTOU

35. BA. m.x. Dupré (2009: 36): «Les Grecs, dont I'imagination est toujours vive, disaient
qu’on entendait alors des gémissements pendant la nuit, et que ces soeurs, réunies depuis
tant de siécles, pleuraient leur separation»- Laborde (1854: 1, 6, onp.): «des inventions [...]
qui répondent au sentiment poétique et a I'amour du merveilleux toujours inépuisable en
Gréce»- De Vere (1850: 1, 92): «The legend at least proves that the Athenians have not wholly
lost that poetic spirit which called temples and statues into existence when they slept in the
quarries of Pentelicus», kau Bremer (1863: 9, onu.): «The genius of poesy lives still amongst
the ruins of Athens». 210 TAaio10 TwWV EAANVOKEVTPLIKWY BEGoEWV TNG SEKAETING TOU 1930, 1
TOLNTIKOTNTA TNG TIapddoong avayetat ard tov lwdvvn Mevvddio (1997) o€ Tekprplo €6vi-
K1ig ouveidnong kot WSlompoowTtiag Kat epdavifetal wg Selypa tng cuvadelag Tou vedte-
POV HE TO apyaio TVEUHa. BA. TTopokdTw onp. 42.

36. BA., T.X.,, TO «x&8» otov Aatpd twv Kapuatidwy mou meptypadet o Clarke (1814:
500).
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nipo&évnoe o EAyw. H amdédavon tou Douglas, oto téAog g adrynorig
TOU, OTL 0 gUpWTIATKAOG Baupaopdg Twv aBnvaikwy pvnueiwv tpododo-
ToUOoE TNV eKTipnoTn] Toug amd toug EAANVEG wG HEPOG TNG TTOALTIOULKTG
Tieplouoiag Toug, TTapOAn TNV uttepoia g, HapTtupd tnv emidpaon tng
gupwAikAg otn ynyevy patd.”

O AOrOz THXZ APXAIOAOTIAZ KAl THZ AAOTPA®IAZ: 1850-1890

To MTPAYHOTA ATIOKTOUV HEYOAUTEPO EVOLADEPOV UOALG OTPAPOUE OTLG
amodeATIWOELG TNG TTopddoong amd EANAnveg Aoyloug, oL omoieg daiveTal
6Tt Eekvolv oTo SeUTeEPO pIod Tou 19°° awwva, 6tav, adevds, o Bpilog
yla tig odupdpeveg Kopeg €xel avadelyBel oe TOTMO NG MEPINYNTLKNG
Ypappateiog Kal, abeTEPOU, ExEL WPLLAOEL TO adrjynuUa TNG CUVEXELOG
apyaiwv kot vedtepwv EAAvwy. Tig cuvavTtape apyLlkd o€ KelpeEVA TOU
Kuptakot Mittdkn kat tou NikoAaou MoAltn — pe dAa Adyta ot ypodr
EKTIPOCWTIWY TWV cVOTOLY WV TESIWV NG apyatoloyiag Kat Tng Aaoypa-
dlag ota omola Sokipadetal o adriynua Ing adldonaotng eBVIKG ouve-
XELOG.

H mpwtn avadopd evromiletal oe onueiwon tov Kuptakov Mittdkn
otnv Apyatodoyikr Epnuepidoa tou 1856. Kot mapdho mou PplokopacTte
otnv kaBoplotikr] yia tn Bepeliwon tou adnyrjpatog g eAAnvopBddo-
&ng TautdTNTOG Tou €Bvoug Sekaetia Tou 1850, 0 VTOTILOG AP ALOAOYOS
amnodidel epdaTikd, Kal AmMoKAELOTIKE, TNV uttepduatkr] Sujynon otov
0Bwpavikd TANBUoS Twv ABNVwv:

H 18€a adtn [tng Staddoews kKakwv Kat Bavatndopwy voowv] €cwaoey €v
Ayopo Twv ev Tw EpexBeiw kopwv, dTiep HETA TNV apTiayriv Tou KOpuntog
EAyw (66 petédepe plav Twv kopwdv ToUTwv) KEumeAX tig jABey, (va ayo-
pdon TNV Tpog vétov Tap’ auTrv LoTapévny, ot ToUpkol kat ot ToupkLo-
oat, KATolKoL TOTE TNG AKPOTIOAEWS, ETIAVESTN OOV AEYOVTEG PN SOCWHEV
autry, SLOTL OTE TNV TIPWTNV 0 EAywy améomace, S apKETAG VUKTAG NKOU-
capev autdg odupwpévag kat Bpnvwdwg kpauvydfouvoag, Tnv adehdriv
pag, TNV aderdriv pag BéAopev. Tautd ToUTo CLVERT KAl KATd To 1836,
ote tov Mupyov tou Kuppriotou (vadg Twv avéuwv Kowvwg) ekaddploa,
ouUBavTog pHeT’ oAiyov ododpol avépou, Toupkog TG, Priyog kahoUpevog,

37. «the number of travelers who are constantly admiring them have infused into the
Greeks a very just sense of the importance of their possessions» (Douglas 1813: 87, onp.). MP.
mv mapatrjpnon tou St. Clair (1998: 189) 411 ot LoTopieg TTOU ENeyav oL VTOTILOL 0TOUG §EVOug
taddLnTeg BavVWG avtlovoav amnd apnyrioelg TTponyoUHeEVWY Teptnyntwy. Emiong, mio
npdodara, T onpeiwan Tou XapnAdkn 6Tt ot €vol TagLdlwTES Kat 0 «SUTIKOG ENNVITHOG»
avapdiBora «influenced and shaped this native archaeology» (Hamilakis 2009: 21).
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eupebeig ev ABrjvaug ime ToUto oupBaivel, 516TL 0 EPopog Twv ApxaLotr-
Twv, ok&mtwv Tep( Tov MUpyoV Twv avERWY aéEAUCE TouG eKkel ouvdede-
pévoug 0€pag. [...] TotaUtarl toéat éowaoav tag ApxatdTnTog KATd To HAA-
Nov kot fjTtov. ([Mittékng] 1856)%°

Y100eTwVTAG TO OPLEVTOALOTIKSG EUPWTIAiKS BAEUUa, 0 MiTTdKNG Stoyw-
piCeL Tov 0Bwpavikd amd Tov eEAANVIkS TTAnBuopod tng ABrjvag mepLypa-
dovtag Toug ToUPKOUG KaTolkoug WG dopelq SELCLOALUOVIKWV QVTIAY-
Yewv. Méoa amod pio QUYLACHEVT) PTTOPLKT] TIOU ETTAVASLATIPAY LATEVETAL
TIG TIOMTIOULKEG SLaKPIOELG TTIOU KAAALEPYOUOE O TIEPLNYNTIKOG AdYOG, O
Mittdkng adevog amedide TNV mpooTasia TG apyaiog KANPOVOULAG TNV
gVEPYETIKN adéAela Twv amiwv Toupkwy, adetépou avafifale to me-
Tadeupévo ENANVIKG oTOoLyElO —TO OTIO(0 EKTIPOCWTIOVCE—, 0T B€om u-
TIEPOXT]G TOU EVPWTIATKOU ap)XaLOpaBOUG UTIOKELUEVOU.

Aekamévte mepiTou ypovia apydtepa, To 1871, o Bpulog kataypdde-
Tal Eavd o€ pla AN onpelwon, autr] T dopd amd to xépt Tou Nikdhaou
MoAltn. Zto Tepl «OTOLYELWIVY» KEGAANLO TOU TIPWTOU TOpOU TG NeoeAdn-
vikrjs puSoloyiag, o Moiitng avamapdyel oe kabopevouoa YAWooo TNV
mapadoon yia Ta Sdkpua Twv «Kapuatidwvy, uloBeTwWVTag £TOL KoL TNV
kaBlepwpévn otn AVon ovopaoio Toug. Av Kal ylo AGyoug EyKUpOTNTOG
mopaméumnel otov Jean Alexandre Buchon (1791-1849), n onueiwor] tou
QTIEXEL OE OPKETA onUela amod To Kelpevo Tou PptherevBepou ydAAou Ao-
yl{ou. ETiTAéOV, TTOPAKAUTITEL pLlot AETITT] OTJLACLOAOYLKT] HETOK{VIOT| TTOU
autdg eiye emdépel oto potifo Twv dakplwv: ypddovtag pia mepimou
Sekaetio petd Vv (Spuon tou eAAnViKoL BactAeiou kot amd yaAAKn o-
Ttk ywvia, o Buchon untoypdpptle ) Spaoctikri evépyela (agency) Tou
Bprivou TwV ayaAPATWY, HETATPETOVTAG Ta ATt cUpPBoAa euntdBelag o
oUpPBoAa avTIOTOONG EVAVTLOL OTNV LEPOCUAIN TwWV BpeTtavuiv Kol Twv
«TOUPKWV» GUVEPYWV TouG.*

H oupoAikn autr Ba Bpel ocuvéxela otn devtepn kataypadr Tou
«©privou» amo tov MoAitn otig Mapaddoeis Tou 1904. Ekel, pe titho «Ot

38. M v anédoon g Mapddoong oTLG HOUCOUAHAVIKEG, Kal HAALOTA YUVOLKELES,
Selodaupovies BA. apydtepa Mavroudis (1914: 477).

39. BA. Buchon (2843: 69): «A ce son les Turcs effrayés crurent reconnaitre la voix des jeu-
nes filles (ai korai) qui gémissaient sur la perte de leur soeurs, et qui se défendaient contre le
sacrilege par leurs plaintes et leurs soupirs». Qg €véelén 1Bayevoug avtiotoong pmopel va
StaPactovv ta 6oa KaTaBETEL AANOG TIEPINYNTIIG Yo TNV avTiSPOoT TWV VIOTILWY OTO 0-
polwpa g Kapudtidag ou €otetle 0 EAytv yLo val UTTIOKATAOTIOEL TNV TPOOBANTIKT] KOAS-
va: To Bewpnoav wg To auBevVTIkS dyaApa TTou eMECTPEPE «yLoti Sev umopovoav va To K-
vouv va otaBel 6pBlo otnv AyyAio» (BA. mapamoprr) tou St. Clair 1998: 258, oto avékdoto
Journal of a Tour in Egypt, Palestine and Greece in 1819 Tou Atldeciudtatouv Robert Master).
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KOpatg Tou K&otpour, o BpUlog yla TIg KPAUYEG TWV OYOAPATWY TIOU a-
TIOTPETIOVV TOUG TOUPKOUG GUVEPYOUG Toug EAylv val oAokAnpwoouv N
BePridwon tou EpeyBeiov amodeATiwveral emionua wg eAANVIKY] Adikr|
Tapadoorn, o€ yAWooo TIou pLUE(TaL To AaAoUpevo WOiwpa, av Kot oL Tia-
pamopmég Tekpnpiwong ota PifAia Twv Douglas, Buchon, kat Laborde
HaPTUPOUV TNV EUTIAOKT] TOU AGYoU Tou Aaoypddou Kat TwV EEvwv Ao-
yiwv ot Staudpdwon Tou Ketpévou.*

JTnV TPOYEVEDTEPT OUWG Kataypadr Tou 1871, n meptypadr] Twv
odupdpevwy Katolkwv uTEBAAAE To aloBnpa aduvapiag Toug:

Eig TOAMG pépn tg EAAGSoG, dtou Stetnprifnoav aydApota rj dAa ap-
xaia pvnueia, o Aadg Tpédel Setotdaipova Tpog autd oeBacudv, KAnpo-
S0tnBévTta MooLPavwG QUTW UTIO TNG opYALOTNTOG. MVWoTr N LoTopia Twyv
katé v aprayrv Twv Kapuatidwv ek tou tepol tng Mavépdoou utd tou
A6pdou EAywv. Ot KATolkoL Twv ABNvwyv petd Sakpiwv Slepaptipovto
KATA TNG apTiayrig tavtng, S0t at Kapudtideg eBewpolivio wg mpootd-
TWOEG TNG MOAeWS: Kat OTe 0 AyyAog €duye depwv peD’ equTol TNV piav
Twv Kapuatidwy, epuBordyouy 6Tt at Aotmad adeidal tng €xuvoav Sdkpua
TUKPG TW XWPLOPW ToUTw. (MoAltng 1871: 140, oNu.)

Méoa amd to 18eooyiko mipiopa tng NeoeAdnvikris pudodoyiog o BpuUiog
avadelkvuOTaY WG Lot OKOPA TTayavioTIKT do&aoia kAnpodotnuévn amo
mv apxaldtnra: 1 miotn Twv ABnvaiwv —ot omolot, €éw, TavtiCovtal v-
TIOppNTA HE TOUG EAANVEG— 0NV EUPuYN OVIOTNTA TWV AYOARATWY Ka-
Ta&lwvoTav wg TEKUNPLO TNG appayols cUVEEDTG TOV apxaiou TTaperBo-
VTOG HE TO TOPOV, WG Mot akopa €kdovorn NG «opoldTNnTog Tou PBiour
(MoAitng 1871: B") Tou vedTEPOU EAANVIOPOU PE QUTOV TWV ap)aiwy Tpo-
yovwv tou Kat €vdelgn dlatripnong tng TautdTTdg Tou. Me auTov Tov
Tpdmo, o MoAitng avaokevale Toug LoYUPLOHOUG Tou Fallmerayer mepl
oAafikrig kataywyng Twv katoikwv g EAAGSag kol tomoBetovoe to
€Bvikd utokeipevo, autrv Tn dopd tov amAd Aad, otnv 064 Tou 0dnyov-
O€ TIPOG T SUTIKOEUPWTIAIKT] KOWVWVia TTOAMTIOHOV.

310 MoPASELypa TOU «Oprivour, TIapd TG SLadOopeTIKEG HETADPATELG
TOUG, 0 Aaoypddog SlaoTAUPWVETAL HE TOV apyalohdyo* kabwg kat ot

40. BA. «Ouképaug tou Kdotpou (ABrjvat)», oto: MoAitng (1904): 1, 72-73 (ap. 136) Ka 2,
755+ TiB. Kokptdrig (1989: 39-40, ap. 71). Ta peBodooyikd TapATTWHATO TNG avTlypadris
EUMECWVY TINYWV Kal TNG CUPTIPOENG TOU GUAAEKTN TNV anddoor Twv Tapadocewy eiyav
ETUOVUPEL TNV KPLTIKT] TOU A. KapmoUpoyAou (BA. TopakdTtw, onp. 54).

41. T T ouvadela apyatohoyiag kot Aaoypadiag Kot TOUG GTOYOUG TNG TIPUWITNG HEAE-
¢ tou MoAltn BA. Kuplakidou-Néotopog (1986: 91-92 Kkat 96-97). Emiong Herzfeld (1986:
10-11 KOl 100).
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U0 avtidpolv oTo opleVTAAOTIKO BAEUpA: oL adnyroElg Tou MTTAKN
Kol Tou MoAitn StopBuivouv TNV eUpWTIAiKT] OVAYVWAOT 0TO OTMME(0 aKplL-
Bwg Tou umoypdppile adtakpitwg tn BpnokdAnmtn detodatpovia Twv
vToTILWY (ToUpkwv kat EAAAvwV) wg Selypa TIVEUHOTIKTG UTIAVATITUENG.
ME Tov TPOTIO AUTO ETIYELPOVV VA XELPAPETIIOOUV TOV TIPOGSLOPLOUS TNG
EMNVIKAG TIOALTIOULKTG TAUTOTNTOG, AVATIAQLOLWVOVTAG O TIPWTOG, KOl
peBepunvevovtog o SeUTEPOG, TNV (Sl TNV €vvola TNG TOALTLIOMULKYG Ka-
Buotépnong.

Qaivetatl, TMavTwg, 0Tl €wg Kal tn dekaeTio Tou 1880, 0 emionpog ap-
Xaohoyikds kal Aaoypodikdg Adyog SV EVOWHATWVOUV T CUYKEKPLLLE-
vn adrjynon oto €Bvikd adriynpa wg «amddel&n g (woag ouveidnong
TWV KATOKWV TOU TOTOU 4TL 1jTaV aTéyovoL Twv apyaiwv EAAvwy Kat ot
bUAAKEG NG KANPOVOULAG TOUG» (XapnAdkng 2012: 284). O MoAitng uto-
ypoppiel B€Bata to oeBaod TOU «AaoU» TIPoG T apyaia 0AAG Tov aro-
6idel oy emBiwon apxALOEANVIKWY BpNOKEVTIKWY VTIAYEWY Kol
OxL o€ ouveidnon tng KAnpovouldg Twy apyatotrtwy. H diadopd eival
Aemtr} aAAd onpaivouoa. A&(CeL, emTAé0V, Vo TIPOCEEOUE KaL TN «po-
Kpdv mdong [...] SNUOKOTIKIG apXAULOpaVIaG», CUYKATABOTIKY) ATEVAVTL
otov EAyly, otdon v omoia Kpatdel o Aviwviog MnAtapdkng otny e-
KTEVN TIPAYHATEID TOU ylot TO {HTNHA TWV VOAPTINYHEVWY XPXALOTITWY.
H npaypateio SnupootetiBnke to 1888 otnv Eotit, TO ONUAVTIKOTEPO, KAl
ouvdedepévo e tov Molitn, Pptroroyikd Teplodikd Tng meptddou auTrg:
woTd00, APKETEG ATIO TIG ATIOWELG TOU LOTOPLKOU TIAPACLWTINONKav Ta
eMopeva xpovia kaBwg Sev utnpetovoav To €Bvikd apyatoloyiko adn-
ynuo. Mo cuykekplpéva, otnv TPpooTdBeld Tou va SlaoKeSACEL EV PEPEL
TOUG LoYUPLOHOUG Tou EAyLv (0TO YTIOPVNUA TTIOU CUVETOEE yla Adoyaplo-
oMo TOU 0 ypappatéag tou William Hamilton, 1777-1859) aAAd kot Twv
TIEPINYNTWV yLa TNV adpAaveLa 1] KOl Tr CUVEPYELA TWV KATOKWY 0TO €py0
™G aprayrs 0 MnAtapdkng emikoAeital tnv aduvapia Twv gudplBuwy
afnvaiwv Aoylwv va avtiotaBolv otov mavtodivapo Adpdo Kal armo-
daivetal 6t dev Toug

umeforiBeL To oAU aypoikov TAN00¢ Twv ABnvaiwv, OTep v Tty LAY a-
poBio Stateholv ov pet’ amabeiag mpooéBAemey €1g Ta TEAOVpEvVa. Be-
BaiwgnoBaveto kat to TAI00G TOUTO OTL HEYAAN Tig aiot EVEKPUTITETO ELG
Toug apxaioug ekeivoug AiBoug, kat dTt uTtepPuotkn TIg SUVapLG aAdpPaTOg
meptéBorev autolg, oA\’ 1 So&acia adtn kot pdvn Sev ripkeL va whrjon
auTo va oTevon €1g AUTPpWOiv Twv amd tng aprmayrig twv §Evwy. (MnALa-
pakng 1888: 674, 768)
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Zta oupdpalopeva autd emavadapBavel TIg yvwoTég adnyroel Tou
Douglas yia toug yoepoug Bprjvoug twv Kapuatidwv kat tou Hobhouse
ylo TNV Ti{oTn TWV VIOTWY 0TNV avAoTaon TwV amoABwpévwY «avBpw-
TIWV» NG AKPOTIOANG META TNV amotivagn Tou Toupkikoy (uyou yla va
KaToAngeL otnv mapadoxr| OtTL «n kowrj ouveidnots dev rjto ToTE €v ASrvaug
QVETTTUYLEVN), OUSE (wVv Kot eVEPYOV To VIKGY alodnua, WoTe va eEgyep-
Bwaot cvoowpot ot ToAlTal Kat NTiowaot TTavTi TPOTIW TNV TAUCLY TNG
apTayrig Kol TG Kataotpodric» (674, 768, n éudaon Sikr| pov).** Me ka-
TevBuvTripla apyr] TOU TNV EMIOTNHOVLKY] «aTIAOELO», O LOTOPLKOG oUVN-
yopel otV damoyn yla v adtadopia Twv amiwv katoikwyv, Toupkwv
Kol Xplotiavwyv (16{wg tou kArjpou), Tnv omola amodidel, wg TPog Toug
‘EM\nveg ot Souleia kat v ENenn moudeiag.® AN kot doa €UVOIKGS-
TEPA OMUELWVEL YL Toug Aoyloug dev BaoiCovtal o€ emiyelprjpota Tep(
€0vikoU auoBrpatog aAAd otnv undBeon ott yvwptlav v afia Twv ap-
XOUOTHTWY KOL AUTIOUVTAV YLa TNV ATTOyUUVWOT) TNG TIOANG TOUG,.

O AOrOTEXNIKOZ KAl O ©EATPIKOZ AOIr0O=: H AEKAETIA TOY 1890

H onpactodoyikr petoakivnon mpog pla kaBautd eBvikr) epunveia tou
BpUiou polalel va emiteAeltal, Pe PAOT TIG YPATITEG ATIOTUTILICELG TOU,
v Teleutaia Sekaetio Tov 19°° awdva, oto Tedio 1&iwg TG Aoyoteyvt-
KNG YPadng, KoL 6TOV QVTIKTUTIO TWV avTIOpAoEwWY TIOU TIPOKAAETE OTNV
AyyAla 1 mpdtaon tou pthoocddou, vopikol kat LlotoptkoV Frederic Haris-
son (1831-1923) yla améSoom Twv «EAywveiwv» otnv EAAGSa.** Ot abnva-
Kéq edpnpepideg oyohiooav yla prjveg v €idnon, eykwpiacav to ptlo-

42. ATtavtwvtog éppeca o lwavvng Mevvadiog emikodeitat akpLpwg v apddoaon tov
«@prjvou Twv Kapuatidwv» yia va loxuploTel avtiBeta 6Tt «pdvov Aadg avekpilwTov Kot
akpaiav Tnpwv TV cuvaictnov Tou Bviopol Tovy, [...] pévov yvnoiwg EAAnNvikdg voug 1-
Suvato va Stopopdwon ovtw Boupaciwg tnv ekdrjAwoty Tou Yuytkol Tou Tévou. Av un
uTirjpxe to Babu touto aioBnpa, ovd’ o pUBog Ba eyevvdton (1997: 134-35- TP. 18). Avaloyn
elvau kat n B€on tou A. Kapmovpoyhou otov «Adyo» Tou ekdwvel otnv Akadnuia ABnvwv
otV «Mavnyvpikr cuvedpia g 27" AekepBpiov 1934» katd v mapdSoon g Mpoedpiag
Tou (1934: (118)).

43. BA. MnAwpdkng (1888: 674, 768-69 kat 18. 676, 797). INa tnv gupwaikn adetnpia
auTng TNG armoyng Kat Tig EAMNVIKEG avtidpdoelg BA. St. Clair (1998: 208-11). MNa To {TNHA
™G 0TdoNG Twv EANVWV KATOIKWY amévavTL ot SlapTiayr] Twv apyatotitwy BA. ToAg
(1996: 31-37 KOl 2012: §7-103).

44. To {ATNUo avakiviBnke opytkd pe tn Snuooieuon tou &pBpou tou Frederic
Harrison, «Give back the Elgin Marbles», Tov Aekéupplo tou 1890, oto AovSpéliko Teplodi-
k6 The Nineteenth Century. BA. oxetikd KepoAAnvaiov (2003: 35 Kat 110-22) 6TIoU avadnpo-
oleveTaL To GpBpo og EANANVIKT] peTAdPOOT. AVAAUTIKOTEPA yio TN StapdyT) TIOU TTPOKAAEDE
n ékkAnon tou Frederic Harrison BA. Hitchens (1997: 53-59).
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omdotn SlavonTr] TIOU UTIOYPAUULOE TNV €0VIKT] Kal LlEpT] onpocia Twv
yAutttwv Tou MoapBevwva yia tnv eAeVBepn AoV ywpa, dEpvovTag €Tol
Eavd 0TO TIPOCKIVLO TG EYYWPLOG ETUKALPOTNTAG TO {riTnpa Tng Stekdi-
KNomMg NG TMATPOYOVLKTIG KANPOVORLAS Kal, padi pe autd, Toug Bupwvt-
KoUG adopLopovs Kat Tov Ttahatd abnvaiké Opvo.*

AlrAa 0T TTOAATIAEG Snpocloypadlkég avakAoeLg Tou, o BpUAog
EVETIVEUOE TO €MLKaLPLKO Toinua tov Mewpytov Apocivn (1859-1951) «H
EeviTEUPEVT)» TIOU SNUOCLEVONKE OTIG 6 AekepBpiou Tou 1890 oTo ATu.*
Ztoug LapBikoug otiyoug Tou, Ta aydipata epdavifovral Ye TNV amAd-
T Twv KaBnpepvwv avBpwnwv va (wvtavevouy amnd Ta ouvalodn-
HOTO TOU TIOVOU TG apTIayn§ Kol TNG xapds tng enavodou. EvdiadEépov
€XEL O TPOTOG e TOV omoio o Apocivng davtaletal tnv euddwon Tng
npotaong Harisson kat tnv emnotpodr} g Kapudtdog: emavorapBdvo-
VTaG TO KOBLEPWUEVO TEAETOUPYIKO TNG emiokeYNG 0TV AKpPOTIOAN, TO
Epguyo dyorpa Ba Sakpuoel otn B€a NG Kol 0To GwWG TNG TTATPLAG ATTL-
KNG yns, autr] tn ¢opd amo Tnv eutuyia TG ETOVEVWONG:

Kot tdp” av €p9n e kaAo

Eig v matpida ¢ kat el

[.]

45. Tn oxetkr] apBpoypadio tpododortei kat to Yripiopa tou Anpotikod ZupBouiiov
ABnvaiwv, botepa and pdTaon Tou Kwvotavtivou Zévou, pe €KKAnon Tpog t BaciAlooa
Biktwpia kot to Bpetavikd kowvoBoUALo yia tnv anddoon «Twv LeToTwV Tou MapBevuvos»
[sic]. BA. peto&V aA\wv Néa Epnuepis, 338 (4.12.1890): 4, «Ta EAyivela pdppapo», EBSouds,
7/49 (8.12.1890): 1, kat Zkladdg (2015). MNa to {iTNHA Twv «EAywveiwv» Tn Sekaetia Tou
1880 kot T ouvupaopévn pe autd dnpodiia Twv Bupwvikwy oTixwv BA. Kepainvaiou
(2003: 33-35). Na OV avtikTUTIO NG TIPdTaCNG Tou Harrison otov eEAANVIkS TUTo BA. evdel-
KTIK& Xpovoypddog (1890: 2): «I6ov 6Tt pag mapéxetat xpuor eukatpia [...], va ovelpoto-
Afjowpev v enavodov tng evnreppévng tou EpexBeiou kdpng, ekeivng, Tng omoiag, Katd
mv wpaiav apddootv tou abnvaikoy Aaoy, NKoVOVTOo YoEPWG oL Bprjvot ek NG KATw To-
AW, WG VOTATOG ATIOXALPETIONAG TIPOG Tag Kapudtidog adeAddg g, evw eneBidleto emi
Tou Thoiou Tou Adpdou, petadepopévn €l Ta GEeva BpeTavikd mapdAian. Emtiong «T' apt-
oToupynpaTd pagy, Néa Epnuepis, 338 (4.12.1890): 4 «Ta EAyivela Mappapa — To dpBpov
Tou Xdpioowv», EBSouds, 7/50 (15.12.1890): 1-3- Maiyyeveoia, «Kat éAy ta elyivela pdp-
popo» (6.3.1891)- «Ta eyivela pdppapar, Néa Epnuepis, 17 (17.1.1891): 4 kot «Ta eAyivela
péppopo», Epnuepis, 39 (8.2.1895): 1. (Ta dpBpa Twv epnpepidwyv eivat StaBéoipa otnv
Wnobiobrikn tou AMNO).

46. Euoptotwd Tov Adumpo BapeAd TTou pov To EMOT|HAVE. To TIOMpaA TTAXLOLWVOUV EL-
kova pe Aedavta «H apmayeioa Kapudtig (Ek Twv v tw Bpettavikw Mouoeiw EAyweiwv
HOpHAPWV)» KOBWG Kat EIKOVA HE TO oUPTAEYHa Atdvng Kat Adpoditng and to avatoAkd
agétwpa pe ) AavBaopévn AeCavta «Metwrm tou MapBevwvog (Ek Twv anoomacBeicwyv
und tou EAyivou)» v omolo oxoAddel kauoTikd o Oeatrig, «Ta pappapa tou EAyivoun,
Epnuepis, 342 (8.12.1890): 2.
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Ta Svo ¢ patia ta 0BuaTd
ALQ TO WS TNG QVTIKPUTOVY,
Eig v AkpomoAL ‘umpootd
Zwrj 9o m&povy, ot SakpUoouy.

Kt' 6An n popudpivn yevia
Ar’ ™ yapd wvtaveuugvn
Oa kpaén: «EAa, poppovia!
Kadwg v trjv Zeviteupgvnl»

>tV mpodotion twv Béoewv tou Harrison cuvéBale o Kwvotavtivog
KoBadng pe ta tpia dpBpa ou dnpocievoe to 1891 apouctdloviag n
Stapdyn tou pe tov James Knowles, ekddtn tou meplodikov The Nine-
teenth Century, aTov aBnvaikd kat areEavSpvé Tumo.”” Tnv (Sia xpovid o
. M. BilQunvog (1849-1896) petédpaoce yla To Aotu moinpa pe titho «The
Frieze of Parthenon» mou &ixe dnpooievoel avundypada to Aovépéliko
oatipiko TepLodikd Punch, or the London Charivari (31.1 /19.1.1891) o€ vu-
oo THPLEN NG IpoTaoNG Tou Harrison. To ayyAikd Stadoyiko moinua dio-
TPOVWVEL TNV ATIOLKLOKPATLKY] PNTOPLKT, TNV omoia petadepet o yAadu-
prj SNHOTLKT N EAANVLIKY] peTadpaon Tou Billunvou: ta atypoAwTta aydh-
pata «kpdlouv» otn «Mdavvar ABriva va Ta cWoeL amd vav avrjAloyo
Bdvato kal ekeivn «duoTuylopévny, amd Béon ke, Onwg e&elkovieTal
oto ox€dlo Tou ouvdSeVE TO ToiNUA Kal avamopdyetal amnd To Adtu,
«Beppotapakalei» Ty eAevBepn adeAdT TG va TG Ta emoTpéPet.*®

Ot Cwnpég autég oulNTHOELG TIPETIEL VO CUVETEAECAV OTN SPAUATO-
Tto{non Tou BpvAou yia To Bprivo Twv Kapuatidwyv amoé tov Anuntpio Mp.
KoapmoupoyAou kabwg eTtiong oto €viovo evoladEpov TG KPLTLKT|G YLa TO
eyxelpnud Tov. Mo ouykekplpéva, oto SLdotnpa ou ywpilel Tig SVo Ka-
taypadEg tou MoAitn, o Kapmovpoyrou petamAdBel tnv mapddoon oto

47. Mpoketan yla to: Kwvotavtivog @. KaBdaeng, «Ta EAyivewo pdppapo», H ESvikr
(30.3/11.4.1891)- «Newtepa mepi Twv EAyveiwv papudpwvs, H ESvikrj (29.4.1891) kot C.F.
Cavafy, «Give back the Elgin Marbles», Rivista quindicinale di scienza, lettere e arti. Organo
dell’ Athenaeum ANe§avdpeiag, 3/3 (10.4.1891) 60-61 (Stabéotpa oTov SLaSIKTUOKGS TOTIO TOU
apxeiov KaBaen: http://www.kavafis.gr/prose/list.asp?cat=6). BA. oxetikd KedporAnvaiou
(2003: 35-36, KOl 123-34) 6TIOU avadnpootevovTal Ta SUo TPWTA dpBpa KAl HETAPPAOT) TOU
tpitou. Emiong Hitchens (1997: 55-56).

48. BA. T. M. BilQunvdg, «Ta aydApata tou MapBevwvog» (To Aoty, 5.2.1891), To omoio
QVOTUTIWVETAL Kat oxoAMadeTal amd tnv EAéva Koutpldvou otnv €ékdoon Bilunvog (2003): 1,
160 KaBwG Kat 2, 13-15 (HETAdpOON) KAl 274-75. Mo TN petddpaoct tou Billunvou BA. emiong
600 ONUELWVEL 0 AduTIpog BapeAds (Bllunvog 2012: 588-89). MNal TG ATTOLKIOKPATIKESG KATA-
BoAég oxnuUATWY OLKOYEVELAKT|G Ox€aNG HETOEY EANGSaG Kat Bpetaviag, avdhoywy pe autd
mou eptypddetat oto moinpa BA. Hamilakis (2007: 281).
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loTopikd Spdua Tou H Nepduda Tou Kdatpou ([1925;1)*° kat Tnv cuumept-
Aappavel otnv lotopio Twv Adnvaiwv (1896: €, Mapdptnua A’). ZTig -
TIOpEvEG OeKOETIEG TNV emegepydotnke Eavd, pe Bdon to apytko Beatpt-
KO Kelpevo, ota Sinynpatd tov «H pappapwpévn BaothomovAar ([1915])
Kal «To Mayvadw ([1924] pe KATIOLEG YAWOOLKEG aAAayES) KaBwG Kal aTo
BiBAio Tou Al madouai ASrvau (1922: 81-83).%° To €pyo avéPnke otnv ABH-
va Kot Tov Melpatd, pe mpeptépa otig g Auyouotou tou 1894 oto Béatpo
Todya- apdho Tou paivetal Twg HTav €Touo yio €kSoon,”” TEMKE &n-
HOOLEVONKE TIOAY apydTEPQ, OTA PEOQ TNG SEKAETIOG TOU 1920 LE EKTEVT)
TipoAeySpEVa Tou cuyypadéa Kal KAToLEG TpoTioToloels.”” H mapdota-
0T OYOALAOTNKE ATId YVWOTOUG KPLTLKOUG TG ETIOXT]G TNG, OL OTtoioL E0TI-
QoaV TNV TIPOCOXT| TOUG, WG Tl TO TAE(OTOV, O€ B€paTa YAWOOIKWY ETIL-
Aoywyv, otoptkng akpifelag kal SpapaTikrg otkovopiog kabwg Kol oTo
TPSPANUa TNG HElENg UTIEPDUOCIKWYV E PEAALOTIKA OTOLYE(Q.

H mtpdoAnyn tou «@prjvou» amd tov Kapmoupoyrou emidEépeL Tnv gy-
ypadr] Tou oTto €BVIkS 1oTOPIKOS apxElo wG TOTILKT|G TTapddoong. Idiaitepo
evdladEpov €xeL 1 avdykn Tou aloBdvetal o cuyypadéag va Pefalwoel
NV auBeVTIKOTNTA NG EMKAAOUEVOG TNV aTtd UVH NG pHopTupia yEPO-
vTiooag ABnvaiag Tou eiye akoloel Ta oXeTIKd pe To BpUho.> 3’ auTd Ta
oupppaldpeva e&nyeital n petayevéotepn StapapTupia TOU ylo TV o-
TIOOLWTIM O TG cUUBOAT)G Tou otnv anodeAtiwon g mapddoong amd

49. Ta ototxeia Tithou oTo €§WHUANO TNG aYPOVOAGYNTNG AUTHG HETAYEVESTEPNG EK-
Soong—H Nepaida tou Kaatpou. latopikdv adnvaikov Spapa— ipoadiopifouv tnv e160AoyLKN
TaTOTNTA TOU €pYOU.

5o. MP. Yalouri (2001: 146) n omoia, wWoT600, SeV AapPAVEL UTIOYN TNG TLG TIPOYEVEDTE-
peg kataypadEg Tou BpvAou amd Tov A. KapmovpoyAou.

51. ‘OTwg pog MAnpodopei 1 Prtadtou (2014: 101, oNW.) TO LOTOPLIKOV Spdpa «Kapudtig
(n Nepduba tou Kdotpou)» epdaviCetar otov Katdhoyo Twv utd €kdoon €pywv TOou ouy-
ypadéa oTo TéNog TnG €KSoaomg Tou endpevou Beatpikou Tou €pyou To maudopadwua (1896).

52. BA. ta «Eloaywyikd» tou Kapmovpoyhou otnv ékdoon g Nepaidag tov Kdatpou
([1925;]) OXETIKA HE TIG TIAPACTACELG TOU SPAUATOG (14 KAt 30), TIG HETABOAEG TTOU eMEdepe
OTO apXLKO KEIPEVO TOV (35-37), KL TNV KPLTIKT] TIPOCANYT TG apdotoons (14-35). Mo v
urtodoyn} Tou €pyou Kat Spapatoloytkd oxoAlaopd tou BA. Xatdnmavtadrg (2012: B1, 75,
82,165, 173-76, 240, 292) Kat T0 MNapactactodyto (CD) mou cuvodevel v ékdoon. MNa v
urtodoyn} tou €pyou PBA. emiong Zlakkrg (2012: 86-88 kat 126): Zwypddou (1996: 154-56)-
TpoPag (1981: 44-47) Kau Pitodtov (2014: 100-01).

53. BA. KapmoUpoyAou (1896: €, Mapdptnua A’)- «Elcaywyikd» otnv ékdoaon tng Ne-
patdag Tov Kaotpou (Kapmovpoyrou [1925;]: 35)- KapmovpoyAou (1910: 4) («Sev TIpOKELTAL
Tepl HETOYEVEOTEPOU SMpLOUPYTHATOG»)- KapmovpoyAou (1934: 118) kat KapmovpoyAou
(1985: 332).
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tov Nik6Aao Mohitn.** To onuavtikdTepo duws eivan 6Tt otn Beatpiki
ekdoyn g n adriynon cuvnyopel umép tng €Bvikng ouveidnong tou
TOUPKOKPATOUPEVOU abnvaikol Aaovy, Tnv omoia adevdg dev elxe ava-
Sel&eL 0 ouvopunAikdg Tou Aaoypadog kat adetépou eixe audlopntroet o
MnAwapdkng, 18putikd padi pe Tov KapmovpoyAou péin g lotopikris kat
ESvoloyikris Etaupeiog g EAA&Sog (16p. 1882). Evav xpdvo PeTA T énpo-
oleuon G HeAETNG Tou MnAapdkn, o KapumovupoyAou otV latopiot Tou
potdeL va amavtd otov .oToptkd, apBpoypado tng Eatiag: «M6Bev &' dpa
YE TIPOEPYETAL KOl N TTOPATNPOUMEVT lalouoa UTIOTIPNGOLG TIPOG TOUG
ABnvaiovug, Tepl wv ouxl omaviwg avaylyVWOKEL TIG KAl aKOUEL 1KLOTA
eupevels kploelg; [...] AAN' dpa ye emeldr] dev oav Iktivor €metal OTL rjoav
KkTrjvn;» (1889: 16)*

Mo ouykekpLuéva, N SPAUOTOUPYLKY] ETIEEEPYNTIA TNG «TOTIKIG T~
padooews» yla tn «Mapuapwpévn Baoidomovia tou Kdotpou» ouvdée-
TaL PE TO CUOTNHATLKG eviladEpov Tou LoTtoplodicn yia to petafulavti-
v0 kal vedtepo TapeABdv tng ABrivag kat cuvtoviletal Pe To KAIpO avTL-
Sploswv Katd NG apyatopaviag mou evreiveTal ota TEAN Tou 19° aLwd-
va. Kuplwg, dpwg, o Kapmoupoylou avtamnokpivetal otnv aicBnon ot

54. BA. Kapmoupoylou (1911: 23): «O K. MoAitng eAnopdvnoe pdvov to LoTopikév Spa-
HoTikOv nuwv €pyov, «H Kapudtigy (Nepdida tou Kaotpou) ev w TANpEcTEPOV Kat Topoa-
OTOTIKWTEPOV EETEBN OOV TA TNG wpaiog THUTNG Tapaddcews». Mépa amd TNV avTimaAd-
T HETOEY TwV SU0 CUVOPNALKWY EPEVVNTWY, N TTapAaKapyn Tou KapmovpoyAou amd tov
MoAitn potddet va givon amdtokog Kat pLag Stadopetikiig avtiAnymg yia tnv eBvoypadiki
HEAETTN Tou TtopeABSVTOG. MohovdTtt o KapmoupoyAou Sev ayvoel Tig YpamTég nyEg, otnv
lotopio Twv Adnvaiwyv vmoypappiCer v avuépPAnt agio Tng TPWTOYEVOUG €pEuVaG Kal
NG TLOTYG AVATIOPOAY WYTG TWV TPOPOPLKWIV HAPTUPLLIV XWPiG EMERBATELG TOU CUNOYEWS,
KoL PEPETAL KATA TNG «GUYKPLTIKIIG» pOVOHaviog TTou oToxo eixe va avadei&el Tig apyaieg
KOTOBOAEG TWV HETAYEVESTEPWY EAMANVIKWV NBWV Kot €BiHwV Kat Oyt va T yvwplioel kad’
eautd (1889: 18. 193-96 Kat 209-11). BA. Ko 600 OYETIKA onpelwveL 1 Mamayplotodpdpou
(2012: 756).

55. Kat ot «Eloaywyikd» tou oxdMa otnv €kdoon tng Nepaudag tou Kaotpou o Ka-
proUpoyAou emipével Ot «ot kK&tolkol Twv ABnvwyv foav utepridavot Sid tag apxatdtTag
Twv. Euvéntov hotrdv eivat to dAyog, [...]» ([2925;]: 8). BA. emiong tn Samiotwon evog ABn-
vaiou apyovta: «Ot pTwyol Tou TOTOV poG apvioUvTal va SOUAEYOUV OE ML TETOLO KATA-
otpodr)» (66). Emavépyetal otnv (Sta B€on ot Aoyodocia Tou otnv Akadnuior ABnvwv
(KapmoUpoyAou 1934: (118) )- Tif. e8w, onu. 42.

56. BA. «Eloaywyikd» otnv ékdoon g Nepaudog tou Kaotpou (KapmovpoyAou [1925;]:
11 Kat 35 avtiotoya). Ma v avtiBeon tou KapmoUpoyAou 0To apyaloAaTpLko Tveupa BA.
eVOEIKTIKA: «TENOG, TIPOKELPEVOU TIEPT TNG N TP TTAVTWY EVHEVOUG UTIOSOYXTG TNG ava-
Buwoewg emi TNg Zknvrig oeAiSog Tvdg Tou LoTopikoy Biou Twv ABNvWy, Tipénel va Anbon
utt’ OYy, 6Tt Sev elyov akoun katopBwaon Tote, va ayarmnBolv kot at pun apyaiot ABrjvaus
([1925;]: 34-35). Kat tponyoupévwg KapmovpoyAou (1889: 18. 186-91). Mo TOV TPOTO e TOV
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0 véog TANBUoGG NG TIOANG ayvoel To Blo Twv yevvntopwy Tou- €101,
0TO €pyo ToU CUVETAEEE, pdAov Beflacpéva, ototyeia amod to pubo tou
MuypoAiwva, Adikég Tapaddoels (yio To poLpoAoyL tng Kapudatidag kot
TO TIETIAO TG VEPALSAG) LLE LOTOPLKEG KOl EBVOYpadIKES YVWOELS (dopaTa,
TomoypadLkéG Kal YEVEAAOYLKEG TIANpodopieg) T omoia, pall pe v
«TOTIKT» YAWO OO TWV XOUPAKTIpWwV Kal TIpadooLlokd akoUopaTa, oToXo
glyav va (wvtavéyouv emti oknvrig To 0Bwpavikd TaperBov g eAAadL-
KNG pwTtevouoag. Me tnv évvola autr Snutoupyel éva nBoypadikod épyo
TO OTIO(0 AVTATIOKPIVETAL OTO GUYXPOVO TOU QUTNHO LEAETNG KoL AOYOTE-
XVIKTIG QIO TUTIWOTG TNG yvriotag eBVIKTG TauTdTTaC.

ZUpdwva e tnv Aok, o epridavog dnpoyépovtag tng ABrjvag Mi-
oA’ Bplokel piypévo oto Spdpo Tou to dyahua g Kapudtidag / Nepd-
1dag mou €xel amoonaotel amnd to EpéxBeto. KAEReL To payepévo TEMAo
™G KOpnG peTadidovtag, pe Tov €pwTd Tou, (Wi OTO «UAPUAPWUEVO
Kopui» TNG Kat TN peTadEPel WG PvnoTr] oTov oiko Tou. O TUPAVVIKOG
Taodg tou Eupimou, pn katopBwvovtag va meloel Tov MiyarjA va cuvep-
yootel padi Tou otV otkovoutkr) Aeniacia tou témov, Siatdlel tn Bava-
Twon] tou. H evavBpwmiopévn Kapud (mpwnv Kapudtida) adov amoyat-
PETIOEL TO VEKPO QyaTIMHEVO TG LE EVa HOLPOASYL, ByAdeL To «payvad»
MG, Tou PpUAyYE EKEIVOG KPUUUEVO OTOV KOPPO TO, Kal pe ddpofn «re-
ptdavela» pmpootd otoug OBwWHaAVOUE IOV TNV KUVNyoUV, HeTaBAAAETaL
Eavd og aepiko kat e§adavietal (Kapmovpoyrou [1925;]: 106).

210 Spapa (UE BAon T HETAYEVESTEPT €KOOOT| TOV), N TOTILKT] TAUTO-
TNTO EPTIEPLEXEL TNV EOVIKT], CUCOWUATWVOVTAG OTOLYE(X Kal aTtd Ta Tpia
otddla NG Topeiag Tou EAANVIOHOU avA TOUG ALWVEG, ETOL OTIWG Ta E(YE
mipoodiopicel n emionun totoploypadio. H «puxr} tou moperBovtogn
(«Eloaywytkd», oto KapumoupoyAou [1925;]: 24-25) ATOKAAUTITETOL GTOUG
Beatég wg éva ouvOeTo PBlwpa 0To oToilo TO ap) o KAEOG CUVUTIAPYEL HE
TO XPLOTLOVIKO HAPTUPLO KAL TOV TIPOETAVOOTATIKO Npwlopd, divovtag
TPWTAYWVLIOTIKS pOAo 0To PIASTIATPL GpyovTa® Kal OKNVIKY uTdoTaon

omoio avtidapBavetat o KapmoUpoyAou Tig €vvoleg TOU AoV Kol TOU LOTOPLKOU TIopeABS-
vTog BA. MakwBakn (1994).

57. Z0pdwva pe To ouyypadéa TPOKELTAL YLK «TIPOCWTTOTOINaN» tou £Bvopdptupa
MionA Alpmova («Elcaywytkd», oto KapmoUpoyAou [1925;]: 11-12), 1 onolat woTtdoo a-
VTAE( KO amtd TNV EIKOVA TOV TIATTov Tou Ayyedou Zwtnptavov Mépovta (cUpdwva e on-
peiwpd tov ot 0. 111). MP. Pitodrtou (2014: 99, oNu. 2).

58. O KapmoupoyAou avorapBAavel e To €pyo TOU va KATAELWOEL TO aBnvaikd apyo-
VTOAOL. [N TN onpacia tng «oemntrig xopeiag Twv Oporoyntwy tng Natpidog» otn dnutovp-
yia g €Bvikrig 1SlompoowTiag BA. Kapmovpoyhou (1934: 101).
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otnv Tepl «tng kB’ dAou Lotopiag» aviiAnymn tou Kapmoupoyiou (1889:
189). O ouyypadéag, pe kdBe eukalpia, aglomolel To petadoplkd umod-
oTpwHa NG adriynong yia va poBAaAeL TNV TaUTion Twv Pvnpelwy Tou
TOTIOU WE TOUG (TIEPLOCOTEPOUG) EAANVOPBBS0E0UG KaToikoug Tou WG pLa
apdidpopn oxéon, 1 omola MePLypADETAL HE OPOUG EPWTLKTG QAVTATIO-
KPLONG, YEVEOAOYLKI]G CUVEXELAG KAl KOWVWY TaBwv: «AuoTtuylopévn A-
Onva [...] Epeima ival ta pvnueia oou, epeima eival k' ot avBpwroi cou
... Mot Mol v mpwtokAGYw; Ma cag paylddeg, mov o Macdg aydpta-
0t10g, [...] oog pnudadel, 1y yia oog pdppapa, ou o Opdykog avaicOnrog,
TANPWVEL oAoéva Kal oag apmdle,» (KaumovpoyAou [1925;]: 46 TP.
1889: 10), avadwvel o «omnTIKde» MiyarjA.*® 1o Télog Tou Spdpatog,
otav n evavBpwtiopévn Kapudtida Bpnvel to vekpd ayamnuévo g, 1
peTadopikr] TaUTIoN avBpWTWY Kal AyOAUATWY EKSITTAWVETOL AT PWG:
WG evavBpwTopéva PEAN TOU TTATPLOU CWHATOG Ta aydApata dev Bpn-
vouV Hovo yia To Sikd toug Biato ywplopd aAid odUpovtal ylo ta Tiadn
Twv avBpwTwv Tou.

H ypadr] tou Kapmovpoyrou éxel adopolwael To AGyo Twv TEPLNyN-
TWV, €pY0 TWV OTIOWVY PV HOVEVEL WG SEUTEPOYEVEIG TINYEG TNG «TOTIL-
kiig» adrynong («Epunvevtikd onpelwpoto» oto  KapmoupoyAou
[1925;]: 109-16). Oplopévol avdpueod Toug, omwg avadbépBnke 11dn, eiyav
QVIYVEUOEL 0NV LoTopia T CUMBOALKE onuddia plag Yuytkrg aviidpa-
OMG TWV VIOTLWY gVAVTLA OTNV gupwTaikn €mBoAr}. 2to Spdpua tou, O-
Hwg, N Teptypadn] HLog TETOLAG avTidpaonG TIPOEPXETAL ATIO TOUG EAAT)-
VEG XapaKkTripeg ou StaBétouv ouveidnon tng BayEvelag Twy apxaLoTr-
Twv (el8IKA amd Tov dpyovta opoloyntr g Matpidag) kat €xel diado-
petikn] otdxevon. H Kapudtida epdavietar va umtodpépel eplocdTEPO
ota xépla Twv Bavauowv ToUpkwy amd 600 0 AUTA TWV OPTIAKTIKWY
Eupwtaiwv (ot omoiot e§dANou eAdytota epdaviCovtar). H Spapatoupyt-
K1 Stoxeiplon tng mapddoong tou «Oprjvour» epunvevel T S Blo wg
TPWTIOTWG 0BwpavIKY Kal SeVTEPEVOVTWG BpeTavikT/PppayKikr, Kol €-
TOL UTINPETEL HEOW TNG TIUKVI]G CUPBOALKTIG cUVdeDN G OKAABWHEVWY TO-
WV, EAMMVWVY KaTolkwv Kat apyxalotitwy I Stadikaoia autompoodio-
plopol Tou €Bvoug wg €Bvoug papTUpwy. To TTOPATIOVETLKO «UOLPOASL)
TWV HOPUOPWHEVWY KOPpWY, TIou Befatwivouv Twg akouv ol abnvaiol

59. O xapaktnpLopog Tov MixarA («Elcaywyikd», oto KapmovpoyAou [1925;]: 11) Ppw-
TiCeL To Bupwvikd UTIGoTPpWHA TOL TIaPaBEpaTog.
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XAPOKTN pzsq,60 ouvudaivetal pe To BpUAo Tou «HappapWEVOU BaCIALEy:
«OL onpepvol okA&Pol, pmopel va pnv eival k' adplo!» mpoetdotolel o
MuyonA To okatd Maod ([1925;]: 95). Kat’ eméktaon to Spdpa cuvtovie-
Tal g, Kal ekPpdlel, Ta ouvaloBripota poataiwong Kol utepBeppaope-
VOU TIOTPLWTLOHOU, TIOU 1TaV €VTova Oyt HOVO TO 1894, TNV EMAUPLO TNG
TATEWVWTIKT|G TITWYEUOTG TNG XWPaG, aANS Kat 0Tig U0 TIPWTEG SeKAET(-
£¢ Tou 20°” auwva ol omoieg o8Hynoav otV KopUdpwaon Kal TNV Katdp-
PEUCT) TOU AAUTPWTIKOU 0pdpatog Tng Meyding 16€éag. To yeyovdg, G-
Awote, o0tL Bupouvtal ) «Nepdidor» Katl avakoAoUv TN ouykKivnor tng
vedtepol ouyypadeis oTwg o NikdAaog Emiokomémouloc™ kat o Kwotg
Mahopde,® UTOSNAWVEL TV amXNOT TNG TOTPLWTIKYG PNTOPIKKS TOU
Kapmnoupoyhou ota emOpeva xpovia.

O KQsTHz MAAAMAS KAI O FYPIZMOZ TON «=ENITEMENQN» ATAAMATON

Aev TipokaAel EkTANEN N StamtioTwon OTL péoa otV TAOUOLA GE OPYaLLO-
Aoyikég oulnTroelg Kal yeyovota SekaeTiot Tou 1890 EeKLvd Kol 1 ava-
otpodr] tou Modapd pe tig Kapudtides. Ta mepidnpa aydApata mpo-
BaAAouv wg éva akopa onpeio avadopdg oTnV EMipovn TpAyHATEVON
HopdWV, EIKOVWY, KELHEVWY, UALKWV KAl EVVOLWVY TOU apxaiou kKOouou

60. O Kaumoupoyhou dppdvtioe n Bpnvntikr] Bour] twv ayoApdtwv vo akouoTel emi
oknvig oVpdwva HE TNV NyNTKY ¢ Tapadoon («Eloaywyikd» oto Kapmoupoylou
[1925;]: 35 TIP. 1910: 4). Mo T OXOAACTIKOTNTA PE TNV oToia 0 KapmovpoyAou empeAr|on-
KE TNV LOTOopLKY aKpiBeta g avanapdotaong Tou abnvaikou Biou emi g oknvrig BA. Xa-
t{nnavtadng (2012: B1, 173-74 kat 292).

61. BA. [EmiokomomouAog] (1898): «Kat glye KATL TL 0kOpN TOU OTIopayHoU Kat Tng Bap-
Bapdtntog kat Tou BavSaAlopoU 1 KEPUATLOLG EKEIVT TwV pvnpeiwy, [...] ekeivo To €pyov
tou e§ohoBpeupoy, to omoiov adrike TGOV 0SUVNPAV AVApVOLY, 1) OTTolal KAl TWV apaBwv
akop”n tote ENvwyv téo0ov ouvekivnoe tnv kapdiav Kot TOoNV EKApE EVIUTIWOLY, WOTE VX
€&€NON N mapadooig g Nepdudag, n mapddoatg, v omoiav edpapatonoinoev o k. Ka-
prtoUpoyAoug Kat 1 otoia ive pia amd Tag MO TIKWTEPAG TNG VEWTEPaG EANGSoG». MP. [E-
TLOKOTIOTIOUAOG] (1904). (AlaB€otpa oTnv WndLobrikn tou ArO).

62. 2 onpeiwor] Tou o MoAapdg (1907: 335) AVaDEPETAL OE TIPOYEVECTEPO ONHUEIWHE
TOU, SNUOGCLEVPEVO TO 1900 OTO [TepLodikdv pag, yia tn GTwyr] TotdTNTA TG VEOEAANVIKTG
Spapartikrig Téxvng (BA. Twpa MoAapds 1993: 303). Ekel amotipovog, kat' e§aipeor), BeTikd
T0 €pyo Tou KapmoUpoyAou, podi pue Atyootd GAAa TG SNUOTIKIOTIKY|G Tapddoong. BA. emi-
ong [Modapdg] (1916), KaBwG Kat TO EVXETTPLO YPAUHA TOU TTotnTr) otov KapumovpoyAou yla
v oydonkovtaetnpida Tov (15.10.1932) 6Tou Bupdrtat: «{oo pe tn oknvoBetnuévn Nepdi-
84 oou IOV E ElXE OTAPATIOEL KAL TNV ayamnoa Kat p' EKoE TTIOAD Vot GUAAOYLOTW» (1932:
1147).
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ToU SLaKp{vouv TNV TTOAQLKT no(r]crn.63 El8ikdTEPQ, OTWG EXEL ETILOTA-
VEL 1] KPLTIKT, TO O1TTd B€pa Tou «Bavdtou» Kal Tng «avaotaong / emt-
oTpodric Twv apxaiwy Bewv»** tpododotel Tov TpoBANUATIONS TNG T
Aapikng avadidnong oto apyaio mapeAbdv, péow tng omoiag o ToNTig,
pe ouveibnon tou €Bvikov Tou pdhou, avarapBdavel va poodlopicel
OX€om TNG oUYXPOVNG TIOINONG PE TNV KAAOLKT] KANpovouLd. Z€ avtiBeon
ME TNV €AEYELOKT] HOVOA TOU UOTEPOU aBnvaikol popavTiopoU Tou é-
KAalye ota gpeimia tou MapBeviiva TNV amWAELL TNG KAQGLKT|G TIOALTL-
OMIKIG PWHNG, OTLG TIAAAULKEG OUVOEDELG TNG TiEpLOSoU 1889-1904, TO
apyaio Tvelpa Sev glval OpLOTIKA XOUEVO OAAG VOPKWEVO, ATIOSLWYUE-
vo, 1 &evitepévo amod Tov anocabpwpévo yevéBAlo témo. O o, HE
™ SUvoun NG TEXVNG Tou, avapeTpdTal padl Tou Kal To avalwoyovel
TIPOKELUEVOU VA TOVWOEL NOIKA Kol VO AVUWWOEL TIVEUUATIKA UL KOV W-
via Tou Katd TNV Kpion tou Bplokdtav oe Tapakur. Eivat akptBuwg n Si-
apecoAdPnon tng moinong, n omoia TpoadideL oTNV MAAAULKT] Evvola TNG
«€TLoTPod1ig» TO 8LlaiTEPO VONUA TNG SNULOUPYLKTIG WOPWONG TNG VEXG
HE TV apxaia mvor] kat tn StadopoTiotel amd Tig CUOTOLYEG OTUACIEG TNG
avaoTUAWONG KOL TNG QVATIAPoywyTiG Tou TTapeABoVTOG, OTIwG TIG TIPOo-
S16pLle 1 apyatoloyio Kal HEPOG TNG KAXCLKO-POHAVTIKTG aBnvaikrig Ao-
yoteyviag. To 1892, oto keipevo o TiporoyiCel v €kdoon g Bpafeu-
pévng ouMoynig Ta patia e Yuyris pov, o Madapdg anmocadnvilel 6tL 1
otaon Tou Mot amévavtt otnv apyatdtnta dev akoAoubel oute tn Ao-
YIKT] TNG HI{PNONG oUTE autrv NG avaokadns: aviiBeTa ouvioTd pLa oxeE-
on yovIung avamAaong Tou apxaiou kdAAoug, nbikoy, UALKOU, TIVEUPATL-
KoU Kall GUCLKOV, TIPOKELPEVOU VO EKPPOOTOVV «aoOTiHaTo KOl VOTjpaTal
Yux1i§ TWV VEWTEPWV XPOVWVH»:

Kat péoa €1 T0 avakATwpa ToUTo [Tou apyaiou Kol TOU VEWTEPOU], UE
Tapoywperjoelg apotPaiag, Kat To VEWTEPOV Tveupa kaBapietal, Kal to
apxaio mvedpa petaoynpatidetal, kobwg amattel kat auth N ¢voLg g
KaAALTeYVIKTG epyaciag Tou Sev elval BERata wg 1 epyacio Tou dpwrto-

63. MNa 1o Bpa BA. Maotpodnuritpng (2003). Eldikdtepa yLo To GUCYETIONS TOU T
HLKoU evELODEPOVTOG yia TO apXaict UVNUEID PE TNV EVTOVT apYXLOAOYLKY] SpaotnptotnTa
¢ mepLtodou 1890-1910 PA. Giannakopoulou (2007: 76).

64. H EAévn MoAitou-Mappapvod (1979-1985: 18. 142-46- emiong 1976: 262-72) €xeL v-
modei&el TN podnteio Tou MaAapd oTo €pyo YOMWY TOPVACCIKWY TIONTWY OTwg ot Le-
conte de Lisle, Louis Ménard kot Théodore de Banville mou acyoAoUvtat pe to O€pata autd.
Mo Tt ox€omn ToU TtowNTr He TN YaAAKT) Aoyotexvia BA. akOpa G0 OYXETIKA ONUELLIVEL O Ba-
peAGS (UTt6 dnpooievon: 719-21). O MavteAr|g Boutoupriq (2006: 18. 149-65), TIAAL, €xeL €&€-
TAOEL TNV TTAAXULKY] TIPOCSOoKia TNG EMAVOSoU TwV apyaiwv 6To TAAICLO NG VITOEIKTG Bew-
plag g atwviag emotpodrg.
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ypddou kat tou apyatodidou. (Mpdroyog [Ampiiog 1892], Tar udtia g
WYuyris pov, oto Maiapdg [1962-1969]: 1, 212-13).%

H moAapikry avtiAinyn, onwg kaipta ) cuAapPdaver o Kahooyoupog
OTNV KPLTLKY] TOU yla Tn) cVAAoyT], Sev elval avofLwTiKn: EVEPYOTIOLEL TN
MVH N TwV apxaiwV WoTe va pwTioEL TN vUXTA TOU TIapOvTog Kal va Sta-
HOPPWOEL TIVEUUATIKA «TOUG YeEVvaLOTEpoug ToBoug tou MéENovtogy
(1893: 75). Me &AAa Adyta, 1 pvrjun Sev umnpetel Tn vooTtaiyio pag xo-
HEVNG TaTpidag aAAG To dpapa «pLag Kavouplag EANGSagy («Ekatd dw-
VEG, 45», H aodAeutn {wn, 3, 158).

2’ autd o oupdpaldpeva amokTa olaitepo onpactoloyikd Bapog n
peTadopd NG «EEVITIAGH TWV yOAPATWY, TNV oTola TTPOTIUE 0 MoAapdg
€vavtl opdloywv Tepypadwy g «e€opiag» 1} Tng «douAeiag» toug. H
€vvola Tou Eevitepov (kat BLwpévou tnv Tepiodo auTr] g €viovng ew-
TEPIKTIG HETAVAOTEUONG) CUVOEETAL UE TOV APYETUTILKO OSUCCELOKO VO-
01O oToV oTolo 1) SoKlpaaia TG TEPLTTAAVNONG CUVUTIAPXEL PE Tov TTO60
TOU YUpLOpOU oTn YeVEDALX TTaTpida KOl 1) TIEPLTTETELX TNG SLOCTIOPAS UE
v emBupia g emavévwong. H evepyotoinon tng petadopdg mpokel-
pévou va ekdpacTel 1 oinTikr} avtiAnyn yla to apxaio mopeABov gival
TPGSNAN OTNV «=evnTepPévn» (1891) amd Ta udTia TN YuxTi§ OV, TIOU -
vakahel To OpdTITAO Kat opdBepo moinua tou Apocivn.®® O MoAopdg
XPNoLpoTolel woTooo To €MIBETO Yo SLAPOPETIKG «KAEUUEVO» QYA
QTo QUTO TNG «=EVITEPPEVNG» Tou didou Tou TonTr| Kat Tpoodidel 1deo-
Aoyikd BdBog otnv eAmida tou yuptopovu. H emavorapfavopevn Sénon
TIPOG TO TIPOCWTIOTIONHEVO dyaApa tng Adpoditng g Mrjdou va emt-
oTpEYPeL amo To EakouaTtd SUTIKO NG BaBpo ota matTpla ywpata («Mpt-
o€ TAAL, yUpLloe oTa PépT TIou eyevvriOng!» 1, 223) ekppdlel TNV TTOAAL-

65. 310 €81 OAEG OL TIAPATIOUTIEG OoTa Kelpeva Tou Modapd Ba yivovtaw otnv €ékdoon
Twv Advtwy [1962-1969]. O pwtog aptBpdg SnAwveL Tov Tépo Kat o SeUTepog TN oeAidar|
TG 0eAideg. H B€on Tou StatumwveTal E8w yla TN SNULOUPYIKY] GUYKOWVWVIa apxaiou Kat
véou mvevpatog e€nyel yati n duadikr] otdon tou Modapd amévavtt oto {TnHa Twv ap-
xaiwv —ipoodokia tng emotpodrig Toug aAd Katadikn Tng apxatodatpiag— Sev eivat oUte
«avTihaTIKr)» 0UTE «KUKAOBUHLKT» (Boutoupr|g 2006: 157). Mo Tnv avtiBeon tou MoAapd
otnv mpoyovomAnéia kat Tnv dyovn apxatoyvwaoia BA. HETAEU dAAwY Xouppoullog (1974:
72-90), Maotpodnuritpng (2003) kat Boutoupr|g (2006: 18. 156-57), 0 omoiog SeiyveL TIwG oTo
Awdekaloyo tou pTou (1907) 1 TIP60d0g Tou €Bvoug vonpatodoteital kKupiwg wg avéNgn
TIPOG piLax VEa SG8a Kat Gt WG KUKALKT] eTloTpodr] otnv apxaia (157-65).

66. To moinpo uttoPAr|Onke padi pe to utdAotma g BpaBeupévng oculoyrig Ta patior
¢ Yuyrjs pov oto Phadéldelo monTikd aywva tou 1890 Kat SnpoolelBnke To eMéuevo
€tog otnv Eotia. BA. oxetikd MoAitou-Mappapvod (1972-1973: 177), 6mou oxoAMdetTal n
OXEOM TNG «=EVNTEUEVNGH pe OpOBepa Trorpata Tou yohikov Mapvaooov.
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kn] B€om yla TNV «avaykn tng enadrg pe TG Suvapoyoveg agleg Tou ap-
xailou ENANVIoHoU» (MaoTpodnurTpng 2003: 231) WOTE O CUYXPOVOG EA-
ANVIopog va uttepBel T oVvBeTn Kpion ou tov TohaviCeL:

o 16€¢! mapdpota ooy autdv [ASwvi] ae kaptepei, vouileLs,
vekprj Baaidiooa n EAAGs, vekpr kou EamAwpevn

oa o€ kpeBBATI OASYPUTO 0T Y1) TNG TNV TAVWPLAL-

[...]

Miptoe madL, w! yopioe va m vekpavaotriong!

[.]

Suwée ko’ g maTpidag pog Tptyvpw To KApd Bl

TaYOPTOYX T KUUOTA, TN Hodpn aveUO(EAD,

K’ {oa ki 0Adioa ompwée TO pE To ToVIE AMAWHEVA

pakpué amo Eépeg kau kaka, otng Aééag to Auavd! (1, 224-25)%

H mhovola og cuvdnAwoelg amootpodr] TPog To AyaApa we «Kupd pap-
MOpWHEVT» (1, 221) CUUTIANPWVEL TOV 08UOCELOKS OUUBOALOUS TOU VO-
OTOU HE TO QVOOTACLHO Mrjvupa Tou Tiepidnuou BpvAiou tou «Mapua-
pwpévou BaotAd» kal Twv ocuvoadwv S0EACLWY Yla T HAPHAPWHEVT
aydApota Tou, omwg eidape, aglomoinoe kat o Kapmovpoyrou, petade-
pOVTaG TO Opapa yLo TN VEKPAVAOSTAOT) TOu €Bvoug: 1), 0AALWG, TO altnua
avalwoydvnong Kot SUVOLKOU JETOOYNUOATIOHOU TWV KAXCLKWY a&Lwv
Kal, ouvakdiouBa, TG NOLKYG aviPwong Kot TIOATIoULKTG BpLdpBeuong
Tovu €Bvoug — €va alTnpa TTOU ETIAVASLOTUTIWVETAL 0T TIOAX LKA KEPEVT
G TepLddou auTr|G. H AT} pwor] Tou emSLWKETAL PECW MLOG TIOINoNG, N
otolo eEAEyyeL TIG PaUAEG OUNTIEPLDOPEG, EVOWHATWVEL T TIOKIAX Kall
avTipatikd HETa&Y TOUG OTOLYE(D TNG TTOALTLOMLKTG TIAPAS00TG TOU EAAN-
viopoU Kal a&lotolel Tn Adikr) yAWooao Kot KANpovopLA.

67. Tnv €vvola tou &evitepévou aydipatog tng Bedg kat tng embupiag emovévworig Tou
pe To yevéBAo owpa Bpiokoupe Eavd oto opdBepo Toinpa Tou Apoaivn «Ztnv Abpoditn
™G MrAou (1821-1921)» TTOU AVOKOAEL PE TN OELPA Tou TNV apadoaor) tou Bprjvou: «Mia
okAGBa &AM BupriBnkav kot o' ékhaav/Tou EpexBeiou ot pappapévieg Kdpegy» (amd v
Mopivn poupaia - AAkuoviSes 1912-1928, Twpa 0To APOcivng 1996: 341-42). A TV ElKOVA
tou Bodacoodappévou kapaflov wg petadopd TG Tatpidog oe oTIYHESG Kpiong, KL TIG Ka-
taBoAég TG otnv moinon tou Ouykw, BA. FkdToN (2010: 79-80).

68. BA. «[...] KalL OL TIOLNTEG TIOU TWPA/UE TO CUVTPIUHLA ATIOPEVAY TNV Eprunv EANG-
So/pthovv YAWOS' avuTidtayTr, AaxTopLotr], Bpeppévn/ue Twv ENNVIKWY Bouvwyv Tov Tid-
vayvov agpo» («H Zevntepévny, 1, 222). MNa TNV TAAAPIKY] TIOTN OTNV AQVAyeVVNTIKY] Suva-
pN TG SNUOTLIKIG KO TN oNpacia Tng HETAPOpPAS YLa TN «HopHapwEévn Kupd» BA. Gianna-
kopoulou (2007: 73-87), émou emiong oxoAtaletat To Toinpa. Akdpa Giannakopoulou (2002:
247-53) M€ avadpopd Kol O HETAYEVECTEPA TIOHaTA. Mo TOo HUBo Tou pappapwpévou Ba-
ol\d otnv moinon tou Moapd BA. Kapwpévog (2006: 745-47).
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‘Etot oto mointikd med tou «H AkpOTIoALg ceEANVOPWTIOTOG» (1894),
ot (81eq 60&aoieq ouvudaoUEVEG [E OTOLYED TOU POPAVTIKOU TOTIOU TNG
«ETIOKEYNG» OTNV AKpc'n'ro)\n69 tpododotolv 1o AoONTIKS dpapa NG
UTIEPTEAELOG OpOPdLAG: OL «EoTIapEVOL KioveG» Tou MapBevwva Tou da-
VTACOUV «WwG HApUOPWHEVOL TIOATAL, WG ATIOKPUOTOANWUEVOL YiyavTEG
™G apxXaLdTNTAG» HETAHOPPWVOVTAL KATW ATO TN HayLKT] eMidpoon Tou
0eANVOPWTOG, Kol KE TN SUVOUN TNG TTAATWVIKTG 0pAONG TOU TIOINTH, O
Euuya TAGopaTa T oTtolor «caAevovTal adlopATwE Kot KIvouvTal Kol
XElpovopouv kat YBupiCouv Adyoug uttepdueic» (15, 543) kK&vovtag al-
0Onto 1o 16T cUUTIOV.

2V «ZevNnTEPEVT», OTIWG Kal o€ GAAa Ttorpata and Ta patia g
YUYIS LoV, T LEYANOTIPETTH ap)aia HAPUOPA HEVOUV QKLY TOTIOLNHEVA
MECO O€ IO TTOPVAOOLKTIG UGTIG AOTILAN AEUKOTNTA, ATMOUOKPN YOANVN
Kal vekplkr] oxeddv abavaoia, TV ool HOvVo 1) TIONTIKY] TEXVN UTopE(
va EPPUXWOoEL Kat va ouvdéael pe Tn (wry. ZTo «Ev dvBog», n 18€a auth
ekdpaletal kat pe avadopd otig Kopudtideg, ol omoleg cUUTIANpWVOUY
TO ayAdiopévo Pe To dwg NG oeAjvng, TTAyKaAo ToTio TNG AKPOTIOANG.
2NV amoOKOoUN AQUTTPOTNTA TOUG, oL €51 apyaieg kopeg Ppavtalouv cav
VO «KAPTEPOUV» TOV Opyaviké Adyo g Ttoinong —to Tamelvé avBog—, ou
Ba T1g «evavBpwmioe» péow ULOG HUOTIKTIG ouV-ouaiag. H avayevvntikn
QUTI] CUVAVTNON TOU UTEPTATOU apXaiou KAAAOUG UE TNV EVEPYELX TOU
TIOINTIKOU AGYOU CUVLIOTA TNV KEVTPLKT] eTSIWEN TNG ToAQpKYG avadn-

mong.

K’ ot €& aAVytoteg Mapdéveg
OTEKOUV KL QUTEC
Aopumpéotndeg kou AaBwugveg
KOt AXTPEVTES.

[...]

Kau koita! kaSeptd Kapudig
TToU KapTEPEL

69. ZTolEld OTIWG 1) ATIOPAKPLVOT] ATIO TO KOUPAOUEVO VEWTEPLKS TIapoyv, 1 aloBnon
TOu 0AAGKOTOU TIoU SnpLoUpYEl To VUXTEPLVO dwg, N e§idavikeuon tng TMAGONG, TO Gpapa
TOU apyaiou KOGHOU KAl 1] AMOKAAUYN TNG aLwviag wpatdtntag xapaktnpifouv meptypo-
dEg ™G AKPAOTIOANG aTtd EVPWTIAIOUG KA AUEPLKAVOUG TIEPLNYNTES, OL OTIOLEG TN CLUGTHVOUV
WG ETEPOTOTIO» HPLAG TIPWTAPXLKT|G TIVEVHATIKIG TIaTtpidog. BA. oxetikd Agovtr) (1998: 89
Kol 92-99). OL témoL autol avamapdyovTal o€ EANVIKG Ke{peva tou 19° adva. O MoAapds,
TILO GUYKEKPLHEVO KOL OUCLAOTIKY, EUTIVEETOL QIO TNV EUPWTINIKT] TIveELpaTIKY) B€aon tng
apxatoTNTag Kot EMENTA yLa TO VEOEAANVLKO UTIOKELEVO piat avAAOYT) APOUOLWTIKT] EUTIEL-
piot wg 81§00 amd TNV MoALTIoKY] Kpion. BA. xapaktnplotikd «Ot Tplakdciow (1897) (15,
462-65).
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KOl OTEKEL LUE TNV OLOPPL TNG
™m Aaumnepr]

Ko Timote Sev £xel mAdvo

Kt avOpwmive,

OV QaVEPWIVEL, TIPLV TEAVW
T0V 0UPAVO.

Kau koita! kadeuia Kapudig
yAuka yAukd

Soppwd pe BAEneL ata dvelpd g
TQ UUOTIKA. (1, 282 KoL 284-85)

MoAovott oto «Ev avBog» N ToNTIKY HATLd HETAPEPEL TNV EIKOVA HLAG
aképaing opddag €€ Kopwv,”” og dAho Toinua tng iStog cuAAoyrig N pe-
TadopLKY] AOoTPOdI] OTO AYATINUEVO TTPOCWTIO a&loTioLel TO HOTIBO TNG
Eevitepévng adeldris: «Mnv elo’ ekeivn Tou €duye, tou Bpdyou n Ka-
pUATLG, /K’ 1) Ta&LSEVTPa yUpLoEY amtd TNV §EVNTLA TNG;» (1, 232) AVAPWTLE-
Tal o owntrg oto «Miox, cuvudaivovtag v apyaio OnAukn popodr) Oe-
MEAMWONG TOU 0(KOU PE TOV OuNpLko TagldeuTr, Vv aodieutn {wr Tou
Bpdyou pe Tov mhov, To Blwpa Tou EKTATPLOpOU Kal TNV eATIiSa Tou emac-
VATIATPLOPOU, TIPOOLKOVOUWVTAS, £TOL, TNV emotpodr] Tng Kapudtidog —
B€pa mou avamntiooel Aiyo peTd oTig «Ekatd dwvégy (lavoudplog 1902)
G ouAhoyrig H aagddevtn (wrj.

AVOAUTIKOTEPQ, Ta TIOHATA 96 Kol 97 TwV «Ekatd Pwvwvr», ako-
AouvBwvtag To MoAapkd oxrjpa TG oUleuéng avtiBeTikwyv oToL ElwY
ouvBETouV pia SpaoTikr] AupLkr Kol SPAPATIKY] HETATTACOT TNG TTopddo-
ong Tou Bprjvou Twv ayoARATWY, 1) OTIOIl CUUTIUKVWVEL TNV TIOAXULKY
avadriTnon g «emoTpodrq Twv apyaiwv Bewv» g Meptédou autr|g. H
bwvr] TOU TTPWTOU TIOLHATOG AVIIKEL OE €VAV CUUTIACXOVTO TIXPATNPNTH
(katd to mpdTuTo Tou Childe Harold), o omoiog otn Spapatomoinpévn
amootpodr] Tou Tpog Tig KOpeg paptupd Tt cuvteAeouEvn AenAacia Kat
TO omopaypd tou eAAnVikoy tomou. H dwvr] tou SeUTEPOU TOLHATOG
avrKeL otn «xapévn» Kapudtida, n omoia, €xoviag eMOTPEYEL OTN YEVE-
BAla yn, ameuBUveTal oTIG AdSEAPEG TNG YLa VO APEL TOV EAEYELAKO TOVO

70. H momtikr] eikéva evééyetal v adoppdrtal and TNy amoKataotnpévn oY tou
pvnueiov. H votia mpdotaon elxe cupTAnpwOel To 1846-1847 amd tov Alexis Paccard evwy
€pya oTepE€wang Eytvav kat to 1870. BA. Modovyou-Tufano (1998: 33-35 kat 57) 4o Kat
dwroypadieg g avactnAwpévng pdotaong.
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NG OMWAELNG HE TO AYYEAUQ TOU YUPLOMOU NG Kol To SWpo Tng VEAG
moinong:

Q Snaptuidtiooss Kopeg, e Seiog ASrjvag kopwveg,

w Kapudtideg, Epuye, kAEptes kat BapBapot rrjpav

mv adeppovla oo, UEVATE TEVTE, TA 0AOPOa KOPUIK 0ULS,

amd to Sdvato aokEBpwra, 0 mévog Badutep’ akdua

Kkt am6 to Savato okEBpwae, BOyyos kau kKAGWa n pevydtn,

Kkt avtiBoyydéat’ eaeis kat yvrikate Bpvoeg tou Sprjvou,

ot uvartoi k' oL TPIOEVYEVOL OTUAOL, KOl [0 TPIKUUIR

TOUG SWPIKOUG TG YITWVEG AVEULOEY AyplLor oo OKLAY TPO!

«Q Kapuatdeg, be pe yvwpilete; =évn Sev eipay,

amd to EEva av eyvploa- iuat n yaugvn adeppri oug,
EavaykalidaTe g, 0 TOTTOG OV E6W UE TPOOUEVEL 0 IPOVOS.
@padyrot, Adaudvor kot Zki9eg To yaAa pov Budaéav Aoy,
NIPWES yivrikaw ot KAEPTES, kot Twpa Tou BapBapou n pA£Ba
amnd to alpa yTumdel T akptB0 Twv matépwy EAAVwy.

A6 Tou kéauou ta viata Eavavdioa, KAEPTPQ, 00g PEPVW
mv 1epr] PASyo apyaio o€ VEo KaAdut kpuppEvn!» (3, 175)

H avtiBetikn Tapdotoon Twv 0AopBwv OKEBPWHEVWY oy aAUATWY OTIWG
KoL 1 SPAPATIKY] TopayT] TNG ayEPwyMGg «SwpPLKIG» aKlvnaiag Toug uto-
B&AAouv oTTIkd TO ATOTEAEOHA TNG ECWTEPLKTG SLAPpwong Tou €xouv
TIPOKOAETEL 1) AenAaciot TOU EAANVIKOU TOTIOU KOl 1) Vo WpPToT TOU ap-
xa{ou TIVEUPATOG TIou TNV akoAoUBnoe. Xwvevovtag Tnv Tukvr] cupfo-
Akr} Tou BpUdou yla To Bprivo TV ayoAPdTWY Kat To oxrjita TG Katadi-
KNG Tou dptaya EAywy, n madopLkr] toinomn cuvdéel 6w TNV aTWAELX UE
™ «BapPapn» EVPWTAIKT] ETIKUPLOPX (O TIOU UTIEKAEWE TNV TTATPOYOVLKT
KAnpovoutd. O Tpocdloplopds «ZTOPTLATIO0EG», O OTIO(0G TIAPATIEUTIEL
OTNV apyoio TIOAEQLKTY] OPETT] KOL QVTOXT), TIEPA aTO TNV OTIoLa TIPAY -
ToAoyikr] Tou adetnpia,” Tovilel v avtiBeon g meplypadris Twv a-

71. O MoAapdg epmnvéetal amnd v eikovoypadia Twv ayoApdtwy To omoio mTapouotd-
Covtar evéedupéva pe (wopévo Swptkd TéEmho. Evééxetal, Tavtwg, o TPoodloplopds va
odeldel KATL K 0TNV ovopacion Kapudtideg, Tou toug 86BnKe o HETAYEVEOTEPOUG XPO-
VOoUG, Kat cuVSEeTal pe TNV TOAN Kapvat Tng apxaiog Aakwviog. ZUppwva Pe To pwiaio
apxLtéktova BitpouPio (mep. 8o-15 1.X.), oTnV Tpaypateia Tou TEPL apyLTEKTOVIKNG (De
Architectura), ol «Kapudtidegy» aploTavay Tig UTTOSOVAWHEVES YUVAUKES TNG TIOANG TTOU E(XE
pndioeL Katd Toug MTEPOIKOUG TIOAEUOUG (490-480 TI.X.) Kot TIHWPHONKE amd toug EAAnveg
HE $Ovo Twv avEpuiv TNG Kot AYHEAWSIA TWV YUVAIKWV TNG. H AavBaopévn autr] epunvei-
a, n omoia petadpadel Tig Kapudtideg oe cUpBoAa umotayr|g, yvwploe tepdoTtia Siddoon
OTOUG EMTOUEVOUG alWVEG (Lesk 2004: 262-74) Kot TTPOKAAETE TG avTISPAoELg EAAjvwV Aoyi-
wv. Tnv avdyvwon tou Modapd dwtilet to madadtepo dpbpo tou lwdvvn N. Agukadiou
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YOAUATWY KOL OVOKOAEL TNV TIPOYEVESTEPT] TIAANULKT] EIKOVA TWV «OAU-
YLOTWY», «AaumpootnBwyv kot Aafwpévwvy» MoapbBévwy. OL apyaieg Ko-
PEG, TIOU GUVEVWIVOLV TIG LOLOTNTEG TOoU abnvaikol Kol TOU OTIAPTLATIKOU
KA£0UG, AELTOUPYOUV PECW TOU TOPOOTIHATOG KOL TNG TEKTOVLKTG AEL-
Toupylog Toug WG ekPAVOEL TOU aKATAPRANTOU EAANVIKOU TIVEUUATOG,
omw¢ ToviCouv apyodtepa opdBepoL oTiyol Tou Apoaivn Tou €youv ado-
HOLWOEL TO TIOAAWIKO pripa: «Ta €€l KopLd T oAdLoa davepwvouy,/Me
mv addpaoctr toug Teptdavela,/Mwg 0To XWHaA TIOTE dev €YOUV OKU-
Yn».”* Tn oupPoliky auth avoamtUocEl 6TO ToiNuUa 97 1 avUTIATAYTN
otdon g Eevitepévng.’

Me ouveidnon tng uttepoy1g NG, N oAk} Kapudtida cupmukvw-
VEL 0TO AGYyLOL TNG TN PNTOPLKT TNG AVTIOTAONG ATEVOVTL OTNV UTIOTIUN O
TOU VEOU EANNVIOPOU WG TTIOAMTIOULKA EAMTIOUG EVOVTL TOU EUPWTIAIKOU
TpotuTou. H yadouxnon tng Eupwmnng pe To yadAa Kal 1) LETAYYLOT| TNG e
10 aipa TG Képng/Mdavag —tov UAIKO KOl TIVEUHATIKO TIOATIOMO TWV
«TATEPWV EANjvwv»— uttoypappliCel Tnv odelAr] TNG 0TO apXALOEAAVIKO
enitevuypa. MéxpL To onpelo autd N TMoAapLKr] otdon dev Eedevyel amod
N otepeoTuTKY] BeWpnon NG kKAaotkrg EAAGSag we puritpag tou Sutt-
KOU TIOALTIOPOU, 1) oTIola aVTAVAKAL TOV TIAyLOEVHUEVO OTNV QTEPHOVN E-

[Ztapatéhou] (1852) «Mepi KapuatiSwv», o omoiog otnpL{dépevos kupiwg atov G. E. Lessing
gixe amoppiPel wg «avundoTatov Kot pubwdn» Tnv eppnveia Tou BitpouPlou mpokpivo-
VTOG TNV EPUNVEVTLKY] EKSOXT] TTIOU CUVESEE T AyGAHAT HE TLG «YAPLECTATOUG» TIopBEVEG
KOPEG TIOU TeEAOVoOV XOpoUg TIpog TtV g Bedg Aptepng otig Kapuég. O Agukddiog on-
HElwve xapakINPLoTika OTL To dvopa «Kapudtideg» otny mepimtwon autr, dev elvat «gBvi-
KOV 1] TIATPWVUHLKOV, WG To Tapd BitpouBiw, adN' amhovv eniBetov, To omolov 1 puoig g
Stadéktov, [...], ndVvarto pdAiota v amodwon Kat 1§ Tag SmapTdTidog mapdEvous, we To-
TG KUPIWG CUYKPOTOVOAG TNV €V AakwVIKY) KWun Tavrjyupy Tng Kapudtidog Aptépidog»
(21852: 63, Epdaon Sikr| povu).

72. BA. Apoaivng, «Ou €81 Kopeg Tou EpeyBeiour, amd t culoyry KAetotd BApoapa
1914-1917 (Twpa 0T0 Apoacivng 1996: 216).

73. NB. «Ze kaptepovv [...]n ZNdpT n avundtakTn» («ZevnTepévny», 1, 225) Kat «H
Indptn 1 avundtayt pog doPepilet, n Imaptn!» («Ot tadol tou Kepapeikov», Ta udta
™G YUYTIG HOV, 1, 245). ZTNV «ZEVNTEUEVI» WG «AVUTIOTOXTN» TIEPLYPADETAL KA N yAwooa
Tou AoV (TIB. 8w, oNp. 68), VW OE KPLTIKO KE(HEVO TOU 1904 1) «VEX YAwooa» Tou Métpou
BAaotou 6tav «Baoctdel AefEvTika T GOPTWHO» TwWV UYPNAWY Vonudtwy TapopotaeTal
pe «Kopudtda- kpatiétal ahvytotn» (MoAapdg 1904: 329). Tnv elkéva Twv yevvaiwv Zmap-
TTioowv dwtiCouv Kat GAAa KE(peva TnG Teptddou autr|g. ‘Eva mapddetypa: o Elpnvaiog
AoWwTTLog 0T HEAETN TOu «H yuvr] KaTd TV apyatdtnTon (1887), TpoBAAAEL TOV EVEPYNTIKS
POAO TWV YUVALKWV NG opxaiag ETAPTNG ONUELWVOVTOG OTL «1joav EAEVBEPaL, eTLPAvES eV
) moAwteia mpdowtov Stadpapatifouoal, Kat Ta HAAOTA ETIE TV avSpwv Loyvouoal, €&€-
oTL 8€ eImelv, OTL €V ZNIAPTN oL yuvaikeg KUBEPVWOL Toug avdpag» (19). BA. emiong Ntevion
(2014: 348).
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TiikAnon Tou xp€oug NG EupwTng TpATo OKEWNG TOU VEOEAANVLKOU UTIO-
KelpEvou. Qotdo0o, o TaAauLkdg Adyog Ba poywprioeL éva Bripa TiLo Te-
pa attd TNV Kooy pnotn B€on, SLlekSIKWVTAG TNV TIOALTLOMIKT] auBuTiop-
&lo Tou vedTEPOU EAANVIOHOU KAl TNV ATIOKATACTAOY) TNG TIANYWHEVNG
TIOALTIOMLKY]G CUVEXELOG JE TO OTIAL HLOLG VEXG quTOSUVOUNG TTo(NoNg.

Jupdwva pe tn otabepr) Béon g TMoAAULKY)G koopoBewpiog, n o-
ol KOPUDWVETAL VONHATIKE 0TOUG SU0 TEAEUTAIOUG OTIYOUG TOU 97 Kal
avadelkvUETaL amtd TO SLAOKEAOUO «oag dépvw/tnv LEpr] PAdya apyaia
O€ VEO KAAAUL KpUPPEVN!», €lval n Stadikaoia Tng cuvapBpwong VAIKWY
TIou 0dnyel otV AvBnon evog KavoupyLlou TOLNTIKOU LOLWHUATOG. ZUYKE-
KpLpEva, 0 (wodATng ToInNTIkog Adyos TAGBeTaL Slapéoou NG avaoUvOe-
oNG Twv ToLkiAwY oToLXElWV TNG EAANVLKTG TIapadoong, AdIKWY OTIwg
ek apBavetal 0 «@privogs,” apxaOEANVIKWY OTIwG Ta aydApaTa, Kat
SMUOTIKWY OTIWG 1) YAWOOX TwV wVwv TIou akouyovtat. Madi pe ta yn-
YEVI] UAKG, oTi§ «Ekatd dwvégy evepyomoloUvTal avavewTikd epebi-
opata mov TMPEodePe N EVPWTAIKT] TONOT: YPAUUEVT) OTIG OPXEG TOU
20”" awova, wg emi to MAeioTov oe eAeLBepwuévo oTixo LapPikol pub-
poU, n ouvBeon amoteAel Selypa TNG TTOAXULKTG TAOTG TWV XPOVWY OU-
TWV ylo apopoiwaoT KavOTPOTIWY HETPIKWY GTOLXEIWY.”

Autriv akplBwg ) Stadikaoia guayyeAiletal n mpounBeikry Spdon
¢ Kapudtidoag. Av wg Bniukdg Oduooéag, 1 «xapévny» KOpT ETLOTPEDEL
ylo va Bepameioel To AAyog TG €0VIKTIG KATAOTPOGTIG KAl TNG TIOALTLOL-
KNG KOTATITWONG HETA TNV MWLV 1)TTA OTOV EAAT)VOTOUPKLKO TIOAEUO
ToU 1897 KalL TNV 0duvnp1] YL TOV TIOLNTH] EPTELPI TWV EuayyeAikwv Tou
1901, 1 «kAébTpor» Kapudtida, wg OnAukdg Mpounbéag, dépvel amd ta
E€va «tnv lepn] dAGya apyaia og vEo KOAAUL Kpuppévn!» H g&eyeppévn
npwida utobetel T Sutikr} Tpaktikr] tdlomoinong g §€vng UANG yla va
QVOVEWOEL TOV EAANVLKS TOTO, Pe TNV NOLKT] Stadopd OTL 1] OIKELOTIOM O
€dw Sev adopd TNV 16€at aAAA TO VEO LOIWwUA TTOU YPAPEL PE TO «KOAAUL»
tou o montrig. H popdri otig «Ekatd dwvég» aflomolel, dmwg mpoava-
bEpOnke, padi pe tn dnpotikn ekdpopd Tou Adyou, Tnv eAeuBépwon Twy

74. H a&laxr) onpacio tng «aderove» Adikrig codiag umoypappifetar and tov MoAapd
o€ KOToTILVO Kelpevo Tou (1916). Exel, pe avadopd oto «Oprivor, Kpivel OTL pévo péow tng
enidpaong g Ak pavtaciag Kat TnNG TMONTIKIG EKPPAOTig TNG HIMOPOoVUV «Ta opyaia
Aelpavar» va yivouv «odnBéotepor — va BiwBovv, dnAadn, oe 6An Tn SpacTiKY yonteio
TOUg,.

75. Flo TN oX€0M HETPIKWYV aTOYEWV Tou MoAapd pe apxEG Tou YOAAIKOU GUHBOALTHOU
Kot TNG KaBaprig moinong PA. Fapavtoudng (2005: 18. 64-72 KA, ESIKOTEPA yLO TO HETPO
Twv «EKatd dwvdve, 94 Kat 122).
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puBuwVv TIou kKaAALEpynoE 0 eupwTaikog cupBoAtopds. Etol o Blalog ek-
TIATPLOPOG PETATPETMETAL OE yoviun Bntela oto §€vo evw Tov Tdvo NG
AenAaoiag Tou EANANVIKOU TOTIOU StadéyeTal N eATION [l ETTEPXOUEVS
akpng. AgiCel, Taviwg, va pooggoupe 0Tt N Kapudtida-mpoowTeio Tou
oty yupilel {nTwvtag Vv avayvwplon Kat T B€pun Tou kKalwoopi-
opaTog Ao Tig adeAPEG TG KaBWG emiong Tnv amokatdotaon oto Bpdvo
mG: 0T AdyLa TNG UPEPTIEL 1) TIPOTSOKI TOU TIOLNTY] YL KATAVOTOT) TOU
€pYOu TOU aTId TO KOLVO.

H oTiyoupylkr] KATAOKEUT] TwV SU0 QUTWYV OXTACTLYWV TONUATWY
ouvapTatal SeELOTEXVIKA E TO TIEPLEYOUEVO TOUG, EAEYELOKO Kal adnyn-
HaTiko ouvapa: Boyyog kat Bprjvog yia ta apeABovta dbn tou MNévoug
KoL TIpoodoKia ToOU AUTPWHOU TOU PECW NG CWTNPLAG SUVOUNG TNG E-
YOANG 180G g moinong. AlapopeTiKA [E To TIEEPLOCOTEPA ATO T UTIO-
Aoumta oAt Twv «Ekatd dwvwv» Tou eival ypoppéva og eheubepw-
pévo oTiyo, Ta Tourjpata 96 Kol 97 eival ouvBepéva o€ SaKTUAKS dekae-
itacUAMaBo, o omoiog avakahel Tov apyaio SakTUAkd eEAPETPO KAl TO
puBUIKS aioBnpa TG apxaiag eheyeiog kat Tou €mouc.”® O MoAapds, w-
01000, KIVELTAL OMMLOVPYLIKA: PE TN XPrioN KUplwg SLAOKEAIOHWY, CUVL-
{oewv Kal pLog TAoUoLag oTigng, TotkiAAEL puBpIKA TO povoTovo PBrnua-
TS Tou apyaiou g&apeTpou xwpig va kAovilel T ogpvr] HeyaAoTIpE-
TELQ TOV, 1 omola appdlel oty emPBANTIK AitotnTa Twv Kapuatidwv.
A&loonpelwtn elvat 1) Aettoupyla TG TTOAAATIATG KAl EVTATLKTG TIOPTIXT)-
ong, N omoia adevdg avaapAyeL 0TO 96 TO AVATPLYLAOTIKO AKOUCHA TNG
Bpnvntiknig pors (k, B, p, oK, Bp, TP) Kat adeTépou yevva Eva aioBnua
NXNTK1G ouvexelag (K, B, p) Tou umoypappilel Tn Stadoyikr ox€omn Twv
V0o dwvwv. Méoa and To mpiopa autd, 0 oTYOVPYLKAG TPOTIOG TWV «E-
KOTO GWVWV» aVTATIOKPIVETAL 0TO dpapa NG maAapikrig Kapudtidag yia
™ Snuoupyia auTodVvapou EAANVIKOU AOYOU PHECW TNG YOVLLOTIOMONG
oToleiwv Tou KAaoLlkoU TapeABoVTOG Kat NG Adikrg Tapddoong, Tng
AVOVEWOTG TWV apyaiwv pUBIKWY TIPOTUTIWY Kal TNngG a&lotoinong twv
KOTOKTHOEWV TNG VEWTEPIKHG TIOINTIKT|S TéXvNG.”

76. T TO HETPO TWV TIOMPATWY 96 Kat 97, BA. Mapavtoudng (2005: 135 KoL 171, ONU. 7).
O PEAETNTNG Mo pATNPEL OTL «KATA TN OTLXOUPYLKY] avTtiAnyn tou Modapd [...] n xprion tou
€EAPETPOV EVIACOETAL OTNV (510 AVOVEWTLKT] GTLYOUPYLKT] TTPOCTIABEL» GTNV OTIOI AVT|KEL
ka1 epappoyr] Tou eheubepwpévou otixou otnv moinoT Tou oTo Téhog Tou 19°” Kal TIg ap-
X€G TOU 20% awhva (164-71, 18. 170).

77. Kamwg Stadpopetikda 1 Giannakopoulou (2007: 84) k&vel Adyo yio évav ocuvSuaoud
Tou TIpodopikoy Snuotikol ototxeiov g dwvrig g Kapudtidag pe v «opyaio HETPLIKT|
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>t pakpd Stépketa Tou 19”7 ardva 1 TaAa Ky avaoTtpodr] HE TV
mapddoon tou «Oprjvou twv Kapuatidwv» otig «EKatd Pwveégy Snut-
oupyel TNV To aLolédoén petamioon g, adov Siakdmroviag 1o Boyyo
TWV ayoAPATWY, SV EKTTANPWVEL HOVO TO OVELPO TOU ETIOVOTIOTPLOMOY
Toug aMd emimAgov xapiel otnv Képn pia véa, nxnper ¢wvr. Etot, o Ad-
YOG TNG ToiNoNg €MITEAEl TO €pYO TNG ATIOKATACTAONG TNG TIVEUMOTLKYG
OUVEXELOG TOU EAANVLIOHOU Kot TIPOOoTIOPIEL 0TO VEOEAATVLKO UTIOKE(EVO
mv aicBnon plog autodvvaung TauTtoTNnTog TMov TNyadetl amd tn Snut-
OUPYIKT] EVOWHATWOT) TNG apxaiag KAnpovouldsg oTo tapdv Tou.’

EnIAOrIKA

OAOKANPUWVOVTAG, KaL PE 06NyNTIKO VIja TO EPWTNUA TIOU TEBNKE oTNV
apxr] auTrg TNG HEAETNG, UTTOPOUUE VA TIPOXWPTJOOUKE OE PEPLKEG OU-
MTIEPUOATIKEG TIOPA TN PT]OELG.

H Broypadnon twv petamidoewy tou Bpviou yia to Bprjvo Twv Ka-
puatidwv oe 6ho To Stdotnua tou 19°° awwva £8eiEe dTL adnyrfoslg, 6-
TIWG QUTT), TIOU HAPTUPOUV TNV avTiANYn Twv ayoApdtwy wg epPuywyv
UTIOKELPEVWY, SEV PTIOPOUV va ekANndBovv, Touldylotov oyt diywg emt-
dUAd&eLg, wg ekdAvoelg plag «Bayevouc» apyatoloylag, akopa Kol av
Bewpricoupe Ot ol kataforég Toug Bpiokovtal 0To Adaikd Adyo. Autd To
oto{o PpavepWVeL TO TTAPASELYHA TOU «Oprjvour elval LOANOV 1) EUTIAOKTY]
NG EVPWTIAIKTIG VEWTEPLIKOTNTAG O O, Tl KWOLIKOTIOLE(TAL WG eKONAWON
HLOG TIPOVEWTEPLKTIG CUVALOBNUATIKNG EMAPTIG HE TIG UAIKEG opXaLOTN-
T€G. Me dM\a Adyia, O,TL epdavileTal WG TTPOVEWTEPLIKO OTOLXED PTOPEL
o€ peydro BaBud va €xel cuykpotnOel wg TETOLO SLAPETOU VEWTEPLKWY

popdri», o omoiog ekdppddet TNV embBupia Tov MaAapd «va Swoel {wrj ota epelmmia pe 6,
€xeLva IpoodEpeL 1) vEa EANNGS .

78. H mapadoon daivetal 1t ouykivoloe 18Laitepa TOV TIONTY, O OTIO(0G TNV AVaKAAEL
o€ pETayEVESTEPX KEHEVA TOU SiYwg OpwG va TG Tipoadidel ) Bplapfikri katdAnén mou
Stakpivel Tig «<EKato Ppwvégs. 1o «AvéBaopa oto Bpdyo», Simha ota dAMa AenAaTnpéva
MVNHEla TIOU BpnVoUV TO XOHEVO LEAVLKO TNG EVTENELNG «KAQUVE Ol PHECTEG Kal Ol AyEPES
MopBéveg [...] v adepdri mou ayVplotn ta §éva TNy Kpatrioav» (Bwpoi [1915, 1922], 7, 61).
BA. emiong Nodapdg (1925: 327): «kabBwg Bpnvovcav ot Kapudtideg emavw otov LEpd Bpdyo
mv adeAdovla Twv otav TNV e&eppl{wVve OTAVIKA ylo v TNV AN ota &€va o doPepdg
IKWTTOG». Ag onpelwBei 6Tt to potifo tng Bpnvovoag VAT apyaldTnTog epdavifetar kot
otov EBSopo Adyo g PloyEpag Tou BaotAid (1910), GTOV OTIO(0 CUGCWHATWVOVTOL OUCTA-
TIK& TNG TMAPASO0NG TWV HOPUAPWHEVWY AYOAUATWY. TN SLAPKELX TOU AVAYVWPLOHOU
Tou Boulyopoktdvou, 0 oToiog EpYETAL VAL TIPOOKUVI|oEL oTo vad g Mavayiag tng Abn-
VIWTIOo0G, amd to Bpdyo tng AkpdmoAng, StaBaoupe: «Ki o Bpdyogo Eayvavteutrig ki
0 oToLLWHEVOG Bpdyog/Boyyd kat culloyiletam v amwAELx TG apyaiag peyaroovvng,
«K' €lva To piAnpd tov/oa pavvog avadulnto otny kdooo T akpLBoul Te» (5, 95).
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Stepyaoiwv. Avaroya, To AdyLo potadel va €xel PTTOALACEL TO Adikd. ZTnv
Tep(MTWon Tou «Oprjvoux», TILO CUYKEKPLUEVQ, 1 Tipodoplkr| adrjynon
TIOU Kataypadouy ol EEvoL TTEPINYNTEG WG SElypa TNG ynyEVoUG, TIPOVEW-
TePLKTG, SeloLdaLpoVIKTG 1] TToNTIKTG davtaciag, apopolwveTaL amod Tov
EMNVLIKS Adyo akpLBWG WG popTuplot PG TIPOVEWTEPLKTG OXEOTG TOU
amAoV Aaov pe Tig apxaldTnTeg. Movo amd éva xpovikd omnpeio Kat EMeL-
Ta, 1 oUVSEDT AT KaTa§LWVETAL WG oYEoT EBVIKTG TadTioNg. 2T Bepe-
Mwon g mapddoong ot cuANoyLKY] cuveidnon wg aubevtikoy amotu-
TIWHOTOG TNG CUVALOONUATLKTG TIPOOSEDG TWV EANVWYV KATO(KWY TOU
TOTIOU HE TO €PYQ TWV «ap)aiwV TIPoyovwv» Toug, kKUplo poro Stadpa-
paTioav to B€atpo kat 1 Aoyoteyvia, Adyw tng dnudotag epPENELEG TOUG.
EmumtAéov, o Aoyoteyvikdg Adyog, xdpn akpLpwg oTig LETAdOPLKEG TOU L-
S1étnteg, ouvéBale Spaotikd otn Sapdpdwon kat Siddoon TG avtiAn-
YNNG TWV oPTIAYHEVWY OYAARATWY WG TWV «YOUEVWV» LEAWV EVOG TIPW-
TAPYLKA OPTIHEAOUG €BVIKOU CLINATOG.

AvapodiBora, n adriynon yia to Bprivo twv Kopwv gival pia totopia
Blag, n omoila kwdikoTtolel To pdAo NG NyepoVIkTG Eupwtng amévavtt o€
KolvwvVieg TG TepLdEPELEGg TNG. Ot diddopeg ekSOXEG KAl AVATIPOCAPO-
VEG TNG artd o 19° alwva PéxPL TIG LEPES pag Selyvouv, TTAVTwG, 4Tt 0 eA-
ANVIKOG AOY0G yLat TIG apXLOTNTES AVTLOPA OE NYEUOVIKA OXTHaTa TIPOo-
AnWng g apxaiag kal mapdkopyng 1} UTOTIUNoNG NG véag EANGSaG pe
Sladopetikolg TPATIOUG TTIOU EEUTNPETOUV TIG OVAYKEG TNG LOTOPLKIG
OTLYHNG Kal ekPpdlouv To ouyKekpLpEvo KABe dopd cuAOYLKS TTapPOV.
Mati, porovot n petadopd g Kapuatidag mov Bpnvei, vootohyel 1 €-
TLOTPEPEL SIEKSIKWVTAG L0 TIPWTOPXLKT] 0AGTNTA, cUMPOAIlel TGvToTE
Hloe ENNELYN, oL onpacieg TTou Ttaipvel autr] N EAelY” Kat ot popdEg a-
vtidpoong mov ipokael Sev elvat ol (Sieg.

Jta cupppaldpeva autd a&ilel va avopwinBoUE av KATIOLES ATIO TLG
SLEPUNVEVCELG TNG TPAVHATIKIG OUTHG LOTOPLOG ETILYELPOUV VA AVOTPE-
Youv 10 SLTTo ouvaiocOnua «kaBuoctépnong mpog tnv Eupwrn Kot VoTE-
pNONG TPOG TNV KAACLKY] apyodtntan (Jusdanis 1991: 67) Tou ouyvd Be-
wpeltal 6Tt Slakpivel T oyéon Tou vedTEPOU EAANVIOUOU HE TO apxaio
TIapeABSV Kal To EVPWTIAIKOS TTapov. O Adyog TG AoyoTtexviag To €xEL €L
Stwéel. H oupBoAr] g MaAa KNG LOVONG EYKELTOL OTNV TIPOOTIAOEL] TNG
OxL Vo avaTpEYPEL TN ouoTatikn] €0viky) ouvOrikn Tng ox€omng HE TNV ap-
XoOTNTa 0AAG va eTEEEPYAOTEL EK TWV €0W TO aioBNpa TNG TTOAITIOPIKTG
UOTEPNONG TOU VEOU EAANVIOOU Kal NG Biaing kndepdveuorig tou amo
™ AVon). H mohaptkn} €lkdva Tng eMoTpodr|g TG «xapévne» Kapudtidag
TIPOOPEPEL EVA TIAPASELYHA TNG ATIOTIELPAG TG TEXVNG VA TOTIOBET|OEL TO
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eMNVIkS uTtokeipevo og pla Béon autoduvapiog mou va mnyadel akpt-
Buog amd v atodoyri Kot TNV UTEPPAOT TOU TPAUHATOG,.
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MrioniBAP, BY NIKOS ENGONOPOULOS:
SCULPTURAL MONUMENTS AND THE POETICS OF PRAISE
FROM PINDAR TO ABRAHAM LINCOLN

Liana Giannakopoulou
University of Cambridge

This paper explores the Pindaric tradition in MrmoA8ap. It discusses how the
poetics of praise and their function in Pindar's odes may illuminate the
modern poem’s form and aspirations especially as far as the role of the poet
within the community is concerned. What is more, the discussion of the
sculptural monuments within the poem allows for a better illustration of the
tensions that Engonopoulos stages in MrmoA:8ap between the poet as hero
and the poet as outcast. The paper also explores the cultural and intellec-
tual circumstances in the decade prior to the publication of the poem that
may have led Engonopoulos to choose the figure of Simoén Bolivar as the
central character of his poem and of Abraham Lincoln as Bolivar’s “double”
in the poem’s famous conclusion.

ver since the time of Horace, Pindar’s poetry has been referred to as

a poetry of the sublime: he is “like a river, rushing down from the

mountains, / that the rain has filled above its usual banks”; he “coins
new phrases in audacious dithyrambs”, he is “carried along in verse / that's
free of rules.” Whatever the topic of his praise he is “granting a tribute
much more powerful than / a hundred statues”; he is “a Dircean swan or a
Theban eagle carried to cloudy heights by powerful breezes”. It is also a
poetry that is often described by scholars as difficult, incompatible with
our own prosaic times, a poetry that dazzles us for the lack of logical rela-
tion between its parts, for proceeding by association, for the element of
surprise that shocks the readers, the daring imagery and the unorthodox
use of vocabulary. A poetry, then, that shares a great deal with Surrealism
and whose “grammar” is clear to anyone who approaches Pindar’s work
today, familiar as most of us are with the language and challenges of mod-
ern art. Engonopoulos must have sensed these affinities when he included
Pindar in his genealogy of Surrealist poets along with Homer and Solo-
mos:

1. Tr. David West, in Horace, Odes, Book 4, Ode Il.
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Apéokopat va Aéw OtL oL utieppealoTai tontal eivat oL KAAUTEPOL, OANK
tétolol Towntai fTav Kt o ‘Ounpog ki o Mivdapog Kt 0 ZoAwudg. Autol yia
péva eival umeppeaiotai, ylati av oL TTONTIKEG OXOAEG glval TTOANEG, 1
Troinon — to {avaAéw — eival pia. (Engonopoulos 1999: 24)

But the problematic, often damning and certainly tortuous history of Pin-
dar’s reception must also have attracted the modern Greek poet’s atten-
tion in the light of the now notorious reactions to his own work. In this
paper | will explore the different ways in which Pindar’s poetry and its re-
ception is embedded in the poetics of Engonopoulos’ most famous poem,
MroAiBép.”

The proclamation is an obvious place to start. The fact that MmoAi8dp
is an ode to a heroic victor who has distinguished himself beyond the lim-
its of his own homeland is a first element that links the two poets. We do
not have here an “"Ode to a Grecian Urn”, or an “"Ode to a nightingale” or to
Liberty or a friend: all these are examples of how the tradition of the ode
has travelled down the centuries and how it has adjusted to different
needs and sensibilities maintaining some general characteristics of praise.?
With Engonopoulos, | believe that we are going back to its very essence.

Moreover, the verse and strophic structure of the Pindaric ode is re-
flected in the strophic structure of Engonopoulos’ poem and the way his
verses are laid out on the page. Indeed, the very appearance of each verse
reflects, | believe, the way Pindar's odes have been printed in modern edi-
tions, with hyphenated words responding to the requirements of metre.
That is the only possible explanation for Engonopoulos’ abrupt cutting of a
word at the end of a verse, a practice which, otherwise, makes no sense.*
As far as the overall strophic structure of the poem is concerned,
MmoAiBdp responds to Pindar in two distinctive ways: the labelling of stro-
phe, antistrophe and epode at the end of the poem makes the parallel
quite clear. Not all of Pindar’s odes had such a triadic structure, however.
Many are written in stanzas repeated for the duration of the ode and
which may be compared to the stanzas of MmoA:8dp. The odes with a tri-
adic structure were meant to be danced by a chorus; the others were

2. Engonopoulos’ relationship with Pindar appears to be an important desid-
eratum of the criticism centered on the Greek surrealist’s work but it has hereto-
fore never been discussed. Some suggestions are made in Vourtsis (1999: 16).

3. For an overview of this topic see indicatively Shankman (1994), Michelakis
(2009) and Fry (1980).

4. See for example the extracts quoted in the following pages.
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meant to be sung in procession (Nisetisch 1980: 34-5). | will discuss the
relevance of this for Engonopoulos’ poem below.

Last, but not least, the geographical expanse in Pindar's odes is also
followed by Engonopoulos. Pindar’s odes, let us remember, go beyond the
cultural and physical boundaries of his hometown (Thebes) and his host
town (Athens) to embrace a world that stretches from Greece to North
Africa and from there to Sicily. If Engonopoulos’s international spirit is a
reflection of Surrealism’s aspirations to go beyond the narrow confines of
the national, then Pindar is one of the first poets to have detached his po-
etry from the requirements of a specific city or race.

Then we also have more specific ideas and images within the odes that
may also be compared: the confidence of the poetic voice in its ability to
commemorate the victor is common in both cases; the description of the
ode as a chariot or as a boat which travels, common in Pindar (Hutchinson
2012 and Calame 2012), is reflected in Engonopoulos’ adjustment of this
imagery in presenting the poem as a tramway that travels to the stars.
Below, | will give five further indicative examples:

First of all, the idea that great deeds require great songs, which marks
the very beginning of MmoA:8ap, is comparable to what Pindar says in Ne-
mean 7, lines 11-16:

& toug peydAoug, yid Tolg EAeVBepoug, yLd Toug yev-
vaioug, Toug Suvatoug,

Appdlouv Td Aoyia T peydia, Té ENeVBepa, T yev-
vaia, T Suvatd®

Et ¢ Toxm TIg €pdwv, peridppov’ aitiav

poaiol Motodv évéBale- Tal peydAat yap GAkai
OKOTOV TTIOALY Upvwv €xovtt Sedpevar:

€pyolg 8¢ kaholg EcomTpov (oapEY EVi UV TPOTIW,
€l Mvapoovag EkaTt AT pauTTuKOG

gVprnTan drowvo poxOwv KAUTALG £Méwv aotdai.

And if a man succeeds in an exploit, he casts a delightful theme upon the
stream of the Muses. For great deeds of strength,

if they lack songs are sunk in deep obscurity,

and we know of only one mirror for noble achievements:

if Mnamosyna in her shimmering veil consents

to let a man find reward for toil in the song of verses, givers of glory.®

5. All quotations taken from Engonopoulos (1993).
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The description of the victor in terms of fire is comparable to MmoA:8dp in
lines 69: “T* dvopd cou TWpa elvar SauNdG dvoupévog” and 94: “Bpdg,
aABavioti pwtid: MmoABap!”

mapda KaotaAia te Xapitwy
£omépLog Opadw PpA€yev: (Nem. 6, 38-9)

and shined by Kastalia at evening
in the Graces’ attendance.

The power of verse to travel far and to affect people’s souls is another
common characteristic of both poets. Compare below passages that re-
veal parallels in the two poets’ imagery:

miétatat & émi te xBéva kal Sié Bordooag

MAGBev

Gvup’ aOT@®Vv- Kat £g AiBioTag

Mépvovog oUk dmovootdoavtog éndAto- (Nem. 6, 50-52)

and their name flies far over earth and across the sea:
even into the midst of the Ethiopians it made its way,
when Memnon failed to return

KpdQw T’ 6vopd cou ExmAwpévog oTnv

kopd1] Tou Bouvov "Epeg,[...]

Amé 5@ 1 B€a EKTEIVETAL HAYEVTIKT] HEXPL TRV VIjoWY
ol Zapwvikod, ) Orfa,

MéypL KET KaTw, Tépa &1’ ) MovepPaotd (I. 58-61)

10 8¢ ap oSt Va0 EALOCOEVOV alEl KUPATWY
Aéyetan tavti poAiota Sovelv
Bupov (Nem. 6, 55-7)

But the wave rolling nearest the ship’s keel
is always a man’s first concern.

Néot B Eumvaive, pé podnuatikiv akpipeta, Tig &ypLeg
VUXTEG TTAVW 0TV KAV ToUg,

Né& Bpéyouve pé daxpua té Tpooképaid Toug, dvaroyt-
Copevol moldg eipovy, okedTdUEVOL

Mg OmijpEa kdmoteg, Ti Adyta gima, T Uuvog EPoda.

6. All translations are by Nisetich (1980). For reasons of space, | have not main-
tained Nisetich’s layout.
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The beauty of the victor is another noteworthy parallel. In MmoAi8dp we
have the famous exclamation, of course, “MmoABdp, eloal dpalog cdv
YEMnvag”. Compare with Pindar’s vocabulary in the following extract:

Taid’ €patov &' ApyeotpdTou

aivnoa, Tév €150V kpaTéovTa XEPOG GAKA

Bwpdv map’ OAGuTILOV

KEVOV KATA XpOvov

i6€q e KOAOV

®DpQ TE KEKPOPEVoV, & TroTe

avoudéa MNavuprSet pépov &haAke oLV Kuttpoyevel. (Ol. 10, 99-105)

| praised Archestratos’ good-looking son whom | saw
in his might, by the Olympian altar

the day he won, handsome in build

and blessed with the youthfulness

that once, through Aphrodite’s favour,

warded ruthless death from Ganymede.

Finally, in both Pindar and Engonopoulos, the exposition of the hero’s ge-
nealogy is not just a technical aspect of praise but aims at stretching
memory beyond experienced time and the life span of one generation,
back to the sphere of myth or forward to the level of the divine. Either
way, this transcendent, vertical dimension of memory creates monumen-
tality (Foxhall 1995: 132-41). This aspect of praise is clear in Pindar every
time the poet forges links between the victor, his family and the glorious
mythical heroes in a process of apotheosis typical of the poetics of the
Pindaric ode. In the case of Engonopoulos’ poem, the hero is associated
with a line of other famous figures that cover a very long stretch of time
(from Palaiologos through Rigas and Robespierre to the present), go as far
back as Heracles’ and culminate with Bolivar's elevation to the stars and
his ascension into heaven ("ToU odv 6V ATTOAWVLO OTA& oUPAvVLA AVEAT}-
$0n”, 1. 118).

All the above examples show that Engonopoulos goes beyond the sur-
face of Pindaric conventions to include details of words and images that
betray not only direct familiarity with the work of the ancient poet but his
willingness to show this, and to frame an intertextual reading for his audi-
ence. | would like now to explore in greater detail some more subtle as-

7. Indeed, Bolivar's §uUA&pa is an allusion to Heracles and a subtle way of asso-
ciating the hero with the mythical past of Greece in the spirit of a Pindaric ode.
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pects of the technique of praise which bring these two poets even closer
through the socio-cultural function of their work: they refer to the poetics
of praise, especially with regards to the communal aspect of the ode and
its performative dimension. Both these aspects presuppose and are en-
hanced by the presence of sculptural references. That is the reason why
sculptural imagery and metaphors within Pindar’s odes have been studied
extensively as fundamental elements of the poetics and the practice of
praise (Smith 2007). Engonopoulos includes similar features in his own
poem, features that have not, hitherto, been discussed nor their relevance
explained. With this discussion | will show that, through the example of
Pindar, Engonopoulos aspires to restore in the modern world the commu-
nal and performative aspect of poetry and the central, hieratic role of the
poet as the main agent of this.

Pindar’s overwhelming imagery has of course been studied exten-
sively, and great attention has been paid to his use of sculptural meta-
phors by many scholars such as Rosalind Thomas, Leslie Kurke and Deb-
orah Steiner. They point out that such metaphors should not be taken just
as an early instance of the “paragone”, the contest, that is, between sculp-
ture and poetry for primacy in artistic expression and vividness of repre-
sentation as the famous lines from Nemean s, 1-5 would suggest:

oVK Gvdplavtomoldg ein”, Mot EAvioovia £pya-
CecBau ayaApat’ £’ avtdg Babuidog

£0TadT’ - AN €Tl doog OAKGS0G év T GrATw,
YAUKET GoLdd,

oTEWY’ am’ Atyivag Stayyélhola’,

I am no sculptor, fashioning statues

to stand motionless, fixed to the same base.

No, on every merchant ship, on every boat

I bid my song

go forth from Aegina, spreading the news

With so many physical marks of achievement such as victory monuments
and statues, it is not out of place to assume that these lines underline a
hidden competition with other forms of celebration (Thomas 2007: 149). In
other words, Pindar may well be trying to tell his audience that he, as a
poet, is better than sculptors because his song is not stationary and bound
to a pedestal but can travel around the world to bring good news of glory
and victory. It is also important, however, to equally acknowledge the
supplementary role these two celebration methods — sculpture and choral
poetry — held in antiquity. In Pindar, references that amplify the effective-

[A] 1120



SCULPTURAL MONUMENTS AND THE POETICS OF PRAISE

ness of praise poetry or that put in greater relief its aims are clear both in
the allusions to statuary within the ode and in the sculptural and artisanal
dimension that writing acquires in the poems. In the examples below one
can see how the poet boasts that he can erect a loud-sounding stone of
the Muses, using, in other words, sculptural vocabulary to refer to his own
poems:

& Méya, 10 &' adTig Tedv Yuydv kopiEat

o0 pot Suvatov- kevedv &' EATISwv yabvov TéNog:
o€d &€ matpy XopLadalg te A&Bpov

vrnepeioat AiBov Motooiov Ekatt ToS®V eV WVUOHWY
8ig 61 duoiv. (Nem. 8, 44-48)

O Megas, to bring your soul back to life again

is not open to me: empty hopes fatten on emptiness.
But | hasten to raise this stone of the Muses

for Aigina and the Chariadai, honouring your speed
and your son’s, victorious twice.

One can also see how the act of praising, honouring and glorifying is de-
scribed in sculptural terms in the examples below:

AN éyw ‘Hpoddtw tev-

XWV TO pév apuatt Tebpinm yépag (Isth. 1, 13-14)

But I, composing in Herodotos' honour
a prize for victory in the four-horse chariot

énel koOda 601G dvdpt coPy
Avtl poxBwv mavtodan®dy €mog elmovt’ dyadov
Euvov 0pB®aat kadv. (Isth. 1, 46-47)

For wise men, in return of labours of every kind,
willingly give noble recognition,
a song honouring the man and his people.

xopievta &' £€eL tOvov
Xwpog dyoApa (Nem. 3, 12-13)

it will be a pleasant task
to adorn this country

In Engonopoulos such references are bolder: the poet speaks of his praise
of Bolivar in terms of writing on stone (lines 64-66):

M’ éva okAnpd ABdpt xapdlw T’ dvoud cou mévw oTrv
nétpa, vepyouvtat dpydtepa ol avBpdToL vd
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TIPOoKUVOUV.

Twdlovtat omiBeg kabwg yopdlw — étol eltave, Aév, O
MroAlBdp — kat TtapakoAouB®

Té x€pt pou kaBwg ypadel, Aapmpd péoa oTév fALo.

Later in the poem he promises to erect the statue of a Kouros (lines 108-
110) in honour of his hero, creating thus a sculptural monument that per-
forms a complementary function to the poem:

(Zdav BGpON pdppapo, té o koAb, amd T ANaBoavéa,

W' ayloopo t@dv BAayepvadv 88 Bpésw triv

Kop¢n pov,

©d& BdAw OAn TV TEXVN HoU aUTH] Tr] OTACN GOV VA Tte-
Aekriow, va otrjow &vol véou Kovpou

T Gyapa otig Zikivou td Bouvd,

Mrj Anopovwvtag, BE€Pata, o6 BdBpo vé xapd&w to Te-
pidnuo ékelvo «X alpe mapoditan.)

It seems, then, that the celebration of the victor both in Pindar and in En-
gonopoulos presupposes the presence or the metaphorical creation of a
statue. In the time of Pindar it was common practice to erect statues as
well as commissioning odes as part of the celebration to honour the vic-
tors of the games. The use of the monument strengthens the celebratory
dimension of the ode and this complementary relation is reflected in the
use of sculptural metaphors and imagery within the poem.

What is more, this pairing of verbal and visual art underlines what Les-
lie Kurke calls megaloprepeia as a fundamental aspect of the communal
dimension of celebration and praise (Kurke 1991: 163-194). Using the ex-
ample of the honorific statue as a paradigm or foil for his enterprise, the
poet declares his composition able to satisfy individual and collective de-
mands. The materialized ode together with the triumph it proclaims can
become a “common benefaction” bestowed on the city by the victor. And
the patron who has commissioned the ode, he too exercises megaloprep-
eia towards his community (Kurke 1991: 272).

This communal dimension is clear in both Pindar and Engonopoulos. In
the case of the ancient poet, as we can see from the examples quoted
above, the ode is considered as a monument that belongs to the public as
the word &uvdv of Isthmian 1 suggests or indeed the fact that the ode is
xwpog ayoipa in Nemean 3. Scholars have also discussed the ritual di-
mension of the Pindaric odes, revealed in indications of ritual practice in
them (Ferrari 2012; Calame 2012). Examples of ritual practice in MmoA:8ap,
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on the other hand, would include the pilgrimage of the people to the
monument of Bolivar (“v@pyouvtal dpydtepa ol dvBpdTioL v& Tpooku-
volv», |. 64), the process of purification of the artist before he begins his
work ("' aylaopa t@dv Bhaxepviv Ba Bpé€w trv kopdri pou”, I. 108), but
above all the very form of the poem, incorporating elements of both the
processional and the choral type of Pindaric ode.

Let me explain: the layout of MmoAi8dp clearly shows two different
patterns. On the one hand, from the beginning to line 119 the poem has a
strophic structure; from line 120 onwards, on the other hand, the poem
bears the labels of choral poetry: proclamation, turn, counterturn, epode,
conclusion. | believe that Engonopoulos is creating here a composite ode
that begins as a processional one progressing as it does towards the point
when the monument of the Kouros is being erected. At this point (lines
108-110) we have a stasis during which the poet reflects on the hero’s ul-
timate confrontation with death:

Aéve TG yvwpLle amod miply, pé piav dkpifeta ddpavta-
otn, ) pépa, v ®pa, T6 SeutepdAedTo GKOUN:

T oTiyp,

Tfig Mdyng Tiig HeydAng ToU eitave yu' avtdva

pévo,

KU &mou B¢ vdtave avtdg o 181og otpatdg ki’ €xOpag,
NTINpévog kal viknTrg padi, ipwog tpomatos-

X06 KU’ €é§Lhaoctrplo B0pa.

The Kouros of course is an apt symbol in that context, because of its use as
a grave marker in Archaic and Early Classical Greece. Such statues created
a link between the dead and the living and they became the focus of ritual
practice. With the address and the labeled tripartite section of MmoABap
that follow, we proceed to the choral part of the ode in which, just as in
the time of Pindar, a specially trained chorus would perform with the ac-
companiment of musical instruments and with the participation of the
citizens. And this is exactly what we have here too: directions such as “en-
trée des guitars” or “yopdq éAeuBepotektOvwy”, or again “¢8® d&kov-
YOVTaL HOKPLVEG poUaLkEG ToU Taiouv” indicate the poet's instructions
for the performance of a celebration or ritual involving a chorus and musi-
cians.

As discussed above, the communal dimension was key to the existence
of the ode and its performance because it was commissioned for that pur-
pose, and it ensured the participation of the citizens and therefore the
establishment of the artist as an indispensable agent of the celebration. It
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is my belief that Engonopoulos’ choice of a Kouros as opposed to any oth-
er type of sculpture confirms his wish to assert the communal scope of his
ode in yet another way: the Kouros has a certain degree of abstraction in
its representation and therefore shuns any individualized characteristics
and identification by name that would be considered too bold acts of self-
assertion in antiquity and would therefore be condemned. As Steiner
points out (Steiner, 2002: 269) a particular personality was assimilated to a
familiar and idealized type so that the audience could easily recognize
itself and emulate this “everyman”. This also ensured the avoidance of
@Jdvog, envy at the expense of the laudandus, of which Pindar was cer-
tainly aware as we can deduce from the following extracts:

GdBévnTOG &' aivog ‘OAupTLoViKog
oUtog &ykettat. (Ol. 11, 7-8)

without stint is that praise
dedicated to Olympic victors.

10 & Gyvupad,
$O6vov auelBduevov ta kaa Epya. (Pyth. 7, 18-19)

But this grieves me,
that envy requites your noble deeds

A clear reference to envy, spite and malice against the hero of the poem is
made in MmoAiBdp in lines 100-110, where Bolivar has been the target of
deviousness, betrayal and backstabbing as the following terms suggest:
“o’ éruBouvAevtijkav”, “*néoa “vroAdma” kai §¢ ool ‘otnoav v méong, va
xaBfig”, “ol €xBpol oou”. This clearly indicates that the acceptance of the
hero by his community and the communal harmony achieved by Pindar in
his odes does not really work for Engonopoulos and his hero. This rupture,
which permeates the poem in spite of the poet’s consistent efforts to
achieve communal integration and acceptance, will culminate, as we shall
see, in the poem’s conclusion, the famous ZYMMEPAZMA.

But let us return to the complementary roles of poetry and sculpture:
statue making and poetic immortality are connected in MroA:8dp thanks
to the use of parentheses that frame two distinctive passages in the poem:
lines 25 to 32 in which the poet confirms his future fame through images
that show how his voice will have the power to stir people’s souls; and
lines 108-110 in which the poet speaks of his carving of the honorific statue
of the Kouros. These passages set against each other the celebration of
the poetic voice and the ideal elevation and fame bestowed by the statue.
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A similar apotheosis by the hand of the poet is implied when Engonopou-
los describes his hand as writing bright in the sun:

M’ €va okAnpd ABdpt xapdlw T’ Gvopd oou mavw otV
métpa, vapyovat apydtepa ol avBp@®TOoL VA
TIPOCKUVOUV.

Twalovtat omiBeg kabwg yapdlw — £tol eltave, Aév, 0
MrmoALBdp — kat TtapokoAouB @

TO xépt pou kKaBwg ypddel, Aautpd péoa oTtév fALo.

This juxtaposition of the material and immaterial reflects the poet’s ex-
ploitation but also subversion of sculptural imagery in favour of the values
of his own ode. Poetry is better able to bestow immortality because it is
the art par excellence that is inspired by the Muses (a deified Epmvevolg in
the case of Engonopoulos). What is more, the fact that it was sung and
performed in public ensures the transmission of tradition through oral per-
formance and ritual enactment. This process of praise puts the poet along
with the victor on the pedestal of fame and at the centre of civic life. This
link becomes clear when the poet assumes the characteristics of the lau-
dandus: in Pindar’s odes he is referred to as an athlete or a chariot rider
and in Engonopoulos as a soldier.

*

| hope to have shown so far that MmoA:8ap, being a modern victory song,
shares a number of characteristics of form and imagery with Pindar’s epi-
nicians which help us better explain its purpose: to glorify a victor, and
along with the victor and through the victor’s persona, to elevate the poet
as a conferrer of immortality and as an integral, pivotal member of the
community. Surely though discreetly, the poet becomes the hero, the ath-
lete or indeed for the purpose of our poem here, the soldier who “was
there”. Indeed, Engonopoulos’ assertion “fjuouv #kel” links him with
Simon Bolivar in @ manner that is almost literal, that goes, therefore,
much further than Pindar’s metaphorical imagery. Engonopoulos was not
of course present at the battles of Boyaca (1819) and Ayacucho (1824)
which marked the Independence of South America from Spanish rule, but
he was indeed a poet-soldier, fighting on the Albanian front a war for
freedom, just like Bolivar a century before him.

But what is it that, in the winter of 1942 to 1943, made Engonopoulos
turn to a South American hero and sing of his deeds in a Pindaric manner?
| do agree with all the scholars who maintain that such choices are dic-
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tated by the circumstances of the Second World War, that is, the need to
boost and uplift the patriotic and agonistic spirit of the Greeks and high-
light the values of resistance, self-sacrifice and freedom in a period of for-
eign occupation. | believe, however, that the above generally valid points
still do not justify the specific poetic choices made by Engonopoulos: for
that, we need to explore further the wider cultural and intellectual circum-
stances during the thirties and leading up to the outbreak of the war which
may have encouraged the Greek poet to bring together within one single
work the heroic figure of Simodn Bolivar, the epinician tradition of Pindar
and, as will be shown below, the American President Abraham Lincoln.

One such circumstance that must have had a great impact on En-
gonopoulos is, in my opinion, the New York World Fair of 1939-40, in
which the poet participated in a collective exhibition by Greek artists.? The
Fair's theme was “The World of Tomorrow” and it aimed at forging a spirit
of fraternity among the participating nations as a foil to the still fresh
memories from the First World War. It also clearly supported innovation in
every possible aspect and promoted modern, forward-looking ideas in the
arts, sciences and technology.’ The Greek Pavilion, commissioned by
Metaxas and designed by the architects Alexandra and Dimitris Moretis,
was no. 12 in the Hall of Nations within the Government Zone. This Hall of
Nations consisted of a series of Pavilions arranged around the Lagoon of
Nations and the Court of Peace and was located near the League of Na-
tions Pavilion. Clearly, as all these names suggest, in addition to the estab-
lished interest of the Surrealist artists in the values of Internationalism and
the modernist interest in primitive cultures quite properly discussed by
many scholars,’ there seems also to be a real-life experience of interna-
tionalism and primitive cultures in the context of that Fair.

On the walls of the Canada Pavilion Engonopoulos could see displays
of huge totems, and the area of the fair was strewn with statues of African

8. The Fair itself is of course very well covered, but the Greek delegation and
the Greek pavilion are only now beginning to become the object of systematic,
scholarly study (mentioned by Hamilakis 2007 and by Zacharia who is involved in
an ongoing research on the topic in the context of her interest in Greek Tourism
and propaganda during the Metaxas dictatorship. She is discussing the Greek pa-
vilion of the New York World’s Fair from that point of view in Tziovas (2014). For
Engonopoulos’ participation see Perpinioti (2007: 60-2).

9. A number of illustrated books are devoted to the New York World Fair. See
for example Appelbaum (1977) and Cusker and Harrison (1980).

10. For Engonopoulos in particular see Tachopoulou 2010.
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art as well as Malvina Hoffman'’s circular relief sculpture “"Dances of the
Races”. A large number of Pavilions were decorated with murals, some by
quite famous artists such as Fernand Léger, Pierre Bourdelle, Witold Gor-
don and Rockwell Kent. The Greek Pavilion was next to the Pavilion of
Mexico and within the same area as those of Venezuela, Peru, Cuba and
other Central and South American countries. The Federal Building’s front
walls featured two colossal relief sculptures by Harry Poole Camden repre-
senting Peace on one side and Common Accord Among the Nations on
the other. What is more, there was a re-enactment of important historical
events of American history within the same area.” The point | am trying to
make here is that Engonopoulos’ participation in this Fair must have en-
hanced his exposure to, and interest in, American and South American
history, the multicultural dimension of art in the modern world and the
emphasis on peace, fraternity among the nations, liberty and international
co-operation. Suffice to read the addresses on the occasion of the opening
of the League of Nations Pavilion to understand how such values were
promoted as an important aspect of the Fair and as a foil to the traumatic
experience of the First World War.™

Pindar would not have been out of place in this context. Indeed it is
highly significant that the front wall of the Greek Pavilion was adorned
with a few lines from Pindar’s Olympian 13, 6-10 emphasizing the values of
justice and peace:

év T& yap Evvoplia vaiet, kaotyvntal te, BdOpov moAiwv dodalé,
Alka kat Opdtpodog Eipriva, tapial dvdpdot mhovtou,

Xpuoeat oideg eBovAou OEuLToG.

£0€NovTL &' GAE€ely

“YBptv, Kdpou patépa Bpacupubov.

home of Eunomia and her sisters — Dika, unshakable foundation of cities,
And Eirena, preserver of wealth:

golden daughters of sagacious Themis.
They are eager to repel
Hybris, brash-tongued mother of Koros.

11. The so-called “American Jubilee”, which recounted American history
through song and dance routines. See Duranti (2006: 675).

12. Published in a pamphlet as Addresses delivered on the occasion of the official
opening of the League of Nations pavilion, New York: League of Nations, 1939.
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"Dances of the Races” by Malvina Hoffman
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Naturally, such an excessive display of pacifism and an eagerness to pro-
mote a utopian future based on democratic values and technology could
not have passed unnoticed by many critical minds who did not fail to ob-
serve how “both seasons [of the Fair] offered narratives intended to neu-
tralize the disturbing implications of the European war” (Duranti 2006:
663). Wyndham Lewis, for one, highlighted the paradox when he wrote
that “A World’s Fair and a World War, in the same compartment of time,
somehow do not harmonize. [...] Gazing at the massed fountains, you
think of the flamethrowers. Looking at the death’s head of the Peruvian
mummy, you recall the unburied, helmeted dead of the battlefields.”*

But whereas the conflicting messages promoted by the Fair as it
moved form its first season (April to October 1939) to its second (May to
October 1940) have been studied extensively, the significance and conno-
tations of Engonopoulos’ participation have not been discussed at all and
it is the topic of my ongoing research and of another, forthcoming presen-
tation. It is easy of course to blame Engonopoulos for eagerly taking part
in an event framed by the ideological dictates and propaganda of a totali-
tarian regime. It is worth considering, however, how such a participation
may have subverted the dominant discourse and especially the emphasis
Metaxas’ Deputy Minister, Theologos Nikoloudis, put on parallelisms be-
tween antiquity and the present day and the promotion of “a national im-
age of contemporary Greeks as descendants of the ancients and perpetua-
tors and preservers of their heritage” (Zacharia, 2014: 188). In MmoA8dp
Engonopoulos creates a genealogy that challenges the line of ancestry
that the regime wanted to forge; its international aesthetic breaks the
national pattern; the ethnic, primitive dimension of the poem goes against
the grain of the “athletic” cleanliness projected by Metaxas in its effort to
promote closeness with the athletic ideals of the Third Reich. The refer-
ence, in the poem, to the controversial figure of Androutsos may be point-
ing to such a subversive stance too. And although the praise finally settles
on Simon Bolivar, a universally accepted hero, Engonopoulos highlights,
as we shall see in my discussion of the poem’s XYMIMNEPAZMA, the contro-

13. Wyndham Lewis (1940: 285-6), quoted in (Duranti 2006: 663).

14. Key players in this were the famous photographer, Nelly’s with photo-
graphs highlighting the affinities between ancient statues and modern people;
Eirini Nikoloudis, wife of the Deputy Minister, who selected the folk are to be ex-
hibited at the Fair; and Spyros Marinatos, the newly appointed Director General of
Antiquities, which was instrumental in selecting the replicas and five originals to be
showcased at the Fair. All discussed in Zacharia (2014: 206 onwards).
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versial nature of national symbols and the conflicts that lie under any aspi-
rations at homogeneity and uniformity sought in official, state directed
discourse.

The fact that 1930 was the centenary of Simodn Bolivar's death must
have certainly helped Engonopoulos in his choice of protagonist: the al-
ready widespread cult of this visionary figure and his dream of Pan-
Americanism was celebrated around the world. Engonopoulos might have
heard about the erection of a new statue in Paris, on the Avenue des
Champs Elysées, and he could have seen the Bolivar statue in Central
Park, New York during his visit in 1939. In the same decade, a play by Jules
Supervielle inspired by Bolivar’s life was performed in Paris in 1936, and in
1938 Emil Ludwig published his biography of Bolivar (English tr. 1940),
which sets out to explore the complex personality of The Liberator.™ All
these may have contributed to the prominence of that specific visionary in
Engonopoulos’ imagination.

We may, then, begin to understand a bit better the forces behind the
composition of MrmoAiBdp. On the one hand the confidence in a peaceful
world of tomorrow, a world of liberty, fraternity, equality; on the other,
the outbreak of the Second World War that shatters that dream. As En-
gonopoulos was walking back to Athens following terrible hardship on the
Albanian front he might have been asking himself a question many other
poets asked in comparable circumstances: what is the point of such aspira-
tions with war raging and always dominating human lives? Seferis asked
this question too, translating Halderlin.* But above all, it is Cavafy’s “O
Aapeiog” that must have been at the back of Engonopoulos’ mind: “péca
OTOV TIOAENO, PavTAoOoU, ENANVIKA Ttotrjpotal”

The poem’s subtitle of "Eva éAAnviké moinua must, therefore, be a trib-
ute to Cavafy’s reflections on the value and uses of the poet in times of
war. There are no games here to bring peace as in the time of Pindar. On
the contrary, the Olympic Games of 1940 were actually cancelled because
of the war. But in that ultimate agon, war itself, the example of Pindar be-
comes the prototype of the poet whose work traditionally stood above
divides and conflicts but also of the poet whose ideals seem to be increas-
ingly at odds with modernity and the new values it introduces. It is not
accidental that other poets felt the need to invoke Pindar and his epini-

15. | would like to thank Professor Georgia Farinou-Malamatari for suggesting
Ludwig's biography as a possible source for Engonopoulos’ poem.
16. As a motto to the first Logbook.
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cians to express one or other of these contradictory aspects: Sikelianos
composed his Emivikot at comparably crucial moments of Greek history,
the first set in 1912-13 in the context of the Balkan Wars, and the second
set in 1940-46 in the context of the Second World War, embracing the
more traditional and heroic aspect of Pindar’s tradition. Karyotakis, on the
other hand, with bitter humour and a satirical voice underlines the poet’s
marginalization.

It is telling therefore that the two instances in which Engonopoulos ac-
tually names Pindar are clearly related to his own preoccupation with the
poet’s role in society and his wish to reach out to the people:

Apéokopat va Aéw OTL oL utieppealoTai tontal eivat oL KAAUTEPOL, OANL
Té€tolol Totntal fTav Kt o ‘Ounpog ki o Mivdapog Kt 0 ZoAwudg. Autol yia
péva elval umieppeaAiotal, ylati av oL TONTIKEG OXO0AEG ival TTOANEG, 1
moinon — to avaréw — elvar pia. Zta Suokoha xpdvia Tou {oupe aya-
mouv ot ABnvaiot va kdBovtal Kal va AEMToAOyoUV Ta TIPARLKPA KOL 0
orjuovta Tpdypata. ‘Opws SUCKOAEUOVTAL VO TTANGLACOUY TO £€pYO0 OV,
adov ouTe avaddyoug Sev Exw otnv Eupwrm). To €pyo pou Sev €xeL pLun-
TAG, KL ag petappdotnkav ot &€veg YAWOOEG TTIOAG oTtd Tal TIOUHATA
pouv.”

And in another interview a few years later:

H moinon Sev Ba ptdoel oTE oTO peydho kotvd. Eivat oAU dvokoro. Kat
oL apyaiol Npwv Tpdyovol dkouyav ‘Ounpo, oAAG oAU Alyol amoAduBa-
vav to BdBog. Yrripyxav dvBpwTot otnv emoxr| pou tov Stdfadav TauTo-
xpova Mapdoxo kat Mivéapo. Aev €Byatve cupmépacpa... Na oog mw, Sev
Eépu; Qv TIPETEL VA ETILSLWKOUE va gUyKLVnBoUv amd tnv moinor ot ToA-
Noi.”

We see here the relevance of Pindar in a different context from the one
discussed above: what is brought to the fore is Pindar’s reception as op-
posed to Pindar’s poetry. Pindar seems to be associated with poetic isola-
tion and lack of followers; and Pindar is also mentioned in relation to po-
etry and its ability to reach out to the masses. It is difficult, Engonopoulos
says, for poetry to secure a large public. Is it because good poetry is diffi-
cult and belongs to a higher sphere hard for the common man to pene-
trate? Or is the difficulty of poetry a symptom of the present generation’s

17. Interview to A. Mystakides in @wg tou Kaipou (1954), in Engonopoulos

(1999: 24).
18. Interview to Frida Bioubi in IKON (1981), as above, p. 164.
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inability to see, to recognize its riches and values. Is poetry for the select
few?

It is not, therefore, accidental that MmoAiBap not only celebrates the
heroic elevation of the poet-victor through the image of the Kouros-
Bolivar, but it also dramatizes the inherent tension underlying such aspira-
tions. Note what Engonopoulos writes in Section 5:

Kai twpa v’ aneAntiCoupat ov {cape orjpuepa Sév pé Ka-
tédAaBe, Sév BéNnoe, 8¢ pndpeoe va Kata-
AaPelL i Mw kaveig;
BéBata trjv {8ta TU)M vdiyouve Ki' aTd IOV Aéw Twpa
yL& tov MmoMBdp, Ttov 8& Té abiplo yid
t6v Avépoiltoo;
Aév gival kU’ e6koAo, GAMWOTE, v yivouv Téco yAryopa
AVTIANTITEG popdEg TG onuoaciog T Av-
Spoutoou kal tod MmoABép,

Moapdpota cUpPoAa.

Engonopoulos seems to almost echo here the famous lines of Voltaire
about Pindar as the poet that nobody understands.” And this problem
was noted, it appears, by Pindar himself when he claimed in an admittedly
controversial passage of Olympian 2, 83-6 that “TMoAA& pot UTT' dyk&vog
wKEa BEAN [ Evdov évtl papétpag/ pwvdevia cuveTolo- £€G &€ TO TIAV
Eppa-véwy [ xatiCel” ("There are in my quiver many swift arrows, striking
to the wise, but the crowd need interpreters’). Here is a poetic complaint
that goes hand in hand with Engonopoulos’ life and work. And here too
Pindar is a useful parallel, for he himself was not spared such a fate. It ap-
pears that hardly a decade after his death he was already perceived as
being out of date and out of place. The Athenian comic poet Eupolis ob-
served that Pindar's verses had grown unpopular among the citizenry:
"f1dn KaTaoECyaopEva VTG TiiG T®V TOM®V adihokahiag” (Hamilton
2003: 18). Their inability to appreciate beauty makes the vulgar crowd un-
able to understand his poetry which was felt, as a result, to be outmoded,
antiquated and belonging to an expired worldview. And Aristophanes’
presentation of Pindar in The Clouds confirms this discrepancy. Hamilton
explains how, through a series of allusions and imitations of the Pindaric
style and vocabulary, Aristophanes underlines the untimeliness of Pindar

19. “Toi, qui modules savamment / des vers que personne n'entend / et qu'il
faut toujours qu’on admire”. This comes from Voltaire’s Ode 17 dedicated to Cath-
erine the Great, and is quoted in Hamilton (2003: 2).
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and the antithesis between the city (Athens) and the man (Hamilton 2003:
19-22). Even more apt is what Euripides said in his tragedy, Electra (387f)
about the highborn athletes celebrated by the epinician poet: ai &¢
odpkeg al kevai dpevidv [ dydApat’ ayopdg (Hamilton 2003: ch. 1 and
Nisetisch, 1980: 14). Making such a reference to the statues which, as we
have seen above, were key components of the process of praise, under-
mines the whole process and the inherent values of praise, challenging
therefore the basic components of monumentality.

Pindar’s assertion in Olympian 2 sounds almost prophetic in this con-
text, confirming that literary afterlife depends on society’s approval. En-
gonopoulos is locating his predicament in a similar context: the Athenians
do not understand his work; this may be just as well, considering the gap
that exists between the masses and the lofty world of poetry. This, how-
ever, results in a form of poetic isolation since such a lack in understanding
necessarily results in a lack of dvaddyoug and puntdg, the lack of a poetic
continuity. The use of the statue by Euripides, an image that brings to
mind Seferis’ own dydApata, shows how well the public monument is able
to incarnate the tensions that Engonopoulos wants to express in
MrmoAiBdp: heroic aspirations and public repudiation, lofty ideals and base
adlokaAia, the poet at the centre of civic life and the poet as an exile.

The contrast between conditions so diametrically opposite is subtly
but clearly made throughout the poem even before its culmination in the
famous ZYMIMEPAZMA. A first indication is the location of the Kouros
statue. Statues of heroes are traditionally placed in public squares and
therefore at the centre of civic life, just as, in the time of Pindar, they
would be occupying a place of pride in the agora of the victor’s city. In the
case of Olympian 7, Pindar’s ode for Diagoras of Rhodes, it is actually stat-
ed that the ode itself was written up in gold letters in the temple of Lindian
Athena (Thomas 1992: 106). In MroAi8dp, on the other hand, the statue of
the Kouros is located outside the city, somewhere vaguely described as
"ong Zikivou ta Bouvd”. Already the fate of the hero seems to be taking
shape. Along with praise and inclusion we have isolation, a feeling that is
confirmed in the emphasis on Bolivar's loneliness: “ovdayot mavta” (I. 17).

This alienation is also suggested through the poetic “I”. In Pindar it is
complex and dialectical, what Fitzgerald calls “transpersonal” (Fitzgerald
1987: 13). It can be a “bardic I” or a “choral I” celebrating, therefore, the
interconnection of unity and individuality. In Engonopoulos, on the other
hand, the poetic “I” carries the unmistakable individuality of the poet
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whose character never quite merges with the community.* Just as Bolivar
was exiled and remained cut off from his homeland and the people for
whom he fought (Lynch 2006),”* so too the hero in the poem appears to be
condemned to isolation and exile.

The ZYMIMEPAZMA of the poem, however, takes us back to Pindar and
the function of the conclusion in the odes. As many scholars have pointed
out, the final lines of an epinician celebrate the return of the hero from the
heights of his quasi-divine elevation back to his community and his sym-
bolic welcoming among his fellow citizens (Nisetich 1980: 41, 46). This is
an act of xenia, which underlines the importance of hospitality extended
towards the victor but embracing the poet as well. It confirms his key role
in bringing the community together through the laudatory and performa-
tive dimension of the ode.

Quite unlike the example of Pindar, then, in Engonopoulos’ poem such
hospitality is rejected. But the imagery brought into play to dramatize this
has nothing to do with Pindar. We need to turn instead to two other texts
that will introduce, at last, the third character named in my title: Abraham
Lincoln. The first is Engonopoulos’s own poem “H teAeutaio épdavioig
Tovda Tod ‘lokapltn”,”* which has some undeniable affinities with
S>YMMEPAZMA. The other is a totally unexpected source, the poem of a
now almost forgotten American who died in 1931 and who became fa-
mous in his lifetime for promoting the performative dimension of poetry
and its association with music, song and primitive rituals (Hoffman 2011:
ch. 2). | am speaking of Vachel Lindsay and his poem “Abraham Lincoln
walks at Midnight” (1914).” The poem belongs to a series of eulogies that

20. Despite the fact that, in emulation of Pindar, Engonopoulos alternates be-
tween a first person singular (“kai Twpa v’ &neAniCoupat) and a first person plural
(6N GG tepvoTpe ypriyopa).

21. See esp. chs. 11 (Journey of Disillusion) and 12 (The Legacy).

22. For Walt Whitman’s poem “Blood-money” as a possible source for the
name of Judas in this poem see Ricks (2010: 235-39).

23. Lindsay’s poem is inspired by the tomb of Abraham Lincoln in Oak Ridge
Cemetery in Springfield, Illinois. The location of this cemetery, whose typical fea-
tures are preserved in the “Conclusion” part of Engonopoulos’ poem, was carefully
selected by its designer, William Saunders, who was following the Rural Cemetery
Landscape Lawn Style: it includes rolling hills, just like the hills described in the
Greek poem. The construction of the tomb itself was the result of an initiative by a
group of Springfield citizens who formed the National Lincoln Monument Associa-
tion. It was designed by Larkin Goldsmith Mead, and it includes a bronze statue of
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emerged following Lincoln’s death creating a myth around his person that
has been preserved until today. Its popularity was such that a statue of
Lincoln inspired by this poem and given the same title was erected in 1935
in Charleston, West Virginia.

Apart from the obvious influence of Whitman, who was the first to
idolize the figure of the President in his poetry, other possible triggers of
the Greek poet’s interest in Lincoln may again be related to his stay in
New York. There are, of course, the historical re-enactments at the New
York World Fair mentioned above; but at that time a Pulitzer-prize play
was also being performed in the city, Abe Lincoln in Illinois written in 1938
by R. Sherwood, which became, in 1940, an acclaimed movie. This was
one of many tributes to the iconic president who was murdered for his
liberal ideas and whose death created a cult comparable to that of Simén
Bolivar. What is more, if Engonopoulos was indeed familiar with Emil
Ludwig and his work, then the famous biographer, who had written a bi-
ography of Lincoln as well as one of Bolivar, may be another possible
source for the Greek Surrealist. But the relevance of these two personali-
ties, Lincoln and Lindsay may also be considered from yet another point of
view: both of them became iconic, leading figures in their respective fields
during their lifetime but both encountered strong opposition and suffered
disrepute or indifference.** And as | mentioned above, Lindsay was quickly
forgotten after his death. Such mixed and extreme reactions, when put
together with the problematic reception of Pindar after his death, may
have impressed upon Engonopoulos the precarious and solitary existence
of leading figures, be it in politics or in poetry. They reflect and incarnate
symbolically his own difficulties with what he always refers to as a hostile,
aggressive and clueless Athenian bourgeoisie.

But let us turn now to “Abraham Lincoln Walks at Midnight”. It is clear from
the outset that Lindsay’s poem shares a lot with the imagery that En-

Abraham Lincoln the Emancipator and a bronze head of Lincoln (by Gutzon Bor-
glum) which is associated with superstitions of rubbing the president’s nose for
good luck. It seems that statues of Lincoln are associated with superstitions / urban
legends because such stories exist also in relation to the statue of Lincoln at the
Lincoln memorial in Washington DC. There have been attempts at stealing the
body for ransom, and as a result there have been a number of security actions to
secure the safety of the dead president.

24. In Lincoln’s case a good example of such attitudes is Edgar Lee-Masters’
biography, Lincoln. The Man, published in 1931. On the topic see Norman (2003).
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gonopoulos deploys in his poems. It is about the bronze statue of Abraham
Lincoln, which is erected on a pedestal as part of a monument dedicated by
the grateful citizens of the town in love and commemoration. The setting is
identical: “our little town”, the mourning “figure” that “walks”, the man
who “cannot sleep upon his hillside”. He is a “bronzed, lank man” and is
dressed in his recognizable suit that Engonopoulos refers to as “pevti-
ykéta”. Even the line “we who toss and lie awake for long” is reflected in
Engonopoulos’ description of the citizens: “otékovtav ddUvato v KAeloeL
Kavelg pdtl” or the statue “étdpale tév UTVO TOV KOLPWHEVWY’ and
“AVaOTATWVE TiG T)OUXEG GLUVELST|OELS”.

But this is where the similarities between the two poems end. In the
case of the American poet, who published this in 1914, the idea is to pre-
sent Abraham Lincoln as a genius loci, a Christ figure who suffers as a re-
sult of the First World War and the toils it has brought to humanity. He is
the beloved leader who cannot rest because he realises that his efforts for
peace and concord have been shattered. It seems that, in the eyes of Lind-
say, the meaning of Lincoln’s political work is relevant beyond the con-
fines of the US and becomes a universal spiritual message of freedom. The
statue of Lincoln cannot rest therefore, as a result of the injustice that
reigns in Europe, reflected in the phrases “the sins of all the war-lords” and
“things must murder still”. His place on the hill outside the city, therefore,
is not perceived as a sign of distance and exile but as the outpost of the
guardian angel and trustee of society’s hard won values. Note that the
citizens do not complain at his disturbing their sleep. Quite the contrary,
they choose to stay awake and wait in expectation of his passing by.

The dynamics between the statue and the citizens in ZYMMEPAZMA is
articulated in a rather different way. Initially and as a result of the success-
ful outcome of the South American revolution, a monument to Bolivar is
erected in a nearby hill.

MET& TV £TUKPATNOLV TG VOTIOOUEPLKAVIKTG EMOVAOTACEWG OTrONKE
ot AvamAt kai T MovepBootd, £mi épnpikod Addou deomdlovtog Tijg To-
Aewg, x&AKvog vEpLag ot MmoABap.

As a piece of public art, the statue represents the shared struggles and
values of the people who participated in the war and confirms therefore,
the purpose and function of a monument in a community: to remember
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and to remind.”®* With the introduction of the word “6pwg” however one
begins to sense the first cracks in the solidity of this edifice. The strong
wind, the noise produced by the frock coat of the statue and the inability
of the citizens to sleep indicate a problematic relationship between the
monument and the city, a growing gap between the distant figure and the
public. As a result, appropriate actions by the citizens successfully bring
the monument down:

"Opwg, kaBwg tig vixTteg 0 0dodpdg dvepog Tov Pucodoe dvatdpadle pé
Bia v pevtiykdta tol fipwog, 0 pokalovpevog BopuPog eitave tdéoo
HEYOAOG, EKKWHAVTIKGG, IOV oTéKOVTaV ASUVATO V& KAEloEL KaVe(§ PdTL,
6év pmopoloe vd yevij mAéov Adyog yid Umvo. "Etol ol kdtolkol €riTnoav
Kal L& kataAAAwY Evepyel®yv, EméTuyav Trv kotedddion tod pvnueiov.

This deconstructive anti-climax is suggested, as we can see, with a careful
choice of words and images: the initial erection of the statue on its pedes-
tal is counterbalanced by the final demolition, opposing the verb otrifnke
with its final katedddion. The hero is no longer welcome in society: his
pevilykéta denotes a different fashion, old and no longer appealing, al-
luding to his belonging to a different era which is alien to the people.
There is also a discrepancy between the messages the statue represents
and the recipients: the messages are no longer understood and they are
perceived as deafening noise — the imagery here is meant to both contrast
traditional perceptions of choral poetry and especially Pindar as a buzzing,
sweet sound of bees, and subvert the well known motif of the statue of
Memnon which sings when in contact with the first rays of the sun. The
coat, which denoted the leader as a prophet and Messiah rings in vain.”
The revolutionary alertness has gone to sleep. With a phrase that suggests
suspicious and conspiratorial behaviour the monument is demolished.

The conclusion of Engonopoulos’ poem, then, performs a function op-
posite to that of a Pindaric ode. The modern Greek poet stages the grad-
val divergence between the citizens and the hero/poet. Xenia is turned to
exile and the poet is a xenos in the negative sense of the word. This gap
suggests a degrading of the citizens that appear now more like Horace’s

25. As Rotella (2001: 1) succinctly puts it “they assume art’s power to maintain
what's held in common by joining the particular and the general and by making
transient things persistent”.

26. In the Charleston, West Virginia, statue mentioned earlier, the president is
wrapped in this coat, making it a prominent and emblematic feature of his appear-
ance.
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“vulgus” and Pindar’s “té mav”. From an age of heroes we have now
passed to an age characterized by conformity and convention; from an
age of vigilance we find ourselves in an age of slumber and “comfortable
numbness”; from an age of memory and monumentality to an age of
oblivion and iconoclasm. Note how this subversive situation is reflected in
the use of language. After the richness, musicality and vibrant character of
the poem’s vocabulary and imagery up to this point, we are left with a dull,
descriptive third person prose kaSapevovoa that brings the poem abruptly
down to earth.

This collapse of the ode is suggested in two additional ways: first, in
the “diminuendo” mode in which the counterturn finishes and, second, in
the final farewell hymn to MmoABdp. In the first case, the absolute super-
lative that is gradually diminished to comparative and then positive, as
well as the very meaning of the adjective (bpiktdg means horrible), un-
dermine any naive expectation that the dream of liberty can indeed be
realized and endure:

v dprytdTaTo OpKO
16 OpIKTOTEPO OKATOG
16 dpiyTd TMapApVOL
Libertad

The Second World War is tangible proof of how easily and how quickly
such ideas are tested against the harsh realities of the world. At best they
are like a fairy tale, the stuff of legend and dreams.

In the second case, the section entitled “Yuvog dmoyaipetiotrplog
otdv MmoABap” confirms the element of defamiliarization and incom-
patibility already staged in the ZYMMNEPAZMA. For the hymn is a mere
question framed by melancholic and nostalgic songs for a now bygone,
heroic era:

otpatnyé

t{ {ntodoegotr AdpLoa
oV

£vag

Yépatlog;

This question underlines precisely the issue of compatibility between the
hero and his environment: the displacement of the general to a different
city (an islander in a landlocked city, a hero in a possibly less distinguished
place) recalls Pindar’s own situation as a misfit in the vulgar crowd of Ath-
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ens (he, a Theban).” But above all, this anti-hymn is what demolishes the
poem itself, bringing it down from its pedestal, making it a parody of it-
self.

These ideas may be projected onto the inscription on the pedestal of
the Kouros. “Xaipe mapodita” is indeed an invitation to the passerby to
participate in the tradition the monument celebrates and to become part
of its community. What is more — to imitate Engonopoulos in his word
games — spelling this word as mapwdita confirms that such a celebration
can only take place thanks to the ode, to the poem itself and thanks to the
artist who has created it. The passer-by, or indeed the reader, is included
in the performance of the ode and through that participation, becomes
active in the creation of tradition. But in the end, all we are left with is a
Xoipe mapwdia, a parody that subverts the ode in form, content and pur-
pose: we have a question instead of a confident assertion and a mere five
lines instead of the long and lofty celebratory performance.

*

In his controversial essay about the politics of Greek Surrealism, Takis
Kayalis discusses how the poetry of Engonopoulos and Embiricos thema-
tizes their problematic relation with society: they lament the loss of the
stable relationship between the privileged artist and a receptive commu-
nity of shared values (Kayalis 1997: 102). He also points out how, as a re-
sult, they long for a heroic mythical past when the artist was accepted as
the supreme leader of the tribe. My reflections on the political dimension
of MmoAiBdp in the context of the Metaxas dictatorship, the New York
World's Fair of 1939-40 and the upcoming war, will form the topic of a dif-
ferent article. But my analysis here confirms that the tension between
poet and society lies at the centre of the poem. And this is clearly shown
with the help of the statues in the poem: the fact that the statue of the
Kouros is cast as a future promise, and is therefore not realized in the po-
em, and the fact that the monument to Bolivar/Lincoln is erected and then
demolished at the end, dramatize the problematic, unstable relationship
between poet and society and indeed confirm the impossibility of such a

27. Even before his death, the Athenians may have had some misgivings for
Pindar because of Thebes’ alliance with the Persians at Plataea. Polybius (200-118
BC) blames Pindar as a coward whose pacifism threatened the very existence of
Greece (Hamilton, 2003: 22)
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role for the poet in the present: the impossibility, that is to return to the
values of a golden age or to transplant those values in the modern world.

The use of Pindar in MrmoAtBap helps Engonopoulos elaborate all those
conflicting aspects: the poetics of the ode help him articulate the architec-
tonics of his praise for the figure of the hero/poet; the odes again, but also
the tradition of Pindar's reception help him shape the problematic rela-
tionship of the modern poet with his social environment. The use of a
sculptural monument is appropriate for the expression of such controver-
sies: monuments dramatize the tensions between stability and change;
between the desire to incarnate the values of a given society and the dis-
trust of modern communities, especially towards any authority that such
forms may imply. Finally, the incomprehensibility of the work of art, may
indicate the artist’s rejection of an easily consumed output. Pindar stands
as the prototype of the poet who, through his revolutionary means of ex-
pression, resists assimilation, challenges tradition and attempts to rede-
fine it in his own terms. It is actually quite ironic that through MroABap,
the poem that incarnated such tensions, Engonopoulos managed to claim
back this central role for the poet, managed, as Cavafy would have put it:
V' GvadetyBel, kal ToUg £mkpLtdg tou, ToUg GBovePOUG TEAELWTIKA V' G-
TIOOTOHWOEL.
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APPENDIX |
ABRAHAM LINCOLN WALKS AT MIDNIGHT (1914)
(In Springfield, Illinois)

It is portentous, and a thing of state

That here at midnight, in our little town

A mourning figure walks, and will not rest,
Near the old court-house pacing up and down,

Or by his homestead, or in shadowed yards

He lingers where his children used to play,

Or through the market, on the well-worn stones
He stalks until the dawn-stars burn away.

A bronzed, lank man! His suit of ancient black,
A famous high top-hat and plain worn shawl
Make him the quaint great figure that men love,
The prairie-lawyer, master of us all.

He cannot sleep upon his hillside now.

He is among us: — as in times before!

And we who toss and lie awake for long

Breathe deep, and start, to see him pass the door.

His head is bowed. He thinks on men and kings.
Yea, when the sick world cries, how can he sleep?
Too many peasants fight, they know not why,
Too many homesteads in black terror weep.

The sins of all the war-lords burn his heart.

He sees the dreadnaughts scouring every main.
He carries on his shawl-wrapped shoulders now
The bitterness, the folly and the pain.

He cannot rest until a spirit-dawn

Shall come; — the shining hope of Europe free:
The league of sober folk, the Workers' Earth,
Bringing long peace to Cornland, Alp and Sea.

It breaks his heart that kings must murder still,
That all his hours of travail here for men
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Seem yet in vain. And who will bring white peace
That he may sleep upon his hill again?

In: Vachel Lindsay, The Congo and Other Poems, introduced by Harriet Monroe,
New York: The Macmillan Company, 1914, pp. 145-7.

APPENDIX I
H TEAEYTAIA EMOANIZIZ IOYAA TOY IZKAPIQTH (1946)

‘H pikpr] QUEPLKAVLKT] TIOALG, 1) XAHEVN HECQ OTIG ATEPAVTEG EKTATELG TV TIESLE-
Sdwv 1ol "Alptov, €xace ot ) Babeld yodrjvn otrjv omoia eitave ouvnBiopévn
amnod tig pépeg, tig mpododateg GAWOTE — yUpw oTA 1867 —, Tii§ iSpUoEWS TNG.
Taytika Tepl Ta pecavuTa, dvBpwtog, Tapdgevog Kai oKOTEVOG, l0€SUE Kal
oTA O KaAoapTopwHEVa oTiiTia akOpa, £Tdpade TV UMVo T®V KOLHWHEVWY,
AVOOTATWVE TiG jouXES oLVELSNOELG, THiKpatve Bavdotpa Tig KopSLES, Kat pé pdva
HETOAKT] PpAoyépa, Trov €naule otriv éviélela, EUmvaye o’ 6Aoug Wiy évtovn,
TUPaVVIKY) 000 Kt GkaBoplotn, vootadyikr] Stabeon. Meptttd va Tpootedij mwg
kaveig 8év éBupdtave tinote, PO Enpépwve, amd 16 G6Pepd Ppoxvd. ‘Opws,
OAn T pépa, AEG kL' Eva peydo Bdpog EmAdkwve Tig Yuyég. Kdmolog vuytomep-
matnTrg éAuoe 16 BacavioTiko ToUTo puotriplo. Mid vixta 6mou, GAwg Kotd
TUxN, TOV €depav T’ aBERata Pripatd Tou Emi Addou €€oxikol, deomdlovtog Tijg
TOAEWS, AvTeA}dOn 6Tt 16 pumpouvtdivo dyaApa o APRpadu AlvkoAv o eitav
otnuévo kel mavw #leme, kai O pappdpwvo BaBpo davroale €pnuo kU
EYKATAAEAELPEVO KATW ATIO TO G®G TAV TipoBoréwv. ‘0 «Mpdedpogy, 0 xdAKLVOG
aT6G ABpadp Aivkov, AiTo Aotmtdv O VuyTepLVEG TapdEevog Kai oKOTEVEG £Ti-
okéntng! ‘0 kataddtng Nueidpdn pé moodv t SoAapiwv. EpwtnBei, wvopdleto
Tovdag. T émwvupov 8¢, TokapLwng.

In: Nikos Engonopoulos, Mowjuata B’, Athens: Ikaros, 1993, pp. 106-7.
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ELIAS LAGIOS: Desolate Land

EREME GE”
1984

in loving, pure, respected and sacred
memory of Agis Stinas, a revolutionary

Ein Gespenst geht um in Europa — das Gespenst
des Kommunismus... Die Proletarier haben nichts
in ihr zu verlieren als ihre Ketten. Sie haben eine
Welt zu gewinnen.

“The layout of the source text has been maintained us much as possible.
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Translated by KONSTANTINA GEORGANTA

|. THE BURIAL OF THE DEAD

April is a stranger to almond trees, breeding

Lilacs out of the whipped land, stirring

Knowledge and will, irrigating

Holy roots with spring rain.

In winter we console ourselves, covering

Wet guilt with l1ethg, feeding

A rancid life with building sites and promises of mercy.

Harvest surprised us, coming over Kaisariané

Together with the sun; we barricaded cloud acropoles,

And the sudden rain crawled to the corner Patésion-Stournara 10
As they celebrated freedom and we hit them...

Ich bin keine Russin, stamm aus Komajini, echt...

And when we were children we went to our uncle, an ELAS* man,

To become liberators; they executed him,

And | cowed. And he yelled, Alexg,

Alexé, where are you going? But | bolted the door of my house.

In the mountains, you would like it there.

My hibernation is deaf, almost all night long, yet every day | buy “Hestia".

The roots clutch, the branches grow

Out of these human ruins. Child of rage and necessity, 20
It is now your duty to teach and act, since you've known

The autumnal pain of the forgotten who plucked the stars,

And you do not seek purpose in death, relief in mourning,

The stone gushed water and murmurs softly. Only

This the unnamed dream with the captured threat,

(Give me your hand, tight fists, to escape this dream)

And we will live something different

From either the sensation of betrayal stealing our day

Or the vengeful nightmare surrendering us to the night;

In the ascent of ash we will experience horizons. 30

Hector, you are now
my father, noble mother, brother,
my protecting husband.

1. The Greek People’s Liberation Army
[T13
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“When you loved me | was only a girl of sixteen;
You called me Scamander’s daughter.”

But as | furrowed the soil behind the chariot,
Rotten now, a black headscarf on your hair

and my hair covered in mud, | did not accept

The respect, some God embraced me, | was neither
Winning nor losing, and | suffered all once again,
Preying on past and future in the petrified present.
My heart and mind know well the day is coming
when sacred llion will be destroyed.

Vladimir llyich Lenin, notorious bolshevik,

Had a soul, nevertheless

Is known to be the greatest revolutionary in Europe,

With a wicked technique. Here, he preached,

Is your father, the bearded captain

(These all souls candles were his eyes. Pray!)

Here is Aphrodite, Aphrode, the Lady of Ports,

The lady of valiant men,

Here is Judas with his pieces of silver, and here the justice of History,
And here is the judge and the informer, and this the sentence
Stamped, burdening our Party,

If I see it | will resent it. Belogiannés

Is smiling holding the carnation. Fight for Communism, it will come.
| see in its dawn masses chanting.

Spasibo Tovarishch. If you go to the Central Committee

Tell them they need to find a solution by themselves.

Our times are constantly watching over us.

Unreal Land,

Under the grey reality of a January dawn,

lllusion of soviet tombs, so many,

I had not realized we had to do in so many.

Epic pains for lyric passions,

And you fixed your wet eyes on the Parthenon, you remembered,
We started from the Unknown's to Papaspyrou's;

Where gigolos sunbathe, answering

With a dead sound the debt’s final call.

[T14
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Translated by KONSTANTINA GEORGANTA

There | saw one | deeply loved, and | stopped him, crying: “You bastard!
You who were with me at Twins, the club at Spetses! 70
The corpse that sprouted fake god in your garden,

Is it your brother? Tell me, do you do it?

Or has the poison of truth made it disappear?

O keep Passion away, it leaves man vulnerable,

Or it will spew our filth into the air!

You! Immortal divine god, no longer a mortal!”

[Mls



ELIAS LAGIOS: Desolate Land

Il. A GAME OF CARDS (PREFA)

The rocking chair, like a cracked incubator,

Looked like fake plastic, across which the glass

Hung by a nail wrought with rust on a sweated wall

Next to a calendar with the picture of a bare breasted girl, 8o
(Grass on her feet, a crimson ring on her shell of an ear)

Doubled coca colas and Turkish coffees,

Reflecting light upon the green felt as

The glitter of her tin bracelet rose to meet it,

On a hand still tanned and looking resplendent.

In one- and half-a-kilo bottles

Unstoppered, various drinks crowded the space with their taste,

The front ones dusted, the others not — provoked, stirred

And drowned nose and soul in scents; stirred by the air

That landed in the hall grimy and stuffy, they ascended 90
Fattening the flames from matches and lighters, dimming the bulb glass,
Soaking the wooden backgammons in smoke,

Waking behind the bench, the café owner’s dead grandfather.

The oil dark and heavy, fed with cotton and alcohol,

Burned a blue flame, in the cast-iron stove,

In whose sickened awe queens and jacks were brought to life.

Above the beer crates, on TV, it was depicted

Unwittingly opening a window to the daily wound,

The deforming of man, so methodically broken

By his elected, foul bosses; yet a recorder 100
Stressed the scene with its muted melody

And still it chanted, and still it pursued the world,

“To arms, to arms...” to walled-in ears.

And then other images, different, corruption-bred,

Appeared recycled on the screen,

Came and went declaring the departure of wasted lives.

The door opened at times and was shut again.

Under the lamp’s dim light, under the small brush, her hair

Spread out dried shrubs on fire.

She tried to talk to him, but then a tortured repetition. 110

"| feel wonderful to-night. Wonderful, yes!
Only I am a bit tired. If you have somewhere to be, you can go.
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Translated by KONSTANTINA GEORGANTA

If then again you stay, do you want to talk? You know,
you never spoke to me about yourself. Isn't this funny?
Well, since you are not going, let’s speak. Tell me,
whatever you want. Speak to me about your life and dreams.
You never did want to tell me what you are thinking of.
You did not want to, you could not. And so | always wonder
what you are thinking of. Speak to me. Please...”
| think of the dead from ‘49
And the rats that eat their bones.

“What is that noise?”
The dice at the next table.
“Look at what the dice brought. Did they bring anything good?”

Nothing; do they ever bring anything good? 120
“Have you got nothing else to tell me? Do you know anything else to tell
me? Do you dream
Nothing?”

| dream
These all souls candles were his eyes.
“Are you alive or not? Is there nothing in your head?”
Well
Look, since you want; this rebel song
It's eloquent
So mad. 130
“And what do you want me to do? What shall | do?”
"I shall leave at once, and go home to cry,
With your bite mark on my neck, like so. What shall we do tomorrow?
What can we ever do?”
Wake up at nine.
Rain or shine we will come here again, to these same chairs again.
And we shall play a game of cards, and then another and another and an-
other,
Wiping our muddy hands and waiting for the day we will be called.

When they picked up Tasoula’s husband again, | said —
I didn’t mince my words, | said to her myself, 140
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ARATE PYLAS®

Now Thodorés is in jail, apply for a divorce.

One day you'll look for your wasted youth waiting for him

To return from the islands. Law will be by your side, | know so.

You go ahead, Tasoula, go,

Do you perhaps think he will appreciate this?

Listen to me, | say, Thodorés will be unbearable,

He's been in exile four years, he's changed,

| swear, anyone else would get a divorce, | say,

You've paid you dues already.

Please stop, she says. | will not, | say. 150
If you keep at this we will argue, she says, and gives me a straight look.
ARATE PYLAS

If you won't listen to me you can get on with it, | say,

Do you think anyone cares?

But if Thodorés makes your life a living hell, it won't be for lack of telling.
You ought to be ashamed, | say, with no child, to look so antique.

(And her already twenty-eight).

This is also Thodorés' fault, she says, in anger,

It's not him, it's the ones who put him in prison.

(She desperately wants a child). 160
You'll see, once he’s back we'll have a child and all will be well.

You are a proper fool, | say.

Well for this | am sure, even if they do let him out, he will be back in within
six months,

What did you get married for with no husband and no child, I say.

ARATE PYLAS

Well, that Tuesday he received a letter from Thodorés, and she made a
cake,

And she got all pretty and asked us all the women from the neighbour-
hood to dinner.

ARATE PYLAS

ARATE PYLAS

Kosta, Deémétraké, get right up. Phrosd, go put on your formal dress. 170
Hurry up for the church. Hurry. Hurry.

Happy Easter, Happy Easter, Happy Resurrection Day.

2. Lift up your heads, O ye gates
[T18
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Ill. THE FIRE DAYS

The mountain snow turned red; abandoned corpses.

Melting they meet the dry soil. The north wind

Comes through the red earth, in tears. The heroes are betrayed.

Sweet Vitsi, blaze, to sing my song.

The mountain’s hills bear automatic guns, empty shells.

Military jackets, letters from loved ones, family photos,

And other testimonies, in thousands, of sleepless nights. The heroes are
betrayed.

And their brothers, the last sons of the fighters from ’21. 180
Betrayed, no one speaks of them.

By the wired fence of Makronésos, there | sat down and wept...

Sweet Vitsi, blaze, to sing my song,

Sweet Vitsi, blaze, to know their sorrow.

But as | undress | see my eyes in a scene foretold

The resurrection of the dead and their glory echoing all over the world.

The rats slowly dominated the city

Leaving their filthy breath on anything holy

While we masturbate in the lamp-lit amphitheatre

In endless afternoons of meetings on the second floor of the Physics and
Mathematics School 190
Dancing upon the corpse of the people’s movement,

One on top of the other, with a swarm of counter-proposals.

Feeble children in dark block of flats

Infallible idealists in dark damp narrow basements,

Impaled by time, year after year.

But as | dress only my eyes exist

Proclamations of socialism and revolution, which shall bring

Freedom to the Proletariat, in the coming spring, the next summer.

O sun shine bright on the Proletariat 200
And its children,

They wash their hands in its blood.

Pour thy pure light which beams eternal from thy face serene.

A little sea
To arms, to arms
So methodically broken.
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Mother

Unreal Land

Under the grey reality of a January noon

Our methodical leader, comrade Raspoutinopoulos

Battle-ready, with an armful of posters 210
Attention: police on sight,

Offered me in an eloquent rhetoric

A mummified aristocracy for faith

And a servile protest to practice with.

On History's tree, where vision and acknowledgment

Lie, there, where the daily engine waits

Like the hoodlums wheezing, whistling,

| Athanasios, though light-shadowed, stuck between touch, vision and
dream,

Athonités, God’s fearful wolf voice, | can see, can see,

On History's tree, grand and rough tree, where 220
The infinity’s shrieking flower sprouts,

Sucking stygian water like blood,

On the walls of the debased metropolis,

Constantine the Last; he wears a cloak and golden sandals, dictating

To Phrantzés the Story of the City’s Fall, awaiting a fairhanded girl from
Bosporus.

Outside in the Golden Horn, swaddled with indifference

like a caress

Coffee pots rot under the last rays of the setting sun,

On the mud cell (at night my passion’s nest)

Saint books, theologies, hymns, and two tortured love letters from the
virgin are piled.

| Lagios, poet with the usual middle-class vision,

Transformed and acted the scene again,

Knowing too well what is left.

And | thought that the expected, stranger had become. 230
He, a true child of the future, sits close to her at the table,

Clueless social-realist with bright eyes,

One of the newcomers in whom a word dwells

Like mould on dictator palaces.

Their hours open up now to love making, they can sense it,

[T]10



Translated by KONSTANTINA GEORGANTA

Their meal is ended, the night is theirs,

They give themselves to bodily kisses

Receiving their frail souls as communion.

Waters hiss and meet in ecstasy;

Their hands feed into a familiar nudity; 240
The orgasm comes and brings affliction and serenity,

They feel the lunacy of their love as they suffer.

(And | Athanasios, and | Elias, had already experienced this pleasure
Offered in this mud cell, at night my passion’s nest;

I who betrayed, was betrayed and denied my wings,

And dived into deeper darkness)

Last caresses,

And then he wakes up in his horrific nightmare.

Looking at the empty room crying all day,

The hurtful reminder of her going away

he is bearing; 250
His brain allowing her image to pass and say:

It was good while it lasted, a joyous pairing.

When a man lives with the memory

Of a woman, he chisels a tomb,

With a cracked voice pleading to the moon

And listening to her song on the gramophone.

“You were kind and sweet of temper, all the good graces were yours...”
And along Athénas street, up to Concordia Square.

O Land, land, | can find you again sometimes when | hear

In a little haunt in Monastéraki, 260
The whining breath of a bouzouki

And the patriotic hymn and hubbub from within

Where weary workers gather at nightfall;

Where the promises of the Great Revolution hold

Inexplicable purity of a white-winged dove.

The road around stinks

Piss and cheese

The whores moored

On doors on columns

Legs naked meat 270
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For the client to enjoy

Like dogs

The police attacks

They step back

Here is the law

They arrested the woman from Mytiléné.
Yippie ya ya, yippie yippie ya

Yippie ya ya, yippie yippie ya!

Giangos and Moiraia

Holding the forks 280
Rotunda loaded

With goods

For the soul and the stomach

Madness —tralala —

Wears golden spurs

Music from the orchestra

Brought to mind

Great ideals

Of champagne and lobster.

Yippie ya ya, yippie yippie ya 290
Yippie ya ya, yippie yippie ya!

“Toilets and wedding songs.

My home gave me values. My mum and dad

Gave me over to him. Inthe evening my mum treated him to a couple of
drinks

And then he came up to the attic and took away my virginity”.

“My orgasm was over at his perfect eyebrows, and hope

Keeps my orgasm company. In a drunk second

We looked at each other laughing. We promised a new motherland,
Hawk of light. Then we got married, | gave him children. What should |
dream anymore?”

“On the Island of Sorrow 300
| can feel

That when you are you are of anonymity and love.

My poor sisters, sisters who gave all expecting
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Nothing”.
yippie ya

To dry islands they sent us
Singing singing singing singing
O Comrades we were dying ungrieved

O Comrades we were dying
singing

[T113
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IV. DEATH AND SEA

Arés the Greek, for centuries dead,
Is remembered by the nightingale and the shadowy ravines
And the guns and clouds.

A modest wind rising from the sea
Kissed his bones in song. Wed to the fight
He crucified his young life
To a place of mountains olive trees and sea.

Comrade or countryman,

O you who turn the wheel and look to victory, 320
Consider Arés, who was like you, and for you he died.

[Tl14
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V. WHEN THUNDER STRIKES

After the dim skylight inexplicably bright on wrinkled faces

After the frosty voices in the military court
After the loneliness in cement cells

The groaning and the dreaming

The prison meal and reveille and reverberation
Of iron guns over teary eyes

He who was forgotten is now resurrected

We who were forgotten are now resurrected
In Justice.

This is no dream but a dream’s dream
A dream’s dream and the promise of glory
Glory continued in freedom
Which is an ascent of freedom beyond sleep
If we did not destroy our sleep we could lie down and rest
In such a dream'’s dream we only know to keep going
Sweat is moist and feet tread lightly on the hard soil
Destroying the fortress of sleep
Blunt wine of freedom like a girl’s bosom offering
an intoxicated blessing
Here one can think fight and win
This is neither the thought of your self in such freedom
But the ever present thunder striking darkness with light
This is neither the hope of your self in such freedom
But the comrades leading the way and pronouncing
The chaotic beauty of young children with their blood
Destroying sleep
Only a mystical reality
Opens up a dream’s dream

No sleep

Dead sleep

Thunder

The mystical dream lighting us from above
Destroying the grey idea of sleep itself
Not serenity

And fertile vigilance

[T115

330

340

350



ELIAS LAGIOS: Desolate Land

But the grey reality of sleep

Where noon and night become one in a vital reality chanting
Comrades forwards comrades forwards forwards forwards
But we have now destroyed sleep

Who is the one with the red carnation always walking beside us?
When we cower, it is just us and sleep ravaging us

But when we stir towards the coming glory

He comes a fellow traveller the one with the red carnation
Walking proudly through the smokes of war intact

You cannot tell anymore whether he is alive or dead

But who is the one with the red carnation guiding us?

What is that cry breathing in the air

Breath of a love swallow

Who are those wrecked white-clad hordes

On the horses of justice, galloping on green fields
Ringed by a clean aura and the fire of good

What is this glorified land

It is born and breeds and is always young in a respectful dim light
The heroes remain awake

Luxemburg Gramsci Bukharin

Zachariadés Pouliopoulos

Resurrected

A rebel shook his rough hair and rough beard

And fiddled drunk music on this broken bone

And as a January day rose and set red blood-blessed flags
Flowed subduing duration

And were hoisted proudly at the top of History’'s tree

And the branches were rich and lush

Tolling and announcing the young heart

And voices were singing out of cemeteries and places of exile.

In this wrecked hideout in the forgotten mountains
Under an enraged moonlight, the People attend mass;
Nameless they flare up like churches

There is the thunder’s chapel, home of the resurrected.
Human windows, and the door open to the future,

[T116
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Athousand dead a thousand alive you can no longer tell. 390
A skylark stood on the rooftree, chanting

Death to tyrants

In the dim flash of lightning. Then a sound of annunciation

Bringing the message

The great river flows, and the orange trees from Epirus
Blossom in light, and those who fought against the celebrations for free-
dom
Are hidden deep, behind the world.
Night spread again, subdued, timid,
And the thunder stroke the great letter
E 400
Epanastasé >: what have we offered?
Comrade, blood quickens in my heart
The sweet daring of a life’s revolt
Which an ancient prudence can never retract
By this, and this only, we have existed
Which no one will tell our children
And only we will know and the pallbearer cricket
And tomorrow a subdued humanity will create
With the trace of our bodies.
E 410
Erétas: | heard your steps
| felt your hand on my hand
Denying the other, you confirm your prison
Feeling the other’s loneliness, you destroy your prison
Only now at dawn, a tear
Revives for an instant Penelope’s terror.
E
Elephtheria*: The boat responded
Gaily, to the hand that turns it
The invitation was serene, your heart responded 420
Gaily, when invited, dominating, whilst dominated,
The ultimate dominion.

3. Revolution
4. Freedom

[(T117
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| came out of the amphitheatre
Awakening, the masses all over me
Let's unsettle the world’s order.
Wolf, are you here?
I will sing of well-founded Earth, mother of all.
How glorious fall the valiant, sword in hand
In front of battle for their native land!
A curse, a curse on Fatherlands again!
Dry human bones, in them | breathed flesh and soul.
Today the sky is shining, today the day too
Today the eagle gets engaged to the dove.
Epanastasé Eros Elephtheria
Thanatos Thanatos Athanatos

Comrades

[T118
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NOTES TO EREME GE

Nasos Vayenas' text “Patroklos Yatras or The Greek translations of The
Waste Land” («MdtpokAog MNoatpdg 1} Ot eAAnvikEG petadpaoelg tng Epn-
ung Xwpag», 1976), which talks about a supposed — but no less possible —
re-reading (or miscorrection?) of The Waste Land, was the starting point
for writing this poem. | also have to refer to another historical work which
influenced my generation significantly, namely The Second Rebel Move-
ment (To Agutepo Avtdptiko). Let me add here that the narration takes
place during one January day — apart from the fifth part which deals with
the long time of night. In reality, the first four parts represent the dream of
a working historical reality, while the fifth part, a dream’s dream, is reality
itself. Let me finish by saying that the poem’s title refers to Solomos’ “The
Destruction of Psara” where Glory

A crown upon her brow she wears —
Made of the scant and withered weeds
The desolate earth in silence bears.
(Translated by E.M. Edmonds)

I. THE BURIAL OF THE DEAD

12. See C.P. Cavafy’s poem “Epitaph of Antiochos, King of Kommagini” as
well as these lines by George Seferis’s “Last Stop”:
the little state
of Kommagene, which flickered out like a small lamp,
often comes to mind.
(Translated by Edmund Keeley and Philip Sherrard)

20. Kostas Varnalés, «Oényntro» (“Leader”)
24. Angelos Sikelianos, EiduAdiaka, |. (“ldyllia”)
31. lliad, Book VI, l.429-30.

37. lliad, X, 395-404.

42. lliad, Book VI, |.448.

49. See the short story by Christos Levantas, «<H Appddw tou Atpoviot»
(*Aphrode of the port”).
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52. Nikos Ploumpidés’ sentence. For anthropological (i.e., historical) rea-
sons, | provide here extracts from the Greek Communist Party’s decision
over Nikos Ploumpidés the provocateur (25.7.52):
The Greek Communist Party
a) Expunges Ploumpidés from the Party (KKE) and denounces him
to the people and the Party as an informer, provocateur and trai-
tor.
b) Calls on all party and non-party members who knew Ploumpidés
to send in any evidence they have...
c) Surrenders Ploumpidés to the people’s contempt and asks them
to treat him as an informer and traitor who sent N. Belogiannés
and other members of the Party to their execution...

54. Belogiannés. See Yannis Ritsos’ “The man with the carnation” (1952).
See also Picasso’s drawing.

76. Embedocles, “Katharmoi”, 112.

Il. AGAME OF CARDS (PREFA)

Title: Since | do not know of a booklet explaining the rules of the Greek
card game of Prepha, | ask the reader to go to the nearest cafeneion. To
learn the game well, one needs to spend some money and enough time.
For this game you need at least three players.

81. Miltiadés Malakasés, «>e tpelg otiyoug» (“In three lines”)

103. See the known guerrilla song:
To arms, to arms
to the fight,
for precious
freedom...

136. See Cavafy’s "Monotony”:
One monotonous day follows another
equally monotonous. The same things
will happen again, and then will happen again,
the same moments will come and go.

141. See Psalm 24:7:
“Lift up your heads, O ye gates; and be ye lift up, ye everlasting doors; and
the King of glory shall come in.”
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lll. THE FIRE DAYS

182. Psalm 137:1:
"By the rivers of Babylon, there we sat down, yea, we wept, when we re-
membered Zion.”

199. See the folk song:
Still in this spring,
rayas, rayas,
this spring,
poor Roumelg,
till the Moscovite comes,
rayas, rayas,
to bring liberty to
Morea and Roumelé.

202. Proclus’ Hymn to Athena ("To Minerva”):
Pour thy pure light in measure unconfin'd;
- That sacred light, O all-protecting queen,
Which beams eternal from thy face serene:
My soul, while wand'ring on the earth, inspire
With thy own blessed and impulsive fire;
(trans. by Thomas Taylor)

203. See Donysés Savvopoulos’ song “A little sea”.

218. The date dedicated to St. Athanasius the Athonite is July 5™. This is
the date at which Patroklos Giatras is freed and begins his reading of
The Waste Land. This is also the date of this writer’s birth.

223. See George Phrantzés' Chronicle.

257. See Yannis Ritsos’ poem “Epitaph” as put to music by Mikés Theo-
dorakés: “You were kind and sweet of temper, all the good graces were
yours..."

277. See the guerrilla song:
The girls who first had Germans
now have English boys
in short trousers
followed by a bunch of Indians.
Yippie ya ya, yippie yippie ya,
yippie yaya, yippie yal!
284. See Kostas Karyotakés’ Strophes, 10:
“Bronze gypsy — tralala! — skips wildly over...

"
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IV. DEATH AND SEA

312. Direct reference to Ares Velouchiotés and also to Arés Alexandrou’s
poem “Of the sun” («Tou rjAlou»):

...the day shines red, warm and strong

so that Ares can come to enjoy the sun, to rest

from a night of pillaging, from the dens of death

to start a guerrilla fight at golden dawn'’s bastion

...KLaoTtpadTeL N pé€pa KOKKLVN, (eoTr] KoL OLdepévia
ylo véipBet o Apng va Ataotel, vapBel va §amootdoet
AT’ TNV KOUPGAPLKN VUXTLY, TOU X&pou Ta Anpépta
VQl OTY]OEL TOV QVTAPTLKO OTNG XPUCAUYTG TNV VIATILA.

V. WHEN THUNDER STRIKES

359. See line 5.
371. See line 60.

377. See the guerrilla song:
Black hair
crow black,
waving to the left,
I loved you
always and now
and my poor heart
weeps and hurts...

392. See Michalés Katsaros’ “"Days of 1953" in Katd Zaddouvkaiwv:
Stop your hymns urban Greek poet Leivadités
for loves homes and tranquillity
no matter how human they are.
Tomorrow you will have to shout out
like before with me Death to tyrants.

M&ye Toug VVOUG oou aoTE TotNTr) EAANva AelBoditn
ylo EPWTEG OTITLX KAl N)PEWLD
600 avBpwTLVa KL v Elval.
AUpLo B’ avaykooTeig v pwvagelg
OMwgG GANote padl pou Odvartog aToug TUPAVVOUS.
426. | think this is from a book of the first grade (maAd avayvwotikd A

Anpotikov):
- Wolf, are you here?
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- | take my stick and | come after you.

427. See the Homeric Hymn to Earth:
1 will sing of well-founded Earth, mother of all, eldest of all beings. She
feeds all creatures that are in the world, all that go upon the goodly land,
and all that are in the paths of the seas, and all that fly: all these are fed of
her store.”
(trans. by Hugh G. Evelyn-White)

428. See Tyrtaeus' “Martial Elegy”:
“How glorious fall the valiant, sword in hand
In front of battle for their native land!”
(trans. by Thomas Campbell)

428. See Kostés Palamas’ The Twelve Words of the Gypsy (1907, Word 7,
The Fair at Kakava):

“We refuse!

Spoil not our festival; we celebrate

the shattering of every bond and chain,

Be they of diamond or of tempered steel.

We are the great Affranchised of the Earth —

A curse, a curse on Fatherlands again!”

(trans. by T. Stephanidés and G. Katsimpalés)

429. See Kovtdkiov e1g Adlopov:
Méya Badpa epavépwoa
€V TN KOLAGSL Tw TtpodriTn Hou
Enpd oot dvta avBpwiva
€V aUTO(G odpKa avedeL§a
KaL YUV Kl HETE VEKPWOLY.

430. Wedding folk song.
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VANGELIS PROVIAS: Happy Death & A Letter

HAPPY DEATH

At eighty years old, Areti was slightly overweight. Her eyes snapped open
despite the quietude of the night. It was odd for her to wake so suddenly.
In fact, she could not remember the last time she sprang fitfully from a
night's sleep. Perhaps not since her son was young, only a few months old.
She never got used to it, continually agonized over it: her misfortune. His
misfortune, really. Nearly forty years had passed since then.

This time Areti was different. She was calmer. She looked at the clock
on the nightstand next to her bed its digital numbers glowing 4:20 far too
early to get up. She must go back to sleep. Areti was a regimented person.
She yawned, made the sign of the cross over her gaping mouth, and
turned over, settling into the blankets, quickly falling back to sleep.

When Areti opened her eyes again morning had arrived and was press-
ing on ahead. It was 8:30. "Oh dear me”, she cried. First the atypical awak-
ening in the middle of the night and now she had overslept by an hour. It
worried her, these deviations from routine, especially at her age. They
made her uneasy. She got up, put her robe on over her nightdress, and
slippered her feet. She made the sign of the cross and went to the kitchen.

It was a clean, simple house. The furniture was relatively modern, from
the eighties, with brown couches and a matching love seat. In one corner
of the living room sat a shabby gas stove that ended in a hole in the wall.
She thought about turning it on but the day was not so cold. Looking at
the stove a sudden memory gripped her, one that she had forgotten en-
tirely: her son was around eight years old and stood in the very same spot
howling in pain. Areti had lost sight of him for just a minute or two and in
that time he had managed to put his hand on the scalding burner. She
remembered how her husband ran the child to the hospital and the way
the doctor, before they had explained their son’s situation, asked, “How
did this happen? He’s much too old for such accidents. Doesn’t he know
better than to touch a hot stove?” She recalled seeing the young, callow
doctor redden when they explained that no, their son, despite his age,
could not understand. He would not be able to understand that the stove
was hot, he would not be able to tie his shoes, or go to the toilet by him-
self, or speak. Another doctor, a specialist, explained to Areti that, com-
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pared to other cases, hers was not so bad, her son was "more developed”,
“higher functioning”, if those words can describe her Lambros.

She opened the cabinet, took out what she needed to make coffee,
and switched on the radio. Thankfully today she didn't need to bathe,
what with her late start she would not have had the time. She had a very
tight schedule to keep to and there was no straying. Her day began at
seven and whatever she wanted to do for herself had to be done before
nine o'clock when Lambros woke up. She bathed every other day, but
lately had let it go a little longer. Maybe she should start setting the alarm
earlier to be sure to have enough time before nine. Now she had some
time though. There wasn’t much to do: dress, wash her face, drink her
coffee.

She had learned to get it all done in a jiffy. Even now, burdened with
her eightieth year, despite every year that passed, no, every month, she
had felt as if she still had the energy of a fifty-year-old. But this was no
longer much comfort. She felt her agility abandoning her. Her bones
ached, she had dizzy spells now and then even while seated. Her mind too
was not unaffected: she was forgetting things and had moments of ab-
sentmindedness that lasted for more than a few seconds.

But she could not complain. Better old and grey with all the snags of
old age than like her poor husband: one day he was a strong tireless old
man and the next he was gone. A factory accident. Yiannis and two others
were killed. There was only Areti to inherit his pension and they gave her
double his salary because of Lambros and his needs. And because they
had a child they were eligible for the workers’ housing lottery and won this
very apartment. Luck amidst her unluckiness.

She sipped her coffee from a white mug with faded red flowers and
listed the things that had to be done. Nothing particularly interesting.
Maybe bathe her son in the evening and go for an afternoon walk down
the lanes of the workers' quarter. It was nearly deserted; as soon as people
could scrape enough money together they moved out to better neigh-
bourhoods with spacious houses. The walks had begun to dispirit her.

Maybe it was time to hire an aid. They had had one once, a girl from
Georgia, back when migrants were coming in from Eastern Europe and
worked for less money. Areti had called her “The Soviette”, though not in
her presence. She was a microbiologist back in her home country and
helped Areti with the housework, but not with Lambros. He was a teen-
ager then, beginning to develop, and she didn't want there to be any mis-
understandings.
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She had never had the talk with him... one day while bathing him he
got an erection. He looked at her with his vacant, childish smile. At eight-
een he was a grown man, strapping, with hair all over, fully matured eve-
rywhere but his mind...he took her hand and brought it to his penis and
she felt sorry, she had never explained any of this to him. She began to
stroke him with the same ease that she would were she patting his back. It
only took five strokes in all for him to finish. There was an unnatural
amount of semen. He groaned once and his head tilted to the side of the
small tub, his eyes rolled back so that only the whites of them were visible.

Afterwards she was horrified. With herself and with her son. She was
too ashamed to tell her husband who was still alive at the time. She never
did it again nor did she see him have another erection. A doctor gave them
some pills to diminish his urges. From then on there were only the remains
of night emissions on his sheets.

She loved her son very much. Her whole life was dedicated to his care
and she never thought of it as a sacrifice the way her husband did. The
year before he was killed he had started to get fed up...but not her. She
loved her son. Though lately she had been fighting a creeping darkness,
she had to catch herself. “When | die...who will take care of him? Where
will he end up?” She started to think of these things more often and it
made her anxious; the world contracted in a narrow darkness around
these fears. It was the first time in her life she felt incapable and alone,
even worse than when the police came to the house with the factory man-
ager to tell her about Yiannis’s accident. They were not getting along well
then, Areti had dedicated herself to her son and had not spent any time
with her husband, not even when he had time off. When he talked about
“continuing their lives, of course, along with Lambros, yes, but continuing
their lives”, she did not understand, she did not want to understand what
he meant. She did not know how. She did not notice that Yannis wasn’t
there at night, did not go to the trouble to suspect that Yannis had found a
mistress, nor did it bother her. Not once had she thought of it. Even when
he was killed she did not care; she felt guilty even thinking it, but it was
true. What did it mean? And, what did it matter now? The dead with the
dead... the living here with the living... But the helpless, what would hap-
pen to them?

It was after nine-thirty now. Areti got up and went into Lambros’s
room expecting to find him tossing, floundering on the bed but he was
uncovered and still. “I hope he hasn’t caught a cold with his covers off like
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this”, she thought as she walked over. His eyes were open. Awareness hit
her so suddenly that she drew back, overstepped, and fell.

She got up and left the room breathing heavily. Closed the door behind
her checking the doorknob to make sure it was fully shut. Areti ran to the
hall telephone, lifted the receiver, and stopped. Who was there to call? No
one. No one was going to take him. It had been months since the phone
rang. She went to the kitchen, poured a glass of water, drank it and went
back to the telephone. She made the sign of the cross. Her eyes were tear-
ing but she did not feel sad, it was as if she were detached from this body
with its leaking, crying eyes. Confusion suddenly flooded her mind. How
would she organize her day now? What would she do with the rest of the
afternoon? Go for a walk? Mostly, overwhelmingly, she felt boundless re-
lief, an ocean of reprieve from the misery of Lambros who could no longer
torture her. Unrepressed she admitted it, she let it out and it became
huge, swallowing her. Areti was lost. It was relief.

In the space of these moments she realized how much she had ago-
nized over Lambros’s future, how much of her thoughts were consumed
by him and how, in vain, she had struggled to ignore this very fact. Now
that there was no need to take care of him, she realized just how much
had gone into his care. How terrifying it was. How had she gotten out of
bed every day, year after year? The realization was staggering. She should
take it easy, relax. Areti walked passed his door checking it again because
she had the sudden fear that whoever was behind that door was not her
son. It was closed. She collapsed onto her bed still fully dressed, she was
tired, tired as if she had not slept that night or any night. Relief. At nine
forty seven, precisely five hours and twenty minutes after Lambros died,
Areti's heart abandoned its routine and ceased to beat.
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A LETTER

Diamantis was around twenty, tall, with close-cropped hair, and purpling
circles under his wild eyes. Black clothes emphasized his gaunt frame as he
sat in the corner of the dreary café. He was the only customer. The place
was filled with smoke from the bootleg cigarettes the café owner was
smoking, one after the other, fed up with an idling day of too few patrons.
On the wall, hung askew, was a promotional plastic clock of some old-time
brand Diamantis was too young to know. Its hands no longer moved. Sit-
ting on the far bench the T.V. played a Turkish serial with the sound off.
Silence.

"Dad, I've found my calling. Don’t worry, I'm done with the crazies and
the bums. My life’s got a purpose now: to defend my country from the trai-
tors and scum that threaten to annihilate her. I've quit hanging around the
streets. | go to bed early and get up early and go to the central party office
for classes, to be educated.”

He ordered an iced coffee, strong, lots of sugar, lots of milk. Diamantis
took out a clean sheet of paper and placed it on top of the filthy plastic
tablecloth with its kitsch print of red roses. His skin stuck to the grime that
was melded onto the plastic but he did not seem to notice the filth, the
smell, or the tacky design. He had to write a letter to his father. In prison.
Diamantis went to visiting hours once but he wasn't allowed to see him.
They didn't tell him why. They just said that if he wanted to write him the
letters would be passed along.

"The other guys said how | was a fighter for justice, a warrior like Leoni-
das. The group leader talked afterwards and said that if they were all like
me, true-blue patriots, our country would not be endangered by these vermin
who ravage and destroy her from the inside, vermin like those we crushed
the day before.”

He struggled to begin the letter; it had been a long time since he had
written. He did not know what to say to his father, what words to use. Af-
ter a while it occurred to him that he should write as if his father was here
in front of him, as if they were across from each other, talking in the visi-
tor's room. Diamantis hunched over the paper and began, slowly, stilted at
first, then faster, more fluid.
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As he filled the page a memory that had been buried deep in the trou-
bled waters of his young life suddenly surfaced. It was just before his
mother fell ill. He sat on her lap at the kitchen table of the cramped little
house. It was paltry but nice, nicer than the houses he lived in after she
died. She guided his hand as he followed the curves and shapes of the let-
ters he was copying. You have to write some words with double letters
like, grass, granddad, bumblebee, noon. His mother laughed, stroked his
hair, and explained: but “robin” doesn’t have a double ‘o’ or a double 'b’.
Now, as Diamantis boasted to his father about last night's triumph, he
recalled this lesson and a feeling that he dared not call tenderness welled
up in him, a feeling that puzzled him.

"We wore black shirts over the ones with the party symbol so that no one
would suspect anything. We met up in a narrow ally near Syntagma Square
and then split up taking different routes to the festival where the degener-
ates were gathering. | was one of the first to arrive. It was repulsive; | was
disgusted by the people around me. Some were doubly repellent: paedophiles
and fags. They set up stalls and handed out flyers with propaganda promot-
ing their perversion and AIDS. A transvestite sang on stage. Some homo kept
smiling at me. He walked alongside me and | thought | was going to puke.
But | caught glimpses of my group among the crowd and drew strength from
their presence.”

He asked for another coffee, a stronger one. The café owner rested his
cigarette on a rusty metal box and brought over the grimy sugar con-
tainer. Outside, the weather had worsened. It was raining and windy.

"“Just then | heard the crack of a flare being shot off. That was our signal.
All at once we took off our black shirts revealing our party’s emblem! The
symbol terrified the fags. With wild screams we kicked down the stalls, tore
up their banners, and shredded the revolting propaganda. The vermin just
watched; they didn’t know what was happening. One or two tried to stop us
but we grabbed them and beat the shit out of them.”

The café door opened and in with the cool fresh air came three middle-
aged men with worn clothes soiled with dirt. Construction workers. They
sat down greeting the owner. Laughing, he said something to them and
they laughed in return. Diamantis turned his chair, kept his composure
and did not even lift his head to look. All of their conversation was in Alba-
nian.

“Just after we had started our attack, | had an idea. | told the other guys
what to do and we smashed the electric generator connected to the square.
We could do our work better in the dark. It was my idea, Dad, and everyone
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knew. Our commander said that Greece could use more men like me and that
I had to join them next time too when we show the immigrants a lesson.”

The three customers and the café owner were still talking; now and
then laughing loudly. The fog of cheap cigarette smoke sat more thickly
about the room now. Suddenly, a sound like a breaker shorting came from
somewhere outside and the lights went out. The shop owner uttered a
curse in Albanian and disappeared into the back of the café. Quickly, anx-
iously, Diamantis folded the letter and stuffed it in his back pocket. With-
out paying, he got up and, in the darkness, headed towards the exit. Leav-
ing, he slammed the door hard with the intention of breaking it, to break it
into a thousand pieces, and then disappeared into the rain.

"The homo who had been smiling at me was standing on the edge of the
square, | saw him as we were getting ready to leave. He looked over, help-
lessly, that smile wiped off his ugly mug. | ran up and socked him in the face:
faggot, you bring shame to Greece! As he bent down to get his glasses |
threw another punch, landed it in his ribs. Let the traitors spit blood.”
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