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FPHroPIOz ZENOMOYAOZ, «H QOYPKAR:
ATMOZ®AIPA EQIAATH ME HPQEZ MNAIAIA

Avva-Mapia Mewpyovon

The short story of Gregorios Xenopoulos *H ®oUpka’ (1903) seems to oc-
cupy a special place within the body of his work. The recording of an experi-
ence the writer had as a child takes a dark turn in the text, like a nightmare,
which is amplified by the presence of children-protagonists. The main sub-
ject to discuss is the choice and the function of these narrative heroes as
they do not correspond to commonly held perception of ‘childhood’. An-
other topic is the level of realistic representation, the writer’s ideology and
the need of social criticism, the relation between the children’s conscience,
which saw the facts, and adult’s conscience, which recreate them. All these
indicate different kinds of interpretation and different reception of the text
by potential readers.

A. To maudi-fpwag oTa Epya TOU PE ATIOSEKTES TIALSLA

’ Tav 10 1896 o [pnyodpLog =evomoudog avardpBave Tnv apxLou-
vta&la g Aiandaong twy Maidwy, onwaodrnote avtilappfavo-
TAWV TLG TIPOOTITIKEG TIOU AVOLYE UTIPOCTA TOU 1) EVAOYOANON HE
TO TiLo €va{oBnTo KOpPpATL TNG Kowvwviag, To Taldl. Aev E€poupe, BERala,
av StatoBavdtav ) xpovikr didpkela ou Ba eiye To €pyo Tou (KaAUTITO-
VTG TOUAGXLOTOV MoV atwva) kKaBe dopd Tou pe dlaitepn o&uvola Kat
TPudEPATNTA AVTATIOKPLVOTAY OTLG TIALSIKEG AVAYKEG. To EExWPLOTA TIalL-
SaywyLkd tou yoplopata avadeiytnkay Taviwg péoa amno TG Emotodés
Tou Paidwva, Tig TTOAD TTALSIKES 1aTOPLoUAEG TG Kupa-MdapIag, To maudiko
ToU J€aTpo Kol YEVIKWG aTt’ 0TIONTIOTE CUVIOTOUOE TN AldmAdaon (TpwTod-
TuTta Kelpeva, petadpdoels, SLaOKEVEG, oUVEPYAOIX [IE CUVOPOUNTES).

O ogAideg Tou ePLodikoy TTpoBdAlouv wg eTii To TTAEloTOV €vay KO-
OMO KPUOTAAAWO kal kaBopd. Evav kdopo atotddogo, dmou pia avpa
Xapag kal Betikdtntag Acttoupyel wg avtiBapo oe kabeti mou amelAel va
OKOTELVIAOEL TO TTOLSLIKO cupTiav. Autd Se onpaivel, B€Pata, otL e€ootpa-
KiCeTOoL EVTEAWG 1) TPAYHUATIKOTNT: TTOPOUCLAZETAL, OUWG, OTIAAUMEVT),
SinBnuévn péoa amd eva idtpo autoloyokploiog kat Aoyokploiag mat-
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ANNA-MAPIA TEQPFOYZH

Saywytknc.” EvSeikTiké mapddeiypa n AdeAdpovAa pov, éva Kelpevo ue
TIOAAG auTofloypadikd otolyeia (dnpootevpévo otn Atdmdaon 1o 1891),
OTIOU HLaL 0PV TLIKT] KATAOTOOT), OTIwG 1] GTWYELA TNG OLKOYEVELDG, aTtodi-
detal o€ jooova KA(MOKQ, WOTE VO YNV TIPOKAAETEL TIOAU LOXUPEG OUYKIL-
VIOELG, VO N OTEPTIOEL Ao To Ttadi TV eAnida kat to BAdppog yLa To ta-
gidL ™ Qunig.”

AvTi{oTOoLyQ, KOl OL HPWEG TWV EPYWV TOU ZEVOTIOUAOU TIOU aTeuBuvo-
vtal o€ Tadld elvat Idwpévol Pe aydmm kot avBpwtid. Zkiaypadoivvral
HE TpudepdNTa, «ota TTAQoL pLag YkApSLaG Kat EVYEVIKTG aTpudodal-

1. TXETIKA UE TOUG OPOUG «QUTONOYOKPLGION Kol «Ttatdaywytkr) Aoyokpiaia» BA. ZepBov
19994: 25-36. Katd tn Biku Matolou, to moudaywykd mpodil tng Awdmdaong otpiletat
TNV TAUTLON TWVY AVOYVWOTWY PE BETIKOUG 1pweg Kat oTnyv emiBpdBeucn tou kaAov, omnd-
e 1) €&1davikeuon Kat 1 ATooLWNNOoN KaBLoTOUV TNV TAPAHOPPWON TNG TTPAYHATIKOTNTOG
matdaywytkd xpriotun (Mdtotov 1995: 200).

2. To {npa g «aiotodo&iag» Tou ZEVOTIOUAOU paG ETILTPETEL pial TIPWTN avadopd
oTn SUMAY) TAUTOTNTA EVOG GUYYpadEa TTov, Ypadovtag ek TIpoAAT|AoU Keipeva yLo TToudLd
Ko EVAALIKEG, KOAETaL va TTpooappdoeL To ouyypadikd Tou VoG OTLG AVAYKEG Kat TLG LStaL-
TEPOTNTEG TOU EKAOTOTE KOvoU. M600 eUKOAN givay, dpaye, N oUVUTIOPEN TOU PEAALOTY| LE
Tov madaywyo, Tou anatotddogou PeE Tov alot6dogo =evomoulo; ‘OMwg XapaAKTNPLOTIKA
onpewvetal ond tov E. N. Méoyo (Kpitikae @UAAa 1976-7: 511) «elvat mepiepyo kat podi
a&loBadpacto WG katdpbwve autdg o GvBpwTog —ue ouyypadikr] Spdon Tétola Kat pe
NPWEG Kat NPWISeG AAANG EVTEAWS YuxooUVBEDTG KAl VOOTPOTILAG, TIOU TOV EKAVAV VX K-
veltal péoa o’ évav eviedws dANo epiyupo Kal o€ pav evieAws Stadopetikry atpdodaipo—
va cUMapBAveL Tov TIOAUS Kl TIG avnouxieg Twv IKpWv Ttodtwvs. Nopiw ott autég ot
800 TAoELG CUVUTIAPXOUV TTIOPELTDPEOVTOG N pict TNV GAAT. Adevog kat o (Stog (oTo dpBpo
Tou «Al Tepl ZoAd TIPOAPELG») OXOALACEL APVITIKA TNV EUHOVH] TWV VOTOUPAALOTWY OTLG
peAavEg OPELG TG (wrig Ko TN HEAQYXOAD TIOU QTIOTIVEOULV ToL KEIPEVE TOUG- eV Elval Tu-
xoio 0Tl o€ éva AoyoTexviko Taxvidt Tou M. Xapn SnAWVEL wg ayarnuévn Tou EAANVIKY
A€EN v «atotodogia» (BA. kaw opwvupn Emiotodr) otn Awdmdaon, 49/2 [18-12-1941]: 11). O
S1kAG Tou peadlopds €xel, Katd TNV ékdpaon Tou Kapavtwvn, «tpudepada ki avBpwrid»
(Kpttika QUAAa 1976-7: 415). ATIO TNV GARN, Spwg, Sev TipoPAaAleL kat ota TTaudiLd Evav KGO0
eEwnpaypatikd. Ot EmotoA€g Tou, wg xpovoypadpritata, apoppwvTal amd tnv kKabnuept-
votnta Kat ouxva eotidlouv oe OAPepég TG dYeLg, OTwg eivat yia TapaSeLypa oL OKANPES
BLOTIOPLOTIKEG AVAYKEG TwV PIKpWV Toudtwv (BA. ETILOTOAN «Ta kaipéva ta mouddkion, H
Awgmdaoig Twv Maidwy 8/28 [11-6-1911]: 223). ZYXETIKA HE TIG tSloTUTIEG TNG ypadrig yia Tat-
Sua kau ya evridikeg BA. kou Shavit 1986: 43-59. Emlypappatikd og avadpépoupe tn Stadopd
AVAPECO OTOUG XOPOKTIPES Kat TNV a§LoAOYLKT] TOUG T pousioon (Hovoorjpavteg agieg oto
Ke(PEVO yLa TTaSLd, TTOAVCTIHAVTES OTAV ATTOSEKTEG Elval OL EVIALIKEG), TO SLapopETIKS TENOG
(xapoUHEVO VS avoLYTO) Kot TN YAWoo (ATTAOUGTEPT) VS TIOAUTIAOKEG UPOAOYIKEG SOHES).
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PHIOPIOZ ZENOMOYAOZ, «H QOYPKA»

pag, TTou Sev €yel TiTTOTa TO WEVTIKO Kal To TpooTonTé».® Ki dtav éyouv
aduvapieg Kal EAATTWHOTY, QUTA XPNOLLOTIOLOUVTAL WG TapadelypaTa
TPOG QTOTPOTI eEUTNPETWVTAG TN StdakTikr TpdBeon tou cuyypadEa-
ouvnBwg 8e TIPOKELTAL Lot GLYOUPEG KWHIKEG, amd TiG omoleg mnyadel
afioota to YEAD.* Oa Aeye KAVEIG TTwG 6TO TGO UTWY TwV adnyn-
HaTikwv popdwyv o Zevdmoulog kaBodnyeital aovvelda amod 1o Blwpa
TOU TIOTEPQ, O OTIO(OG OTEKETAL UE ETILEIKELN aTTEVAVTL 0TO Ttoudi, KaTa-
ypadeL v e&EAEN Tou TpooTaBWVTAG VO TNV EPUNVEVCEL KAL QVAAA-
Bavel evepyod pdro otav emiBarietal ) vouBeoia (UTOV TOV YopaKINPL-
OTIKO TUTIO TTATEPQ EKTIPOCWTIEL KL 0 adpnynTri§ oTto pubiotdpnua O yiog
HOU KalL 1) KOP1 J40V).

AMWOTE, N «toSIKOTNTO» €vOG ouyypadéa Tou ypadel yla Tadid
ouvamnaptietal &ioou amod mopatripnon, Kvrpeg, agieg, oupnabeleg kat
enBupieg, and ocupmepiPopég Tou Exel cUVOEDEL pe To TaLdl Kat aTod TNV
aioBnon tou Tt elvat katdAAnAo y' autd (Hollindale 1997: 49, 73). Kat’
autdv Tov TPATIO, £lval PdANov cupTtaBnTikol oL Pikpol 1)pwWEG Tou Zevo-
TIOUAOU. YTIOKOUOUV OTLG LOYUOUOEG KOWVWVIKEG VOpHEG —ouvriBwg Ta
keipeva ylo moudid aviikatontpiouv Tig emkpatovoeg TAoelg (Shavit
1986: 29)—, 0TOUG VOUOUG TNG NAiag Kot TG duong Toug, adouv Kal o
(810G 0 cuyypadéag Bewpovoe wg n Tawdikr] NAkio pémnel va e€ehiooe-
Tal opaAd kot oL BeBlaopéva (Maradaving 1995: 240), va Statnpel Katd
KATIOLOV TPOTIO piot 0Bwal EVATEVLOT) TOU KOOUOU, KaBwG autd Kuplwg TN
Slakpivel kat Tn Stoxwpiel amd N dpéomn g evnAikiwong.®

3. 260 Tou AAEEavEpou Aehpoulou yia tnv ASeApovda pou, TO OToio avadTLoCLeVE-
taw ot Awmdaon (30/39 [8-9-1923]: 311) kat B pMOpoUcE va PpeL avTATIOKPLOT) G€ TIOAAG
TTUSIKA KE(PEVA TOU ZEVOTIOUAOL.

4. 'ETOL, OL KEVTPIKOL )pWEG TOU avayvwoTIKOU yia T B” Anpotikod O kaAdg Spduog (o€
ouvepyaoio pe Tov ekmatdevTiko M. Kovidapn, ekd. KoAhdpog, ABriva 1924) Aettoupyolv
avTLTOPABETIKA —0 KOAGG MwpPydaKNng Kot 0 Kakdg KwOTAKNG— TIPOKELUEVOU VO aVASELXTEL N
BeTikdTNTA TOL €VOG KaL 1) OPVNTIKATNTA TOU GANOU Kal VO AELTOUPYIOOUV WG TIPOTUTIA
Tpog pipnon kou aroduyr] avtiotoya. H voubeaia kat n Sidoyr) 6 Aeimel, dpwg, ovte arnd
Ke(peva PE IO KoBapd Puxaywylkd xopaktrpa, Omwg eival, yia opddetypa, O Likpog
«Méyag AAéEavépog» (1920), To okadiotrpt (1934), O avépeios AyiAdéas (1902), To Snpiotpo-
peio twv maudidv (1929), O unéunng apyidriotapyos (1930), OTIOU oL HPWEG AUTOYENOLOTIOL-
ovvTaL Kol QUTOTLHWPOUVTAL. Ag oNHEIWBEl Kat 5w 1) elkovoypddnon tou A. BOTtn ota
8V0 tedeutaia, yvwaotol yehotoypddou tng enoxrig, n omoia uneptovilel TO oTOLXEID TOU
KWLKOU.

5. AG pnv &exvape, BERawa, OTL N €vvola TG TaLdIkTg aBwdTnTog —OTIWG Kal TG Todi-
K1ig NAKioG wg Stakpttrig ddong g avBpwrtvng {wrig— eivat pia ETILVONOT TwVY VEOGTEPWY
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B. To moudi-ripwag ota £pya TOU PE ATOSEKTEG EVIJALKEG

EVAoya Ba avépeve Kaveilg pla avtioToyio avapeco 0TOUG 1PWEG AUTWY
TWV KELPEVWV YLO ULKPOUG OVAYVWOTES KAl 0TA TToSLA WG P yNUATIKES
HOPdEG 0T €PYQ TOU PE ATTOSEKTEG EVIAIKEG: KATL TIou Sev daiveTal va
toyveL mavta. Aodarwg dev Aelmel ) ouvriOng xapttwpévn ekdoxr| Tou
HikpoU Ttatdlov. Me pia tétola Tpudepr) opryupn Eekvael  Mapyopita
2Tépa (1901) eV oto publotdpnua O ylog pou kat 1 K6pn pov (1928-9)
TIPOKOAOUBOUE pia TTIOAU YO pOUHEVT] AVATIAPAOTAOT) TNG TIALSLKTG NAL-
kiag Twv duo Mpwtaywviotwy. Avtiotolya, o adnyntrig ota autoPio-
ypaodikd Sinyrjpoata Adavaoia (1924) kal Mavtadéva (1918) elvat éva pi-
KpS aydpL TIou avTIKPICEL TOV KOO0 HECQ aTId €va KATOTITPO €§L8avikey-
ong evw to TaLdi wg xappdouvn vota Ba To CUVAVTI|OOUME KOl O€ KE(JE-
Vol e atpoodatpa Bapld, dnwg cupPaivel oto dtynua H untputd (1888-
90) 1} 0TNV TPAyLIKOTEPT ZTEAd o Bioddvin (1901).

Yndpyouv dpwg kat dopég ou o Zevdmoulog Boutdel Babid oto pe-
QALOPO TTIPOOPEPOVTAG PG ULA ATIELKOVLION TNG TIALSLKTG NAKIaG TToU pog
EeviCel kal pag evoyxAel, kaBwg eAdylota oUVASEL PE TOV TUTIO TOU «aLyye-
AlkoU TtatdLoU» Tou GAoL SLATNPOVE OE LAY AKPT] TOU HUAAOU HOG.

Elvar gpdavig edw 1 S} untdotaon evog cuyypadéa Tou dAAote
ypadeL kelpeva yia tadid, ondte Aettoupyel wg maldaywyog KaTd tnv
koBeotnkuia Td&n kat NBikr} TG €moxTg, Kol dANoTE, dTav TO Avayvw-
OTLKO KOO Elvat ot eVNAIKEG, peTapopdwveTal o€ vav dnutoupyd ouve-
1'[71(;)6 HE TO PEXALOTIKO/VATOUPAALOTIKO Soypa. ‘OTwg, dAwoTe, dnAw-
VEL KalL 0 (810G 0TO X PaKTNPLOTIKG dpBpo Tou 1890 «Al Tepl ZoAd Tipo-
MUYeLg», n (dla n pvon Tou MpaypatiopoU (réalisme) emBaAAeL Tnv au-
otnPa pwroypadikr amelkovion TG {wr|g KE TIG TIOLKIAEG EpdAVICELG Kall
METAHOPDWOELG TNG: KABE TTHpAOpP WO TNG TTPAYHUATIKATN TG CUVIOTA
ektpoT amnd tnv aABeia, otnv omoia oToxevel N véa Téyvn.’

Xpévwv kat eBABNKe 0TV KowwvIKT] cuVe(Snon TiepiTou Tov 17° aWVa Kal PETY, OTIOTE
mapatnpeltat o aAayr] ota 110n. To nodi §epevyel 0pLoTIKA TG TOV KOOHO TWV HEYA-
Awv Kat avayvwpiletal 1 tdlattepdtntd tou. BA. Aplég 1990: 173.

6. ZVudwva pe tn B. Mdtolou (2008: 153), av Kat 0 ZeVATIOVAOG £ival AUTAOG TIOU CLUVO-
WYiCel kat peETadEPEL OTO AVAYVWOTIKO KOO TIG Bactkég BECELG TOu vATOUPaAOHOU, APKETA
Xpovia apydtepa BploKeTAL EVTEAWG ATTOUAKPUOHEVOG ATIO TN VATOUPOALOTIKY Bewpia Kat
v Bavr «SLEBpwaori» TNG amd T «GOCLOALOTIKT» QVTIANYN yLo TNV TEXVN.

7. BéBawa, o Zevémoulog oto S0 apbpo mapadéxetatl wg KABe eEWTEPLKT] EVTUTIWOT)
Sev SlaxéeTon atoPla oTo XapTi A& S€xetat T oppayida TNG ATOMIKOTNTOG TOU KOANLTE-
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PHIOPIOZ ZENOMOYAOZ, «H QOYPKA»

Mpog emPePaiwon Tng mapamdvw apymng, oG avaAoyloToUHE Alyo Tig
HIKPEG TOU MPWISeg Tou TédTouy BUMATA EpWTIKNG eKpETEMEUONG,®
ouxvd péhota amd tnv (Sl Toug v oikoyévela.’ ANote TéA, Ba Tig
S0UE VoL UTIOKUTITOUV O€ €va TIavToSUVA O 0eE0UNALKS EVOTLKTO (oL Sw-
dekdypoveg DpooovAa kat MmN otnv Mapovoa Npa Tou 1935) 1} ATIAWG
vo pEPOUV YVWpIoPATA pLog TILO WPLPNG Yuvalkeiag dpvong, omwg n Ta-
ola oto Evieka Xpovwyv (1932), TIOU €(val PEV P TTIOAU YOopLTWHEYT dL-
youpa aAA& uioBetel oképtoa kat cupmepidopd yuvaikag. Mpuwipa mo-
vnpepéva eival kot kamola ayopla, o SekateTpdypovog aderddg tng Na-
votag, o NOTng oto pubiotdpnpa NikdAaog Ziyoadds (1890), 0 pikpdg utn-
p€tng otov Katrjpopo (1926-7) evw TO TIOAU UkpO Mouliko gival pia i-
YOoUPQ LAANOV KWK avTLTa®nTik.

OL pweg dpwg tou dinyripatog H @oupka, av kal §lcou peaALOTIKA
Sdoopévol, Sev avrikouv o€ Kapia amo Tig TTapATIAVW KATNyopies TraldLwv.

. H ®oupka (1903)- o eVOAAGKTIKY EkSoxT] TOU TTatSLoU-1pwa

To keipevo oupmepthappavetal ota Amyrjuote, oepd 8°, Tou SnUooLey-
ovtal Tov loUALo Tou 1903 amd Tig ekdOoeLg Av. Kwvotavtvidn otnv ABn-

Xvn, K&t ou aoporws Ba Sovpe va emiBePatwvetal ko ota Sikd Tou Keipeva. BA. Qapi-
vou-Moapatdpn (emy.) 2002: 83-97.

8. ZuvnBng givat oto €pyo Tou N SlopBoPAd HIKPWV KOPLTOLWV TIOU AVIIKOUV 0T KATW-
Tepa oTpwpaTa Kot feyedtovvtat amd to xpnpatiké SéAeap (.. N pikpr] KovAa oto pubi-
otépnpa Xwpis Timota Tou 1931-2 B€AeL va yivel Beatpiva kat avadntd mAovolo TpooTtdTn).
Suyva, OpwG, ot PTWYEG AUTEG NPWISEG TTopacTpaTOUV acVvelda, kabBwg ) idta 1 Kowwvie,
€10l adika omwg eivat Sopnpévn, Tig odnyel Tpog ta ‘Ket. EvSlapépovoa wg mpog autd N
tetpaloyia tou Zevomoulou O koaudkng (1923), OTIOU 0 KEVTPLKAG IpWag, Qv KoL CUCTNHA-
TIKG& SLodBeipelL pKpd Kop(ToLa PE TNV €0UCIN TNG EVYEVIKTG TOU KATAYWYTG KoL dpat GuvL-
OTA pia Hopdr] anwbnTikr, onpatodoteitat Oetikd péoa otnv adriynon!

9. 210 Sdujynua Epuiva, to moudnuévo kopui (1931) éva dekae&aypovo Kopitot StadBei-
petat ard ) Bela tou. To avadépw yrati, av kat n npwida eivow £dnpPn, mapouotdlel xapa-
KTNPLOTIKA HkpoU TIadLov, oTIOTE (Vo EVOEIKTIKO WG TIPOG TNV adNyNHATIKY] HETOCTPOPT
IOV TIPATNPOVHE oTNV Teptypadr] tG. Evd apxikd mAnpodbopolpacte ot «kavévag Sev
v koltale pe Kakd patt tnv Eppiva, yati To yéAo g, to Aoydkt g, N patid tng, oN'
anavw ... éotadav pla Tétol abwdtnTa, Tou EXPUATWYE Ko Tov Tito Tovnpo. ‘Evag
ayyeAog Kt €va TTouAdkt. ‘Eva Toudi aBwo, p’ Ao EKEIVO TO TIPWILHO HECTWHAN», OTI CUVEXELX
SwaPadoupe: «Zto §popo, dtav §avipyLoe va Byaivel... pavdtav Twpa oKoTEWY), ayéAaotn,
aypLlepEvn... ETOL KATAVTNOE TO KApPAPL TNG YELTOVIAG. OUTE AyyeAog TiLa, oUTE TIOUAL, oUTE
mtaudi aBwo. ‘Eva koppi ToUANpévo!» (ZEVOTIOUAOG 1944: 176, 186-7).
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va.™ MpdKeLTal yia Hiot GUANOYT] E QPKETA KE(UEVA —0G OG ETIITPATIEL O
0poG— «Papld». O ZEVOTIOUAOG TOU £pWTA KAL TNG XOPAS, O AVEUEAOG Kall
TPUPEPOG ZevOTIOUNOG €lval amwyv. Zodepr] KoL OKOTEWVN lval N aTpd-
odalpa oTov TPEAD UE TOUG KOKKIVOUG Kpivoug, atov EpwTta Eataupwévo,
otn QoUpka, akOp KoL 0T0 Muatiké ¢ BaAépavag. ‘'ONa e KATIOLOV
TpoTo avadelkvlouv T voonper 1 EQUOVIKY] TIAEUPd TNnG avBpwrivng
duong, adov oL TpwIaywVLoTES elval elte S€opol TwV TTABwWV Toug EiTe
aBwol Tou avaitia vrtodEépouv. MouBeva dev umdpyet happy end oA &
oUTe Kat kdBapor), kATl Tou TeAeaidika emodpayileTal amod tnv mapou-
ola tou Bavdrou.™

31t Qovpko 0 ZevdTOVAOG aPTVEL KATA LEPOG TN AETTTH) oLoONTIKSTN-
Ta Kot To v ddAto Adyo kal emididetatl o€ pa uPnAov TUToU Yuyoypadt-
K1} avdAuon). Mo v akpiBeta, emAéyel va taoel wg ta dduta Tng mat-
Stkng Yuyxmg dtepeuvwvtoag tn duon kat Ta dpla NG avBpwTtlvng oKAN-
pétnTag. To amotéAeopa eivatl Eva Ke(EVO TIOU TEIVEL TTPOG ToV EDLAATN,
akpLBwg yrati £xeL 1pweg TTaLdLd.

H untéBeon tou €pyou eival Autrj, éva oTlypdTuTo TaldLkrig avoAyn-
olag: 0 Bacaviopdg evog HKPoU TIOUALOU. Zekivael, BERata, avEpeAa e
m ¢pdon «ta matddkia mailouv oToV KHTo»- 0 AVUTIOYI{0oTOG avayvw-
0TNG —akoAouBwWvTag TNV OTITIKY] €VOG TTaVTOYyvWoTn apnyntr— ¢avtd-
Cetou €dw pla el6UNLaKT] oknvr, avaloyn HE €Kelvn TIOU CUVAVIAE

10. 2T ouAloyr} avrikouy, emiong, ta Sinyfuata: «O TPEANGG HE TOUG KOKKIVOUG Kpi-
vougy, «Epwg Eotaupwpévogy, «Eig matdaywydgy, «To puoTikd tng BaAépawvagy, «Kdwv kat
ABeh», «H guxapiotion, «H Attaveio tou wokorour, «OL yépow. H «Povpka» Ba Eovadn-
MOGLEVTEL QUTOVOX OTA €8]G TIEPLOSIKA: ) OTO KAAALTEXVIKO-PLhoAoyLkd Mavadrvaia, 2T,
(30/6/1903): 548-551 (Pe TNV UTOONUEIWON «ATd TNV KaT aUTdG ekSidopévny Agutépav
CELPAV TWV «ANyNEETWY» ZevoTtovAou») Kat B) oTo otkoyevelakd A.0.A.O. (pete&éAgn tng
OMWVUUNG oTAANG NG €d. AKPOTIOAG «oart’ OAa 8U' dAougy»), 69 (17-13/3/1905): 273-4 (oL
mAnpodopieg avtiovvtal and t BiPAloypadia Zevémoulou tou Métpou Mapkdkn, Tou
elvar avaptnuévn oto MIET-EAIA: http://www.elia.org.gr/research-tools/vivliografia-xeno-
poulou/). Emiong, Ba emleyel yia ta adrepwpatikd Tevyn twv TEPLOSIKWY EAAVIkY] Anui-
oupyia (7 (1951): 195-8) kaw Néa Eatiar (50 [Xptotovyevva 1951]: 56-60), pe adoppun} to Bava-
10 oV ouyypadéa. Ag onpetwbel dtt kal ota SU0o adlepWHATA TIPOKPIVOVTAL WG EVEEIKTIKA
¢ mopaywyrig Tou cuyypadéa SUo Keipeva amoAVTWG avopoLa HETOEY TOUG: 1) OKOTELVY
DoUpkor KO TO XOPLTWHEVO Kat avEUEND Sirjynpa KeAaidtopol.

11. Oa éAeye KOVEIG TIWG TO TENOG TOU TIPOTYOUHEVOU ouwva (He yeyovota, OTwG 1
TITWYEUOT TOU 1893 Kat 1 1TTa Tou 1897) pixvel Baptd tn oki& Tou oTo &ekivnua tou véou.
To KAlpa givat UTIOTOVLKO, ot EATIIOEG €xouv SloapeuaBel kat apyel aKOPA N TTOTPLWTLKY AVE-
Taon) Tou Ba eMENBEL pe TN vikndopo EkBaon Twv Bakavikwy MoAépwy.
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otov Eywtotr) yiyavta tou O. Oudidvt. EuBug apéowg, dpwg, ot mpoadoki-
£¢ Tou petaBdirovral, ™ kabBwg weTd tn SnAwTikr autr dpdon akolou-
Bei n meprypadri Tou xwpov, evtdg Tou omoiov oplobeteital ) adriynon,
€vog xwpou (odepoU Kal ATIOKPOUCTIKOU. AVTIOTOLYQ, KaL 1] TIOPOUGIOT)
TWV NPWWV o€ Kapio TepIMTwaon S€v aVTATIOKPIVETAL OTO YOPAKTNPLOUS
«TToLSaKLo». XAWUEG KoL KOKKAALAPLKEG dLyoUpeg, elval €va Talplaoto
KOMUATL TOU YWPOU TIou TiponynOnke. ‘OMwg eVOEIKTIKA OMUELLIVETAL,
«dTEPOVYEG ayyélou oe kaveva dev Tatpialouvy. Mdvn efaipeon éva
KOPLTOAKL, pOSOUAYOUAO KOL I OUAG.

OL mapd&eveg autég popdég maifouv «xwpig va dwvalouv oY, xw-
plg va yeAoUve SLOAOU» TLG «VOLKOKUPASEG, LA U{UNOT) OKNVWV oo TNV
KoOnuepvodTTA TWV peydAwv. O mévog G {wrig avadvetat avayAuda
MEOO ATIO QUTEG TLG ELKOVEG, QMOTUTIWVETOL OTLG KIVIOELG TWV TTOLSLWV
TIOU 0oUVELSO avaTapdyouv TiG BLWHEVEG TOUG TIAPAOTACELS. ESdw ava-
YKAOTIKA SiyalOpaoTe avApesa 0T CUPTIABEL TToU TipoKaAEl pla Téoo
HEAQYXOAIKT] EIKOVA KOL Ol KOLVWVIKEG TNG TPOEKTACELG —adoU Tpoda-
VUG TIPOKELTAL YLO TIOUSLE OTEPTUEVO— KAL OTNV apn)avia TToU yevva ouTr
n avoikela madikri oknvr.

H BABepr} avamopdotaon SLaKOTITETAL UE TNV ELCBOAT oTOV KNTO €-
VoG vEou 1ipwa, Tou NTLVTH, TTIoU OTa XEPLA TOU KPATAEL YLa ULKPT] OOU-
coupdada Tou Tou Ydploe o atEpag Tou. Eokeppéva n mepypadn g
akohouBel évav tpudepd TdVO, TOV OTIO(O ETILTEIVOUV T UTIOKOPLOTLKA
SnAdivovToag €ToL £8W évav avayvdoTn™ TTou KaE(TaL v TAUTIOTEL e To
B0 «Htav mpaypatikwg covooupdda. To oTPoyyuAd TngG HoTdkL EG€L-

12. «H mpdgn BEPata Tng avayvwong ivon ouvriBwg ouveyrig, SnAadt| mapakoAoubel )
Stadoxr) Twv TPOTACEWY, AN AV 1] EMOPEVT TIPOTACT) SEV EXEL AEDT) OYEOT HE TLG TIPON-
YOUUEVEG, TOTE N TipokaAoUpEVN xaopwdia Sivel tn Suvatdtnta oTov avayvwotn va St
OUPYI OEL TOUG SIKOUG TOU CUVELPHOUG YL VO CUVEXLOTEL 1) por| TnG». Kat €Tal, o (Tpayparti-
KOG) avayvwotng «maAtvdpopel evoow StaBadel éva KePEVO, AVAPESK OTLG TIPOCWPLVES
T(POOSOKIEG TOU KOl OTNV AVA{PEDT] TOUG, OTNV 0pyAvwon Kot avadlopydvwor) twy dedopé-
VWV TI0U ToU TipoadEpeL To Kelpevor (T(ORag 1987: 241-2).

13. 20pPwva Pe TO BACIKG EKTIPOCWTIO TNG KPLTIKTG TNG QVAYVWOTIKIG QVTATOKPLONG
Iser (1983), 0 TMPAYHATIKOG avayvwoTng KaAeltal Katd ) Siadikaoio TnG avayvwong va
TaUTLOTEL PE ToV evvooluevo/Aaviavovta avayvwotr (implied reader), to €i80g tou omoiou
QTOKAAVUTITETAL PECA OO TNV TAOKT, TN YAWOOW, TOUG XAUPAKTIPESG, T VOTHATA KAl TO
XAouoTa Tou Ketpévou. Etol, péoa amd auTr] TV TAUTLOT) TO KELUEVO ETILKOVWVEL T UnvU-
HOTE TOU OTOUG TIPAYHATIKOUG aVayvWoTeG. BEBata, utdpyel kow To ev8exdpevo ot Ll8eoo-
YlEG TOL TIpaYHATIKOU avayvwoTn va BpiokovTal G avovTIoToL(a HE QUTEG TOU KELPEVOU,
apa Vo ATIOKAEIOLY TNV TAUTLOT) E TOV EVVOOUHEVO.
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XVe dofo kat Autn. Q var AuTn! Kot twg eomtdpadev! ‘Htav 6An cav pia
kopdovia ptepwn...».

Ta moudid tov mepLtplyupifouv pe TEPLEPYELA KAL TIPOTATELG yLo Eval
vEo Tayvidt oy, duwg, Sev kpatdel TOAY, kKaBwG TO TTOUAAKL Elvat TIOAY
Tadaumwpnpévo. Elval n oTlypr| Tou TEPLUEVEL O OXTAOXpPOVOG MEWpYOg,
«éva apidnTo Kal oKOTEWVS» ™ TTauSaKL yla va TipoTeivel autd Tou e&apyrig
elye oto pUaAo Tou: «Mawdid, EpyecTe va KAPOUPE €va Ttatyvidt Tiou dev
10 ei8ate MOTEG;... T doupkiloupe;»™

OL TIPpWTEG aVTIOPACEL; TWV HIKPWY TIASLWY Eival OVOLEVOUEVES
(«wyppnoav va pUyouv oav TPeANG, pe Gpikng GwVEG Kol XELPOVOULIES®),
HaPTUPOUV Lot aTtooTpodT] TIPog TNV adikaloAdyntn Bia, KATL TTOL cUVA-
b€l pe TNV NAKIo TOUG: 0 AVoyVWOoTNG HEVEL LKAVOTIONMEVOG. H ouvéyela
OpwG Ba avTIoTPEYEL auTr] TNV kavotoinor). To Kako, amnag ki epdavt-
otel, £xeL T Suvapn va amAwvetal, Bplokel, GAAWOTE, epelopata oTLg
Yuyeg Twv avBpwtiwv. To (8o cupfaivel oTnv Kowvwvia Twv peydAwy,
70 (810 Bt oupPel kL €dW.

Méoa and pia oudritnon Ntwtr kat M'ewpyou, Ba AnpodopnBovpue
Vv attia Tou KakoU, adov o0 SeUTEPOG HoPTUPE TTWG EXEL TIAPOKOAOUOT)-
o€l TIPOodaTa Ul OKNVT] GOUPKIOUATOG Kot avOAOUBAVEL Vo TNV TIEPL-
ypawet: «Na. Katadikalouve to TouAl og Bdvato- votepa To paddve-
VoTepa Tou Bydvouve Ta patia —p’ éva dtepod, E€pelg,— Votepa tn dolp-
Ko 0TO AaLpo Kkat va! 16€g... Edw o Mewpyog EByale pla dwvitoa cav va

14. Kat' avtiototia Tpog Tov evvoouuevo avayvwotn (implied reader) umdpyet kat o
€vvooUpEVog ouyypadéag (implied writer, 6pog Tou Wayne Booth), o omoiog avadeikvietat
H€oa OTO KE(PEVO KUPiwG PEoa artd TN $wvr) Tou adnynTr, Tov TPOTo Tou OYOALAdEL Ta
YEYovOTQ, T cupmepldpopd Tou ULOBETEL ATEVaVTL OTOUG XAPAKTIIPES Kal TLG TIPGEELG TOUg
(Chambers 1990: 92-3). ‘ETOL KL €5W ATIOKTOVV ONUOCLAKS TOVO oL a§LoAoyLKOl XapaKTnpL-
opol «apIANTOG» KAl «OKOTELVOG» TIou amodidovtal otov Hpwa. Etdikd o devtepog Bpioke-
TOL OE AVaVTLOTOLY(O E TO OUCLAOTIKG TTov TipoodiopiCel (tauddkl). Paivetar, Aotmdy, ot
SlakpLtikd, péoa amnd v deodoyikr} bdption TG yYAwooag, Tou odnyel otnv 1deohoyikr
XELPAYWYNOT TOU QVAyVWOTr, ouTéq KaAeital va AGBEL «apvnTIKY] oTdomn» amévavTl oe
€vav yopaktripa ou bhEpeL yvwpiopota 1000 avoikela pe v awdikr} tou dpvon.

15. KaBuwg 08nyolpaote mpog tnv kopudwon, yivetat yia pwtn dopd avadbopd otov
T{TAO TOU SINYMHATOG, O OTIOIOG HOG TIAPATIEUTIEL OTNV ETTAVNOLAKY] KATAYWYT] TOU CUY-
ypadéa, adol To ouaLaoTikS «1 poUpKax (ayXovT), KPEPGA, N ONALd TG KPEUAAAG) Kat TO
avtiotoyo pripa «poupkiCw» Exouv Aatvoyevn ipoélevar (<Aat. furca): Aeéikd g Kouwrig
veoeAAnvikrig, @€ccohovikn: IVOTITOUTO VEOEMNVIKWY ZToudwv / 16pupa M. TplavtaduA-
Aidn 1998: 1437.
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Tou €odlyyav To Aapd, eyoUpAwoe Ta PATIOL TOU Kot TETAgE €5w TN
yAbooa. K eyéhace».™

H pikpr] oprjyupn, mou eixe okopriiotel, emotpédel. Kaveig kat tinota
bev pmopel va yMTwoel n pikpr] couooupdda. Avikavn va avtiotabel
napadivetal o€ éva TENOG PpLyTo, N TEAETOUpPYLD TOV oTolov pog Sivetal
AETITOPEPWG.

H adrjynon kAipakwvel otadlakd tnv éviaon mailovrog pe Tig Sa-
BabBuioelg Tng dpikng, Tou evoTo)A —OQV Eva SPOPATIKO VIEA(pLo— Stav-
Bietau pe véTeG Auplopon.” O Mewpyog Taipvel TN covcoupdda Kal ap-
X(CeL va TV padd: «Tnv epadolos, Tnv epadovoe. Kitpva, povpa, ota-
KTEPQ, Kot doTipa PTEPAKLIX AEPOTIAEQV OOV TIETAAOUSES... Kot To TTOUAG-
KL UTIOEVE TO LOPTUPLO OKIVITO, APWVO, UE TO LATAKLX KAELOTA...»

Ta moudid mapakolouBouv Twpa pe evdladépov, dTwg TTOAU cuyvd
oupPaivel, N wun kat apokdAuttn Pia cher]?\d)vsl,ls Ta tadLd {nrouvv
nieploodtepn dpikn («—Mma! kat Sev Ba Tou ByAAelg TIpwTA TA PATIO HE
10 dt1EPS; EdPwvadev €kmAnkin 1 EipnvovAa... —Oyt, yioti pmopel va
Wodorion, lne oxeddv amnd péoa Tou o HikpdG Sriplog»). Mdvn e&aipeon
KOl TIAAL HECOL OTLG KOKKOALAPLKEG LOPPEG ATIOTEAEL 1) TTOXOUAT] Kal podo-
péyouAn ®avri ou v Kopudaia oTLyur] Tov GoupKIioHATOG TPEXEL POt
KpLd. Eivat n pévn mov avtidapBdavetal to péyebog g mpaéng kat n po-
vn Tou avBioTtatal TN «payeio» Tou Kakov.

O €vtova cUPPBOALOTIKOG XOPAKTHPAG TOU SINYTATOG —TIOU APHOVLKA
OUVTALPLACETAL PE TIG VOTOUPOALOTIKEG ELKOVEG TIOU Tiponyrifnkav Kat
Enovtal— kKotadelkvUeTal €6W ATO TN CUMHETOXT] NG $UONG TIOU OKOTEL-

16. ATIO QUTH TN OTLYHT] O 1|PWOG HEYOAWVEL amdTopa. AuTto Staypadetat kabBapd kow
TIAAL pé€oa amtd TIG YAWOOIKEG eTAOYEG Tou adnynTr. ‘Oxt Tuxaia, Alyo mapandvw xpnotuo-
ToLel Tov 6po «avBpwdkog» yia tov Mewpyo BENovtag va Seifel €tol L ipoKeLTaL yia Eva
niepiepyo popdwpa, ToU TapaTIaiEl avVApETH OE SU0 NAKLOKEG GATELG XWPIG VO AVIiKEL
TeAka ouBevd («Me! Aev Bapuéoal! AmokpiBnke o avBpwTaKog, TTOA) EUXAPLOTNEVOS
and péoa tou o apxLie kamota culrjtnon.»).

17. MoAV ebotoxa, GAMwOTE, Kat 0 MoAapdg onpelwveL: «Ma €pxeTal 0 TIotNTrig Aoyo-
YPAPog pE KATIOLX £pya TOU Kol e OUVETIAUPVEL... oav TN Qovpka...» (MaAapdg 1972: 469).

18. MpP. €dw 1o Ppiytd Béapa evdg atpdduptou, etolpobavatou okUAou, TToU Tapa-
KoAouBoUv pe evdiadépov oL KATOLKOL piag Aaikrg ouvolkiog ota «@edpata tou Yuppri»
tou M. Mntodkn («Metd meplepyeiog avapeiktou ndovr), anéBAeyav ot ev autr i To
Spapa, poorAwoav ta BAEppatd Twy Bewpouvteg, ev ekmAn&el, e&eyépoel Sla To amnpoo-
S6kntov, aA\& Kat pe guyapiotnow avBpwwy pn avolkeiwtwy €1g totavTar). Tnv €NEn
IOV aoKE( 1) Ppikn TpayHATEVETAL KL 0 ZEVOTIOUAOG 0TV ETtoToAn «H Kupa-ZtdBatvan (H
Admdaoig Twv Maidwv, 32/32 [11-6-1925]: 252).
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VIAadeL ylo v Jag TIPOoETOLRAOEL yia To (odepd yeyovdg. ZTnV TIPOyHaTL-
KOTNTa dPaivetal 6Tt avarapPavel to podAo evdg adpatou Kpltr), Tou a-
bevog eayplwvetal amd TNy avaitio okANpoTNTa Kot adetépou mevOel
yta to aBwo BVpa: «Mio okotevog edaivouvtav o kimog. ‘Eva cuvvedo
podpo, xapunAdtepo amd ta poAufévia ou eokémnadav tov oupavd, HABe
K’ e0TdONKe (oa-loa amomédvw ard Tov pIkpdv ekeivo FoAyoB4...»™

To dolpkiopa cuvteleital kat ot d¥o BUTeG, NTvTr|g Kat Mewpyog,
oUVOSEVOUV TNV TEAEOT) TNG TIPAENG TOUG HE TO OPMOKEVUTIKOG TUTILKO: «—
Alwvia tou n pvrjpun! —Aprv! O M'ewpyog EekapdloTnke amod Ta yEALO.

H meprypadr] g vekprig Ta coucoupddag™ eival Téoo akpaio va-
TOUPOALOTIKY) WOoTe amwbel. Ot apnynuatikoi HPWEeG OpwG Sev epdavi-
Couv avdAoyeg evatoBnoieg: «Q, MW TavV Aypla TWP KoL OKOTELVA Ta
TIPOCWTIAKLA TIOU €KVTTAAV TNV EIKOVA TOU OKANpou Bavdatoul...» Kat
€dw emipova PumpooTd pag, Omwg kat koB' dAn tn didpkela TG adriyn-
OMG, TA UTIOKOPLOTIKA GTrVOUV To SL1kG TOUG YAWOGOLKS Tty vibl. Adevdg
7o TaLdLIKS TNG NAKIOG TWV NPWWV UTIAYOPEVEL ULO TETOLA ETILAOYT] TIOU
OHWG UTIoVOoUEVETAL aTd TO TIEPLEXOHEVO, adoU oL TTPAEELG TWV NPUWY
pévo maudikég Sev yapaktnpiCovtal. ETol, n xpoltd Twv Aé€ewv amd yai-
SeuTikr] —Tou Ba €mpeme AOYIKA Vo E(VOL— KOTOATYEL KOPOLSEVTIKT] KOl
pEoa amo auTr] TNV avTLTopABeoT TIPOKUTITEL TEAKA N ELPWVEIX.

Mua Eadvikr Bpoxr) Ba €pBet va dtakdWel T pakafpla evatévion. Ta
TadLd okopTiiCovTal wg «Tpopaypéva opviBior. TeAeutaia Ba duyelL amd
TOV €PMHO KNTIO, «TIOU TOV EEETIAALVEY O HOUPOG SPAKOVTAG aTtd TNV aVo-

19. H mopopoiwon edw dev elvan tuxaia. MpP. pe v atpdéopapa g ZTOVPWONG,
omwg TNV mopadivouv Ta EuayyéNa, dtmov, av Kot HeoTHEPL, 1) TTAGOT) OKOTEWLALEL yLa va
nievOrjoel to Meyovdg. O opoldnteg, BéPara, Sev meplopilovtat pévo o' autd. Ag avaroyt-
OTOUHE aKOpa To abwo Twv Bupdtwy Tou TiBevtat «utepuPwpévar, T Pladtnta Twv
BuTtwv Tou ocAadoviKd ETLTNPOVV To BEapa, TOV POAO TOU UTIOKLVOUHEVOU OYAOU.

20. «loa-ioa oTn péon, anomdvw and tig Beplepéves TOOUKVISESG, ekpépouvtay To pi-
0GYUHVO CWHOTAKL TG coucoupddag. To oxowi éodryye to Aawpd G Zav Koppévo exw-
pLe To KEPAAAKL TNG. Tol HATAKLA TNG TIETAPEVA E§w TV XAVSPES, N YAWOGI(TON TNG KPEUX-
opévn oto TAAL... ‘Htav Yodlor. H téo0o wpr] eptypadr] Tou vekpol CWHOTOG HaAG TIAPATTE-
HTIEL 0T OUYXPOVT] 0O TUVOULKT] AOYOTEXVIQ, TIOU —aVTIOETA PE TNV KAAOLKTY|, OTIWG Elval TLY.
o Kévav NTouA rj n AykaBa KpioTt ou amépeuyav akpaieg EIKOVEG— APECKETAL OE TETOLOU
€idoug meptypadég. MoapdMnia, dpwg, N emavorapBavopevn Xprion TWV UTIOKOPLOTIKWY
(owpatdaky, keboAdKl, pHATAKL, YAwooitoa) nxel oav évag mpwtdtumog ko BABepSS e
K1i8€10g, Tou VTIOSNAWVEL TNV aBwdTNTa Tou BUPATOG Kat KUPIWG TNV GyvoLd TOU yLat TLG
EPLAATIKEG OTLYHEG UTOV TOU KOGHOU.
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pia Twv wikpwv avBpwmwvy», ™ n ®avr). H Yuxrj g Seiyvel «tpoupartt-

OMEVT» KOL TO CWHO TNG CUPTIAOYEL EKONAWVOVTOG Evav UPUNAS TTUPETO.
‘Opwg, OTIWG ETILYPAPUATIKA SLOTLOTWVEL 0 adnynTrg KAEivovTag tnv
adrynon, «kavéva omd to YAwHA Kal KokkoAldpika Ttaidia Sev €nabe
Tinoto».”

H avayvwon tou dinyrjpatog pag adrjvel He ouvaloBr)pHaTa OVApEL-
kta. O evijAlkog avayvwoTtng tapakolouBnoe pe mepioola amnéyBela to
doUpkLlopa Tou pikpoU TouAloy, adou Ta adnynuatikd dedopéva Siev-
KOAUVOV TNV ToUTLOT] TOU PE T cuvaloBnpoatikr avtidpaon tng Ooavris.

‘Opwg, oL TpayuaTikol avayvwoteg dev eival cuyypadlkeég Kata-
OKEVEG, €lval amTég ovIOTNTES, PE WPLHOTNTA KOL YVWON- TILO CUYKEKPL-
MEVa, VWO Tou KakoU. Agv elpaote apabol o€ auTod yla va KAEIGOUE
Ta patia, OTwG 1 pikpr) NPWIiSA, aAAd KAAOUUOOTE TWPA VO ETIAVATIPOOC-
Sloplooupe T oxéon pag pe To kelpevo Stafalovtag Tiow amo Tig AEEELG.

Aodarwg, éva {tnua eival To &N¢: ylati o Zevdmoulog éypae autd
o Sijynua Tou Aoylkd ameuBuvetal O €VIAIKEG ETILAEYOVTOG T)PWES
madid, kdtL mov mapadootokd amoteAel idlov g atdikrig Aoyoteyviag;
'OTIWG XAPAKTNPLOTIKA ONUELWVEL 1] Biku Matotlou (1991: 104), To Ttawdi-
fpwag epdaviCeTal ouxvotepa oTa SINYHHATH TOU ZEVOTIOUAOU Kol Al-
yOtepo ota publotopripata oAAG Kot TIAAL 1] TILPOUGIa TOU O€ OXEOT UE
T0 oUvolo tng meCoypadlkrg TAPAywYTi§ TOU ouyypodEn TopAUEVEL
toyvn. To oudl wg adopur} abnynUATIKG EKPLETAANEUOTG OEV TIPOKAAEL
T0 evdladEépov Tou Teoypddou aAAd amaoyoAel kupiwg To ouyypadéa
EPYwV TTaLSIKWV Kat Tov Tatdaywyo.

Kelpevo mou va tpodoyiCel tn) oulhoyr| Sev €xoupe. Kat Ba gixe evdi-
apépov va yvwpilCope av ol amdPEL; TOU ZeVOTIOUAOU, €TOL OTIWG KATO-
ypadovtal otov mpdAoyo NG TPWING CEPAG TwWV AMynuUaTwy TOU yLa

21. Ta «tauSaKia» TNG apxriG Tou SINyrHaTog £X0UV TIPOG TO TEAOG HeTapopPwOEl o
«HIKPOUG avBpwimoug». ‘Onwg kot o Mewpyog, amomowridnkav Ty MoSIKOTNTA Toug Kat
peydAwoav andtopa.

22. H moapépfoon tou apnyntr eivat kaBopLoTikr|. To EVOLHO KA Tou Sinyrjpatog, n
€vtovn mopouasia Tou BavaTou Kol 1 KATOAUTIKT] yornTeia Tou KakoU Ba propovoav vo pag
odnyrjoouv o€ pLa atoBnTIoTIKOU TUTIOU AvVAyvwoT, av Sev UTIIpXE auTH 1 TEAeuTaia TIpo-
TOOT) TIOU OTOKAE(EL TETOLEG EPUNVEIEG KAl EVOUVOHWVEL TO PEAAOTIKG/VATOUPAALIOTIKG
TAQ{OLO TOU KELUEVOU.
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evNALKeG (TIou ekdidovtal 1o 1901) Ba pmopovocav va €youv edboapuoyn
Kol €6W.

T ekelvn TN Ukpr] €locaywyn o cuyypadEéag, oUTe Alyo oUTE TIOAY,
SMAwWvVE OTL Ta KE(PEVE TOU AUTA PTTOPEL va €lval TTIPOOLTA KO O€ €va TTaL-
8(, adov, av Kal N OVOyVWOTLKY TOU EMAPKELX E(VOL TTIEPLOPLOPEVT] AOYW
nAkiag, dtoBetel To xadplopa va pooeyyilel kdBe adriynon xwpls mpo-
KatoAjPEeLs.”® Mmopeil, Spwg, autr 1) ampokaTéAnTTn Kot o pBéva patid
TOU MULIKPOU avayvwoTn va tou g§aodalioel tnv mpoéofacn Kol o€ Eva
Sujynpa, 6mwg n Qodpka, OTIOU VOL PEV TIPWTOYWVLOTOUV TToLdLA 0AAK OL
QAVATIOPACTACELG TNG TTALSIKOTNTAG TOUG ATTEXOUV TIAPOTAYYAG ATt TO val
BewpnBoUv UTIOSELYUATIKEG;

Av dgxtovpe tnv amoyn tou Hollindale (1997) 6t éva keipevo amev-
Buvetal oe madld, Otav oL ATEIKOVIOELG TIAUSIKOTNTOG TIOU TIOPEXEL €-
prAoutiCouv TNV TMaSIKOTNTA TOU AVayvwWoTn Kot cURBAEAAouv oTnv au-
TOyvwolo Tov, TOTE EVOEXOPEVWG N ATIAVTNOT] HOG VAL E(VaL LEPLKWIG KO-
tadatikr, adov 1 okAnpdnta kat n Pia dev amovotdlouv amod Tnv Ka-
OnpepvoTnTa TV TALSLWVY (av Kot 0To Sirjynua apouctdlovtal o€ Tpo-
Xwpnuévo emninedo). To va ta tpododotovpe, Spwg, He TETolou eldoug
QPVNTLKEG TIAPACTACELG ONaiveL OTL TOUG TIPOOPEPOUPE TN SuvatdTNTa
HLOG TILO YPTIYOPNS, TILO OAOKATPWHEVNG Kal CUVELONTG evnAkiwong;
Mia t600 amatolodogn ekdoxr) NG TALSIKTG TAUTOTNTAG SEV KIVOUVEVEL
VOl TOUG OTEPTIOEL TNV TIOTN 0TA QWTELVA KOPHATLA TOU EQUTOU TOUG;

ErumAgov, Sev TpEmeL va EEXVAUE Kal TNV KOUATOUPQ TG ETTOXTG TTOU
€0pee 1o Kelpevo kat Tov Snuioupyd. To moudi Twv apywv Tou 20° al.
EXEL AVAYVWPLOTEL WG ULA AUTOVORT) OVTOTNTA TIOU £XEL AVAYKN TIPOOTA-
olog. To véo aloBnua g Taudikrg NAtkiog €xeL 1181 katakupwBel oTig
OUVELSTIOELG TWV EVNAKWY gV TauTtoypova €xeL Stapopdwdel kat 1 €v-
vola Tou kahoavaBpeppévou tatdlov (ApLeg 1990: 242). Edw evtdooetal
KL 0 avouEVOUEVOS avayvuiatns ™ g AwdmAaons, to audi SnAadh twv

23. «...e0UVEION oA va Aéyw ta Tipdypata armhd, kabapd kat §dotepa. Autd Sev onpai-
VEL, pou paivetal, 0Tt ypadw TpdoTuxa, 1j Tt Sev Byaivel TIOTE amd To SiNyrHATE pou Kalt
BaButepo vonua. ANG Ttapete 6ToLo BENETE: TIAPETE TL.X. ATtO AUTOV TOV TOHO TO «Micog».
Eive katd Babog pio odtupa, mou Sev Ba TNV kKatoAdBouv Kohd-kaAd, —ototynpotilw,—
oUTE outol IOV opAoVV £1G Tag ePpnpepidag Sia Tov Nitoe. AGoTe To SpwG Kot o' Eve Ttaudi,
Kot va 1érjte mou Ba to Stafdon p evdiadépov. BéBata Sev Ba evvorion doa BEAW va Ttw,
MG kat ToAL oa Ba evvorjon tou $Bavouy, To LkavoTolovv...»

24. 'Evag 6pog oUCTOLYOG TIPOG TOV «AVOHEVOHEVO QVAYVWOTN» €ival Kal autdg Tou
«TIPOCSOKWHEVOU», KABWG KAl TOU «EYYEYPAHUHUEVOU QVOYVWOTN» (TOU avayvwotn SnA.
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PHIOPIOZ ZENOMOYAOZ, «H QOYPKA»

QOTIKWY OTPWHATWY, Kat OxL To okAnpaywynuévo tadi tng vmaibpou,
Tou elval TAvTa SECULO EVOG TIAEYHATOG KAVOVWY EUTIPETIELAG KAl KO-
opéTNTag.” ‘OAa aUTE ERGAVIIEG HOG ATIOUAKPUVOLY OTd TOUG TTPWTA-
YWVLOTEG TNG Povpkag, adoU OL OTEPTUEVEG KAl OKOTELVEG LOPPEG TOUG
oUTe €eAkUOUV OAAG oUTE Kal Stamatdaywyolv TETOLOUG AVAYVWOTES.
2 tov KOO0 Toug Gavtalouv amAd avolKeLEG KoL TIAPATALPES,.

A. To dujynpa wg aAAnyopia yia tnv avlpwrivn ¢pion

H emdoyn Twv nNpwwv Ba pmopoloe (0w val EPUNVEUTEL av avoAoyL-
OTOUE TNV amrjynon 1ov Ba giye To (dlo dirjynpa xwpig autovs. Tt elval
TEMKA oUTO TIOU poG TPpopadel eploodtepo edw; H (S n mpdén (to
¢doUpKLoP) 1 Ta TTPOoWTIA TIou TNV emiteAovy; Kal givatl autd ta mpd-
owta TadIKA 1} Tow amd autry TNV amatAr aicnon modikdtnTog
KpUPEeTaL pLa TOAU ouykekpLpévn ouyypoadikr ipdBeon);

ATIOKOAUTITIKO WG Tipog TNV TipdBeom autr] Ba pmopouoe va eivatl To
okitoo tou A. /\cx(cxpiénze, TIOU aTELKOVICEL TN OTLypr| TTou Ta ToudLd pa-
Souv N coucoupdda kot cuvodeVeL TN SnUOCIigVoT) Tou SiNyrHaATOG
otV EAAnvikr} Anutouvpyior To 1951.77 ESW 0L HPWES aVATIAPLOTWVTOL |E
gvav oxedOv adulo TPATIO, AKLVNTOTIOLNUEVOL KL TIAXLCLWUEVOL OTIO €val
tomio yupve. Evwy dépouv kamoleg audikeég evdeielg otn popdn (.
KOTOLSAKLO oTa HOAALY, TTaLSIKA poUya), TO TIPOoWTIO Toug SelyveL arma-
B€g mpoBdihovTag Ot povo pla amousio cuvatloBnuaTwy aAAG kupiwg
ptoe okOTILUN NAKLaKT ampoodloplotio. Mévo otnv ékdpaon tng Pavrig
Stakpivoupe (xvn Tou Tpdpou evog adlov. Kat dev gival tuyaio 6t pévo

IOV SNAWVETAL HECK OTO KEIUEVO WG KATAAANAOG 1} TIPOGSOKWHEVOG YL TO KEIPEVO QUTO).
Hawthorn 1993: 199.

25. O 810G 0 ZevomouAog otV ETLOTOAY] TOU UTIO TOV XOpOKTINPLOTIKG TiTAO «Tt Ba TN
AtomAacdmovAo» pag Sivel v ouvtopia To TpodiA Tou: «eival To Taudi ou Sev KAVEL T P&
o KaBrjkov Tou Kat 8 Seixvel TTAVTOU TIAPA T CEUVOTEPT] KAl KOOPLWTEPT) SUNTIEPLOPE»
(H Atdmdaoig twv Maidwv, 29/33 [16-7-1922]: 260).

26 O AvatoAng Aalopidng (He kataywyr amd tnv Ale§avdpeta) urripée {wypddog,
XAPAKTNG, YAUTITNG, KPLTIKAG AoyoTexving Kal EIKACTIKWY TEXVWY, EKOVOypadog BB wv
KOl TIoINTrG. Z€ TTOAAG €pya TOu UTIdp)EL TO oTOoLXEID TOU CUMBOALOHOU 1 TNG ELpwVEinG. BA.
oxeTikd MoulakiwTtou (2009).

27 KaBe mpdén amnekdviong eivat Tautoypévwg Kat pia tpdén epunveiag, kabwg oAy
ouyva n etkdva Selyvel auto Trou oL AéEeig Sev Aéve. TauTtOxpova, OUWG, KAL) CUYKEKPLUEVT
elkOva Ba rjtav aff€Bain kat EAATING xwpliG To Kelpevo, apov ot Aéelg petadiSovv tnv eow-
teptkr) TG onpacia (Nodelman 2009: 319).
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autn Seiyvel va Kiveital epdatikd Tovifovtog €ToL TNV akilvnoia Kol TNy
YuyxpoTNnTaA TNG UTIOAOLTING CUVTPODLAG.

Y1ié auTo TO TPIoHQ, N ELKOVA TNG KLKPTG OpTyupng (TTou tepthapBa-
VEL Toug Baotkoug avBpwTiivoug TUToUG) yivetal TIAEov €vag KapBag tng
avBpwtvng kolvwviag, omdte Kat to dirjynua Stafdletatl wg aAinyopia
yta Tnv avBpwrtivn duon. O pikpdg MNewpyog dev eival Ta €vag Tatdikog
npwag oAA& avTimpoowtevel Tov avBpwTo-0Utn, autdv ou oyt pévo
eTITENEL TO KAKO OAAQ, XELPOTEPQ, TIAPAKLVEL TTPOG aUTO. Ta KivnTpa dev
elvat mavta amocadnviopeva. Mmopel va uttokveital amd pia evEOpuXM
guyoplotnon, pia gyyevi] téon yix oadlopd, umopel AL va Aettoupyel
TIEPLOCOTEPO HULUNTIKA QVOTIOPAYOVTAG TN OKANPOTNTA Tou O (810G €xEl
Biwoel. Autdg o kUkAoG NG Blag kat 1 evaddayr] BUTn kat BUpatog Tovi-
Cetal, AAMWOTE, Kal péoa oto Suynua, kabwg ta matdid mov mpdbupa
Séyovtal va ta «Selpel 0 TATEPOG» 0T TALOLX TOU TtayvidLoU yivovtal
OTO TENOG EKTEAECTEG EVOG XELPOTEPOU EYKATIHATOG, adov To BUpa elval
TILo avUTIOW(NOTO, TILO AVUTIEPACTILOTO, TTLo aBwo.

AMwoTtg, dev elvat dveu onpaciog To yeyovog 0Tt o poAog auTog aro-
S(detau o€ éva 1600 adUvapo TMAdopa Tou {wikov Bactieiov. H tpudepn
o0uUcoUPASITON ATIOKTA £TOL HETWVUHLKY] UTIOoTOON, adoU oL popdEg
Twv (Wwv Slatnpovy évav apxXeTUTIKG oUpPBoALoPS Tou kabilotd o
VAT T vorjpota. Ta Tddn toug elkovoypadolv ta dln Twv av-
ep(.;'.)rroov.28 Mpaypata mov eival SUokoAo va 080UV OTIG KUPLOAEKTLKEG
Toug SLaoTAoELG amodidovTal UTIAVIKTIKA, 0XESOV UTIOYELY, XWPIG WwoTd-
00 va Y&vouv o€ SUVALKT): VTIOETWG. Oa AéYopE PAALOTA TTWG OUTO TO
AavBdavov onuacloloytkd Toug ¢optio AELToupyel TIEPLOCOTEPO EMITATL-
KA yla Tov uTtoPLtoopévo avayvwotn. Kat kaBwg ot aBwot, oL o evdiw-
TOL, OL AlyOTEPO avOEKTIKOL E(vaL TO TUNHA EKEIVO TNG KOLVWVING TIOU TTa-
padivetal apoynTi, To plkpO TIOUAGKL OVTLTIPOCWTIEVEL E6W OAEG TIG AVU-
TIEPACTILOTEG UTIAPEELG TToU aduvaToUv va eMBLLICOUV PHECA OE Evav KO-
oMo aduowWTNTOo KOl AmAvOpwTo, pia PeTaUdLEGUEVT) EKSOYT] TOU OTIOL-
OU OUVOVTAWE OTNV TIALSLKT] OUT|yUPT) TOU KELHEVOU.

28. Autr| 1 TakTikn givat ouvriBng otnv matdikn} Aoyoteyvia. Mo MapdSetypa, oTo KAa-
01k6 KOk Maus n vadotikn Onpuwdia okiaypadeitar péoa and {wopopda okitoa (Zep-
Bov 1993: 149) evw otnv Tedeutaio Madpn ata tou TpiPLld, éva kelpevo ou ameuBuveTal
e&loou oe MadLd Kat EVIALKEG, AUTEG Ol SUTAPETTEG OTLYHES TNG avBpwtivng LoTopiag aro-
Sidovtat AL péoa amd pia Lotopia yia {ua (ZepBol 2007). BA. emiong kat Zervou 2000: 39.
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PHIOPIOZ ZENOMOYAOZ, «H QOYPKA»

Kt av o lewpyog eival o evopynotpwrg g Piag, o NTLVTrG HE TN OEL-
pd tou elval ekeivog Tou oTéKeTaL pe Soulompemr] aduvapia dimAa otov
LOXUPATEPO CUVALVWIVTOG KAL ETOL SULOUPYWIVTAG TIG KATAAANAESG TTpOoU-
moB€oelg yia va Bpel To kakd avtamndkpion. Ot uttdAoLteg GLyoUpEg, o
OUMTIANPWVOUV TO OKNVLKO, OTOTEAOUV HAAAOV Kal TNV TAEloYndia TnG
Kowwviag pag. H ouveldnor toug gival TIOAD €AAOTIKT], OL QVTLPPTOELG
Toug KoUdLeG Kal ol TipoBEaelg Toug ampoodidploteg, adol eVKoAa pE-
Touv Tpog N pia B TNV &M TAeLp&™ katadeikviovtag TV aduvapia
™G avBpwTivng Puvong amévavtt ota aln .

‘O)ol oL Topamdvw TUTIOL —0V KOl APV TIKE ONUOTOSOTNHEVOL— EYOUV
péoa oTo Kelpevo Tpoowteio matdlov. Mag delyvouv €tol mdoo enoda-
MG pTopel vau gival 1) Kplon KOG YL TNV TIPAYHOTLKT] OYn TOU KAKOU Kal
600 amaATNAX EAKUOTIKS Kol avwduvo Gavtadel autd ouyvd OTo AT
HOG;

OmnwodnmoTE, 0 (TIPAYHATIKOG) avayvwoTng Plwvel éva Suodpeoto
ouvaioBnua. Mpodkettal yia 1o cuvaiocOnua mou Tnyddel and péoa pag
kGBe dopd Tou pia «koAr] TioTn» amodelkvueTal avuméotatn. AuTto
oupPaivel €W Kal OTOUG WPLLOUG ATTOSEKTEG TOU Sinyrjpatog mou Sia-
NPoVV pia €LSavIKELUEVT avTIAnYn Tepl maudikdrTag, Kabwg n vo-
oTohyia yla autd Tou ol {Stot €youv xdoeL avemoTpenTi Toug WOE( va Tou
TPoodWoouV amAdYEPA LOLOTNTES (T1.Y. KaBapdTnTa, KAAOCGUVT) TIou SV
elvau Mévta amapaitnTo 6t1 Stabérel.>

29. AUTO To UpEeTABANTO TNG avBpwvng cuptepidpopds amodiSet TOAU yhapupd Kat
10 A’ otdoldo ™G Avitydvng tou ZodokAr: «TEXVEG HAOTOPLkEG codioTnke/ IOV SV TIg
BadeL 0 voug/ Kt GpWG L 0TO KOG, Lo 0TO KOKO KUAGEL (peTddpaon K. X. MUpn).

30. Mia e§1davikeupévn avtiAnym nepi mtoudikdtnrag Statnpei kat n mapadootokr Mat-
Sikn} Aoyoteyvio, n omoio Snptoupyel €va €(80G «TTOLHEVIKTIG CUMBAOTG» CUVTNPWVTAS TOV
HUB0 piag eutuytopévng Kat abwog ratdikrig nAkiog mov Paocietal oTig VOOTOAYIKESG pvT-
HEG TWV eVIAKWY ouyypadEwv Kal TG TiKPrig aioBnong ot ta moudikd ypovia €xouv yabel
yU autoug opioTikd (Nikolajeva 1999: 64-74). Kat o (810G 0 ZevémouAog yonteudtav amd pla
TSk TO AVEPEAT, XopoUpEVT, aBwa (BA. evdeiktikd tnv Emiotor] «Maudikr] aiotodo&i-
a», H Aidridaotg twv Maidwv, 24 [14-1-1917]: 55). TO TIPWLHO HEYEAWHA TwV TIALSLWV Sev TOV
OUYKLVOUOE LOLAITEPQA YLXTI TOUG OTEPOVUCE QUTA AKPLBUIG T XOPOKTINPLOTIKA: «Baupdlw
BéBata Ta pkpd modid dtav mapactaivouv Kat pihovv oo peydotr po ta Baupdlw, ta
YOuoTapw, T ayarnw TepLoaoTePo, dtav GpEpvovTal oa piKpd Tadid. Eotw ki 6tav poAw-
VOUV ylo éval HTIOPTIOVL, Kot S€pvouvtay, Kat Tpafopoadiiovvtal, kat Eepwvifouv...» (Emi-
oToAn «Ta maudid eivan mawdidw, H AidmAaoig twv Maidwy, 35 [17-12-1927]: 24).
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E. O kKolvwVIKOG TIPOBANpATIONSG

Autr n avtimopdBeon petaU evog LOeaToU Kal TOU TTPAYHATLIKOU TToLSLoU
pag odnyel Kol o€ plav GAAN avAayvwon Tou KeLPEvou, omoTe Ba mipémel
VO VOAOYLOTOUE OV OL QVOATIAPAOTACELG TNG TToSIKOTNTAG TTOU SLoKpi-
VOVTQL OTO KEIMEVO QVTATIOKPIVOVTAL TWPO OE HLA TILO OTOXEVHEVT] TIPO-
Beon Tou ouyypadEa e KOLVWVLIKEG TIPOEKTATELS.

MATwWG TEAIKA T TTALOLA HPWEG KPATOUV TO TIPOCWTIELD, WG EVAL LEA-
AOVTIKO KATOTITPO TIOU paG ETILTPETIEL VA SLABAEWOUE TOUG EVIJALKEG TIOU
Ba yivouy;

Av 1oxVeL auTd, €0TIACOVTOG TNV TIPOCOYT] HOG OTX OTOLYE(N TIOU OUV-
B€touv autd to MpodiA, Ba aviiAndBolpe ATt To Kowwvikd VTIORaBpo
VA SELKVUETAL WG €vag atd TOUG TIPWTAPYLKOUG TIapAayovTeg Stoapdpdw-
oMG TOU ATOpoU, adov N cupneplhopd TwWV NPWWV Sev gival auTdvoun
aA\& etepokaBoptlopevn (Edw StadaiveTal KAl 0 VOTOUPAALOTIKOG XO-
poktripag Tou €pyou). H kahoouvn tng pikprig Qaviig eivat deiktng evodg
TpudePOU olkoyevelakoU TEPLPAANOVTOG (BAETTIOUNE, AAAWOTE, OTL PETA
TO TIEPLOTATIKO OTPEDETAL YLO TIAPNYOPLA OTN UNTEPA TNG) EVW Ta pOSLva
MOYOUAGKLO TNG HAPTUPOUV L0 OLKOVOULKY] EUMdpELa. AvtiBeTa, oL KOK-
KaALApLKeG popdEG Twv uTIOAoLwY TadLwy, To BALBEPS Toug o vidy, N
SektikotnTa amévavtt otn Bia kat to Bdvato eival amdppola adevog Twy
TIPOCTACEWY TIOU TIPOCAABAVOUV Kal OETEPOU TWV OTEPTICEWV TIOU
Biwvouv: otepricewv oe OAa Ta emimeda kal Kuplwg 0To cuvaLeBNATLKO.

Kot' autdv tov TpoTo, 0 XpOVOG TOU SLNYNHATOG EKTEVETAL OE Tpla
enimeda. Me kUpto a&ova To Tapdy, TToU €lval KaL O XpOVOG CUVTEAEOTG
ToU SpApaTOog, To omolo SlveTal PE Lo auoTnPY] XPovikr] akoAouBia, dw-
TiCeTal eMOPKWG TOCO TO TAPEABOV TWV NPWwWV (1 oTeEPnEVN Kot OAPe-
pr} Cwr} Toug) 600 Kat N HeAAOVTIKT] Toug €§EALEN (adou 1) e&oikelwon pe
T0 Kokd TIpodlaypadel Tnv Topeia Toug kat divel TNV aloBnon plag tpa-
YLKT|G HO(pOG TIOU VOPLOTEAELAKA ETILBAAAEL TN Slatwvion Tou Kakou). Eu-
duwg, BERata, o Zevomoudog Sev katabétel To Sikd Tou TIPOPANUATIONO
ylo TNV €§EALEN TWV UIKPWV PacavioTwy. YTIAPXEL, OPWG, LETEWPOG OTNV
a¢riynon. O avayvwotng vouiCet 6tL Badilel pévog aAAd oTnv TpaypaTL-
KOTNTA KOUBOAGEL L€ TOU OAQ TAL GLWTINAQ VOT)ATO TOU KELUEVOU.

Mo Tétotou €idoug Bewpnon KAVEL TOUG TIPWTAYWVLOTEG Vo GOvTA-
Couv o oupmaBeic ota patia pog, Eadvikd amoktovv GAA0BL kal N TTpd-
&n Toug evtaooeTal oTa TTAALOLA TNG YOVEIKTG TTopapéAnong. Miag tapa-
HEANOMG, TIOU Qv KOl UTIOLYOPEVETAL OTIO T HEPLUVA YLa TNV KaBnuepLvr
emiBiwaon, Sev TAVEL vaL E(val TINyT| APVNTIKWY CUUTITWHUATWV.
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PHIOPIOZ ZENOMOYAOZ, «H QOYPKA»

H kowvwVvikr] xpold Tou SinyraTtog TAPATIEUTIEL GUVELPULKA OTO €pYO
Tou Kapdhou Ntikevg,® Tou omoiou ta maudid-ripwes, 6mwe mapatnpsi o
Hollindale (1997: 100-101), AertoupyoUv wg pLeyeBuUVTIKOG Pakdg, wg Eva
METPO OUYKPLONG HE TO OTIOi0 TTOPOUCLAlOVTOL Ol TIPAKTIKEG TWV EVNAL-
KWV OE KOWVWVLKS Kol nOkd eminedo. Ta matdid yivovtal €ToL avTLpo-
OWTIEVTIKA TTopadelypata Tng SLaoTpEPAWONG TNG TTPOCWTILKOTNTAG TIOU
TIPOKOAE(TaL aTtd aUTOUG Kal oL TIPAEELG TOUG —EPUNVEUHEVEG PECA OTIO
Lot EVIALKN GUVELSTOT— PG ATTOKAAUTITOUV O)L TOOO TITUXEG TOU EUTOU
TOUG 600U TOU KOOPOU Twv peydAwv.®® Autd PAémoupe va cupBaivet
KOTA KUPLo Adyo otov OAiBep Touiot, OToU pIKpa aydpla tapadivovtal
oTNV KAEWYLA Kat TNV aTLpio, €Tl OTIWG TLG EVOPYTOTPWVEL 1) YKPOTECKO
dLyovpa tou gfpaiov Paykiv. OTwg YopaKkTNPLOTIKA SNAWVEL, dUwG, o
(8106 0 ouyypadEéag otov 1pdAoyo Tou €pYyou, pLa «Kakr] GUoT» XELPOTE-
PEVEL HECA OE OKOTELVA LOVOTIATLO EVW) TO KAAG LEVEL AVEYYLYTO KaL QUTT
elvat TeEAka kat n dikaiwor] tou. Etoy, n popdr] Tou TpwTaywvLoTr] aTo-
KTA po oxeS6V cupBoAtkr) utdotaon, adou tinota dev pmnopel va Stad-
Beipel TNV apéAuvVTN pikpr] kKapdid Tou. To EUTUXEG TENOG KAL 1] OTTOKATA-
otaon NG Sikaloovvng eival T600 avapevopeva 600 Kal avaykaio.

31. H ema¢r] tou Zevomouvdou pe tov Ntikevg Eekivdel amd ta pabntikd xpovia tou
TpwToUv, adov, OTwg oNUELWVEL oTNV AutoBioypaia Tou (0. 128), TéTe &eKivnoe va TTpwTo-
SwaPadet tov dyyho ouyypadéa. ANwOTE, Kat ot AdmAaon Tou 1930 SNHOCLEVEL OE GUVE-
XELES (T TIG 26/7 WG TIG 16/8) pia pubioTopnpatikov tumou Ploypadio Tou Ntikevg, Tpo-
KELUEVOU VO CUCTY|OEL TOV HEYGAO GUYYPOUDEN OTOUG HIKPOUG avVayvVWOTES. EKel onpeLvel
XOPAKTNPLOTIKA (16-8-1930): «Alkata Tov ovopaoav “ouyypadéa Twy moudiwv”. Ze oA
€pya Tou MEPLYPAPEL pE aydmm TN {wr] Twv TadLwy Kal ot pwEg Tou eivat TodLd, Tou
avoAVEL He Téxvn To xapaktripa toug. Kat dev umepaomifetal povo ta matdid aAAG kabe
KOAG kot avwtepo. Evag Bloypddog tou ypddet o1t “okomdg ota €pya Tou Aikevg ivat o
avBpwritopdg, To yevikd KaAd, n euoTiAayvia Kot 1) €TLEIKEL”».

32. ATIWTEPOG OTOY0G Tou ouyypadéa, BEPRata, eival va apumvioToVpE yia T Suotuyia
mtou TeptBaANeL Tov kGopo pag. O ‘OABep Toviot, yia TapASeLypa, YIVETAL AVTIKEILEVO KO-
148e1€ng g ENewPng oiktou Kat dphavBpwriag, kabBwg ot Suotuyieg Tou amotehovv TN
Bootkr} duvaun g apriynong, mou B€Ael va tovioel tnv adtadopia kot ) StapBopd Twv
yUpw tou (ETupotovAou 1989: 36).

33. Aodadwig, Ko auTd Ta oTotyela ouvTéAecav oTo va Bewpeitat o Ntikevg ouyypadé-
ag Yl TaudLd. ZXETIKA PE TNV ISavLKT) SLAoToom Twv ToudLwv-npwwv tou Ntikevg BA. Otko-
vopidou 2011.
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ZT. 'Eva pEQAIOTIKO OTLYULOTUTIO 1 «ATpOoPaLpa EPLEATN HE MPWES
ToudLa»;

310 Strjynua Tou ZevomouAou, SUwWG, N aBwATNTA 0TO TEAOG KOTAKEP Q-
T(CETOL EVW TO KAKO EVIOYUETAL. EVOUVOHWVETAL avTioTo o Kot 1) PEAAL-
oTIkOTNTA TOU Sinyrjpatog; Eival TEAKA TTLo TTELOTIKOL WG AP yNUATIKES
Topovcieg ot pikpoi drjutot tng Povpkag amd tov e§LdaviKEUUEVO (owg
‘OMBep Tovuliot, Tou omoiou n BetikdtnTa uTtepTOVi(ETAL PESA ATIO TNV
QVTLTTIAPAPOAT] TOU PE TIG EYKANATIKEG TIALOLIKEG bLyoUpEG TTIOU TOV TIEPL-
otolyifouv;*

Oo UTopOoUsE VA LOYUPLOTEL KAVEIG OTL OKTVEG KOKOTIOMONG HLIKPWV
Cwwv amd madLd (kot yevikotepa oknveg atdiknig BapBapdtnrtag) dia-
SpapatiCovrtat ouyxvd, 18lwg S otV eAANVLKT] UTTaBPOo KAl OTIG OTIKEG
bTWYOYELTOVIEG KaL €(0UV YIVEL AVTIKEIEVO AOYyOTEXVLKT|G EMEEEPYTiag
KoL attd GAAOUG AOYOTEXVEG, OUYXPOVOUG HAALOTO TOU ZEVOTIOUAOU, OTIWG
elval 0 Mntodkng kat o Moamadiapéving.® Oa umopoloape, Aolmdy, va
Sovpe To Sujynua amAd wg Pl PEAALOTIKY] Kataypodr], EUTIOTIOHEVN
OTLG KOPUDWOELG TNG HE TILVEAMEG WHOU VOTOUPAALGHOU, TTIOU ATTOKTA Ka
oUpBoALKEG/aAANYOPLIKEG SLAOTAOEL.

Mia tétola eppnvela evioyVeTaL Kol amd Tn paptupia tou idlou Tou
ouyypadéa, o omolog To 1931 o€ pla EiotoAr otn Atamdaon twv MNaidwv
(38/43 [26-9-1931]: 512) pe BEpa TNV kakotoinon {wwv amod TaLdid oplo-
Aoyel OTL €xel Buwoel €va avaloyo TEPLOTATIKG: «AuoTuywg Sev elval
KolBOAou OTIAVLIEG OL OKNVEG QUTEG TNG GpIKNG... MOAAEG PopEg TO EyKAN-

34. ‘Evog adpnynpatikog ripwag mov cuvtauplddel Tig ouvriBwg ovTLHOYOHEVEG TAOELG
ToU peaALopoU Kat Tou Ldaviopou eivat o Xak Oiv (1884). O pikpdg mapiag Tou Mapk Tovai-
nv, avévtaytog kot aroPAntog, Statnpel, omwg kat o ‘OAPep Touiot, pia eyyevr] oo Ta
KOl pia Tmyaioc KAAOGU VT TTIOU AVTLAXOVTAL TOV ApVNTIOHS TwV Blwpdtwy Tou. Etot, autdg
0 CUMTIOONTIKAG AVTL-TIPWAG HE TNV A TIKN cupteptdopd epdavilel otypég upniov da-
VIOpoU (6tawv, yio topddetypa, amodacilel vo pnv mpodwaoet tov popo T uTtaKovovTog
otn dwvr] TG Kapdidg), Tou epdatikd avadeikviovtal péoa ard Tn Xprion evog E0WTEPL-
KoU adnynTr, TATOXPOVa HE ML TIopwSLaky] ekdoxr] Tou KOopoU Twv evnAikwv (BA. oxe-
Tkd ko ZepPou 2005: 85-8).

35. Avadépw 1o Surjynpa tou M. Mntodkn «To yati», ypapupévo to 1893, TIoU TIpaypa-
TeveTal Tov avnAer] Bacaviopd evog pikpol {wou amd plo opdda moudiwv Kat tapouctadet
TIOAAEG opotdTNTeg pe tn «Povpkar. Zta Sinyrjpata tou Mamadioapdvn, arnd v GAAn, N
maudikr] avohynoio amodidetal o ‘ayxvd’, cuvriBwg CUVOVTAPE Lo OpESa OKANPOTPAXN-
Awv TradLwy o gpmaifouv kdmolo advvapo. BA. evdeiktikd «Ta Satpdvia oto pépor 1 «T'
aeptkd oto SEvTpon.
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pa auTo yiveTat opadikd. Malevouvtal KAUTOoA XAPLITWHEVA TILdLA yia
v’ amayyovicouv —TL vepwVIKT dtaokédaon!— éva SUCTUXLOUEVO TTIOUAAKL
TIOU €TECE OTA YEPLA TOUG. Mia Tétola oknvn TepLlypddw o’ €va TtaiLd
pou Sirjynue, n ®ovpka. Eivar amnd to duoikd. Kot Bupovpat akdpa
bpikn Tov atotavOnka pkpog, dtav MapaoTdnKa KATd TUXN 0T OKNVI)
auTr TIov SinynBnka HeyaAogy.

‘Eva epwdytnpa Tou tiBetau autopata edw eival to €8ng; Motog kabo-
onyel tehikd Tnv adriynon; H maudikr} cuveidnon mou Biwoe to yeyovog 1
N ouveldnon Tou eviiAika TTIOU TIPOCAAUPAVEL TNV TTAUSIKY] UVIUN HEo
amo pia Stevpupévn A€oV oTrTikr] ywvia kot T Studilet pe to pidtpo tng
AOYIKTG KOl TNG OUCOWPEVHEVNG eumelpiag H amdvtnon eival pdAiov
Stt). Adevdg 0 oUYKLYNOLOKOG TOVOG TOU KELpEVou adrivel va Stadavei N
amnéyBela kat 1) Gpikn Tou pikpou Tadlov o uTripEe KATIOTE AUTATITNG
papTupag tng oduvnprig oknvrig, TMopdAANAa, OUWG, 1) KATAOKEUT TOU
KELWEVOU, TOOO 0E YAWOOLkS 600 Kal o adnynUatiko eminedo, amoka-
AUTTITEL TOV WPLO adnynTr] TTou BedTal Kot EPUNVEVEL TOV KOOHO HE Evay
L0 oVVOETO TPOTIO.

Kt €tol, To keilpevo Sev gival amAd 1 e€lotépnon tou Bacaviopoy evog
HIKpOU TIOUALOV. Av 0 cuyypadéag HOEAE AMAWG VO ATIOTUTIWOEL TO EV-
OTOVTOVE ULaG —OKANPNG Hev, ocuvrjBoug de— oknvrig TTadikrig aypLotn-
tag, olyoupa Ba pmopouvoe va Vv amodwoel Kot StadpopeTikd, uloBeTw-
VTaG pLa YAWooa amtodopTIoHEVT aTtd LEEOAOYLIKA VOTJLOTA KOL OUVELP-
HoUG®®, KéTt o Bar SoVpE va Kavel o€ pia ETILoToAr Tou 1896 (H Atdma-
ot¢ twy MNaidwv, 3/27 [13-7-1896]: 211) pe Tov TiTAO «ZwodiAow», N omoia
TIOPOUCLALEL UEV XOPAKTNPLOTIKEG OPOLOTNTEG HE TN PoUpka oAA& TO
€(60¢ TOU YpovoypadriHATOG, OTO OTIO(O EUTIITITEL, ETITPETIEL TNV TIPAYE-
Tevon tou (Slou Bépatog péoa o€ Eva SLadopeTIKkO MAAOLO, OTIOU 1) ALTTO-
otpodr] TPog Tov avayvwotn (LEYOAo Kat pikpo) Sivel edw Tov Tdvo pLog
KoOnpepLvrig kouPévtag: «Aev €Tuxe va BoeAuyOriTe Ta Kakd eKelva TTaL-
6la, ta omola cuAAapfavouy kat Bacavifouv TTNVA, kat Ta padouv (w-
vtavad, kot totg e§opuooouv toug odpBaipolg, kal ta amayyovifouv (dia
va aLotavBouy, daivetal, Tog ouykLvroelg Tou dnuiov!) kat Ta metpofo-
Aovv, Kal KaTaoTpédouv 1§ apmaooouv Tag GwAéag Twy;... Méoca kal To-

36. H 18eoloyikr] ddption tng yAwooag, BERaia, den Bpioketat tdvta uTtd TOV ONOKAN-
PWTIKOG ENeyyo Tou ouyypadéa. EviovUtolg, To mapdtalpo Tou Sinyrjpuatog péoa oto cUVoOAo
MG OUYYPODIKTG TIAPAYWYT|G TOU ZeVOTIOUAOU poG adrivel TEPLBWPLA VA EIKACOUME OTL
€8W ylveTal Yo TiLo oLVELSTTI] Xprion NG L8E0A0YIKTG SLACTAONG TNG YAWOOAS.
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oa 6ev BAEmopev ToloUTa kaBnueplvwg! Kat va tamaplOpriow akoun,
AuttoUpal...».

AMG kat oto gutpdmelo Sinynuatdaxt «Awti Ta BaoaviCouvr» (H Awg-
nmAaotg Twv Maidwy, 10/38-9 [27-9-1903]: 307), oL ypadeTal TV (Sia Tie-
piodo pe ) Povpka, emaveépyetal To Bepa g Tadikrig BavaucdtnTog
Tpog ta {wa péoa amod pia AAAN ottikny. ESw o 1évog gival xapoUpevog Ki
avéhadpog, n yhwooo Aettoupyel Stadopetikd amodidoviag TNV KWHLKN
Sldotaon Twv TpaypdTwy, adol oL TPWIAYWVIOTEG E(Val EVTopa TIOU
TipooTaBovv va EpUNVEVCOUV TNV TAoN KATTOLWV TIALSLLIV VA TO KOKOLE-
tayelpiCovral. BéBata, otnv MePIMTWOT QUTH 0 ATTOSEKTNG TOU KELUEVOU
elvat epdavwg to mawdi, omdte TiBevtal kat TTAAL OAeG oL SeOpEVTELG TIOU
adopouv v Tadikr} Aoyoteyvia.

AT Ta mapandavw, ¢aivetal, vopifw, akdpa o kabapd otL To -
ynpa H @ovpka ouviotd pla dlaitepn koatnyopio. H ameikdvion twv n-
pwwv elval EexwploTry, TOoO PE PAoT KpLtripla NALKIOKA 600 Kol CUYKPL-
VOUEVT HE TOUG ouvr|BeLg kavdveg tng teCoypadiag Tou Zevomourou. Ot
LoxVvEG Toug dLyoUpeg yevvouv BAIYN, ot Tipd&elg Toug améyBela evw o
QUIANTOG KOl OKOTEWVOG TIPWTAYWVLOTHG QVTATIOKPIVETAL TIA|PWS OTLG
ipodiaypad€g Tou poAou Tou: gival évag pikpog Sriptog. MapdAAnAa, To
Biato €pyo mou emiteAdovv Ta tadid oxedSOV Toug otepel Tov avBpwvo
XAPAKTI)Pa TOUG («Onplot avrjuepa TN OTIYUNV EKEVN T TTALSAKLAL...»).
Kot evw ekeiva Tov amotolovvtal, To abwo Bupa Toug EMPEAWG VTUVETAL
HE avBpwTiopopdLkd XOpAKTNPLOTIKY, WOTE VA TOVIOTE! OKOMO TIEPLOGO-
TEPO 1 TPAYLKY autr avtidaon («To oTpoyyuAd Tng patdkt €detyve doO-
Bo... Tng émacav piyeg kat PUyeg a1 coucoupdda dev eixev dpeén amod
™ AUT»). AdeTépou, yUpw amod Tn XPrion TWV UTTIOKOPLOTIKWY OTHVO-
VTl MIKPEG YAWOOLKEG Tay(SeG, TIou ypwpaTiCouv pe To S1kd Toug TPOTIo
v aloloyikn] Tapoucsiaon Twv Npwwv. H eokeppévn audlonuia g
XPOLAG TwV AEEewV TTpokaAel T Bupundia Tou uTToYLAGHEVOU aVayvVWoTn
TIOU, 000 TIPOYWPAEL N TIAOKT|, CUPHEPIETAL TN oKWTITIKY] SL1dBeon Tou
adnynT IOV TNV AVTIAAUBAVETAL WG ULA UTIOYELX UTIOVORLEUOT] TWV XO-
POKTIpWV.

Tautoypova, Ta otddla Tou doupkiopartog eival doopéva pe tooM
auoTnpr EMLOVE] OTNV KABE AETTOPEPELD KAlL OTT) GUKETOXT] TNG PUoNg,
wote eVAoya okédbTeTal Kavelg TIwg N teptypacdr} Bpadumopel tnv adn-
YyNoT, TIPOKELUEVOU va ToVIoTE( TO e16exBEG TG TIPA&ng Kal va Plwoel o
amodEKTNG 0€ OA0 Tou To pEyeBog To {oPEPS OKNVIKO TIOU QPLOTOTEYVLIKA
QTTAWVETAL YTIPOCTA TOU.
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Ot pikpol mpwtaywviotég g Povpkag eival kdtL eplocdTeEPO amd
avTL-1ipwes. H mapoucia Ttoug elvat auTr] ou oToLyeLoBeTEl TNV ebLaATL-
KN} atpdodatpa tou Sinyrjpuatos. H avopB6doén cuvumapén madikdtn-
Tag Kal NdovioTikrg Bavauootntag Gavtdlel voonpri Kat 1 voonpotnTa
auTH Vo SEIKVUETAL KOL OTIO TO YEYOVOG OTL 1| KPEUAAX OTHVETAL UE TOV
oTayKo piag Tadikrg ofoupag.

AMG kat N tapwdiakr avadopd otn BpnokeuTikn eBipoTuTil TOU
Bavatou €xel 1o O1kd NG AelToupyLlkd poAo. To Biato TéNog TG kPG
oouooupadag ouVodeVEL e Ta Adyla TNG xpLloTlavikn kndelag pia adt-
K] apnynuatiky wvr]. Opwg, o EekapdloTikG YEALO TTIOU aKOAOUBEL
Sdnuiovpyel TNV evinwon evog OKOTEWVOU OVEIPOU, LECO OTO OTIOLO Aoy!L-
KA OUVUTIAPYOULV TO WG Kal To OKOTASL, N AUTMN KL 1) Xapd 1§ 0AALWG TO
TPAYLKO, TO KWHLKO Kot TO Tapddo&o. ‘'OTav 0€ KATAOTATELS, TIOU KAVOVL-
K& eTLBAANOLY TN OLWTIT KAl TO OEPAOHG, CUVAVTAHE KATL AT POocdOKNTO,
avTLOTPOPWG avdAoyo Twv TPOcSOKLWY HaG, TOTE QUTI N UTIOVOHEUOT)
NG KOVOVIKOTNTOG AEITOUpYEL WG pla AavBdvouoa onUacLoAOYLKT] EVEEL-
&N, Tou e8W €pYETAL VO ETUTEIVEL TOV OPVNTIOUS TWV NPWWV KAL TNG
Tpdé&ng Toug. ETol, Tae AdyLla Toug nxoUv TPooBANTIKA EVW TO AKALPO YE-
Ao adrivel Tnv aioBnon ot StampdyOnke pia VPpPN.

Me autd to Aitd Kelpevo o Zevomoulog SLaAUel cuBEpela Tig Weudat-
oOrjoelg pag KATAdEIKVUOVTAG E TNV TIAEOV KATOAUTLKT] cadrvela OTL
Sev UTIAPYOLV LOAVIKEG KATAOTACELG, OAX YUPW HOG E(VAL PEVOTA KoL UTIO
aipeotv. Mapadoaotokd mpomupyla aBwdtntag dev umtdpyouy, aypla €v-
oTIKTa €veSpeVOUV Péoa oTov KaBéva pag. ‘Omwg xopakInpLloTika on-
AwvelL 0 ayyAog dpitAdoodog Zmévaoep, Tov oToio yvwpLle KOAL 0 cuyypa-
dEag, «n ko] yvwpn mepl g aBwdtnTog Twv maidwv elvatl aAndrig pev
WG TIPOG T YVWIOELS, EVIEAWG 8E ETPANUEVT WS TIPOS Tal EVOTIKTAY. 3 H

37. «H apwdio TpoUToBETEL yvwoT), TTAPATNPNTIKOTNTA, AVATPEMTIKOTNTA Kot Babi-
tat aioBnon epwveiog, and v mMAeupd tou Snuioupyol. Amattel emiong yvwon Kat €-
YPriyopon ard tov avayvwoTn yia va yivel SIkOG g Kowwvdgy (ZepBol 2007).

38. Mo avaAuTikd, o Znévoep SNAWVEL 0To €pyo Tou H Aywyr], mvevpatiky, noIKI Ko
owpaTIKT: «Mn TIPOCSOKWHEV €K TwV TA{dwV peydAnv nbikniv ayaBdétnta... Qg ta xapa-
KTNPLOTIKA TOU TS GG... OpOLAouoty Tt TL XPOVIKOV SLACTNHA TIPOG T TWV aypiwy, oUTw
Kol T EVOTIKTO auToV. ‘OBev Kat 1 YEVIKY] TAOLG Twv TtaidwVv Tpog To YPevdog, TNV KAOTyY,
MV oKANPATNTA, 1TIG Kot AVEL TNG aywyng HETABAAeTaL, akptBwg wg petafdrlovtal Ta
XAPAKTNPLOTIKE. H Ko yvwun mepi g abwdtntog twy naidwv ivat aAndrig pev wg
TIPOG TO YVWOELG, EVIEAWG S€ ECPOAUEVT) WG TIPOG T EVOTLKTA. Bpayutdtn HETd Twv Tati-
Swv ouvavaotpodr| apkel va Tieion dvtag mepl ToUTOL.» (ZTMEVOEP 1914: 196-7). Tig Oew-
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TIGAN, Aotmdv, avdpeoa otlg SUVAELG TOu KaAoU Kal Tou KakoU gival o-
Stdkomn kal EESIMAWVETAL E6W UTIPOOTA HaAG OE OAN TNG TNV EVApPYELX
péoa amo pa (odepn] Tomoypadia kot avBpwtoypadia.

2" autd To Surjynua Atpwon Sev uttdpyeL. Timota Sev pével avenado
péoa pag KL av KATL dalvetal va ydvoupe, autd elval 1 Tiotn pag oto
KoAG, adov évag Blalog kat avaitiog Bdvatog onpatodoTel Kal To TENOG
ToU Sinynpatos. ‘Opwg, éva TETolo apvnTiko Kat adLE§odo kAeloLo, Tou
adrivel HETEwpPO TO altnua yia Sikaiwor, EpxeTal TEAKA va evOuvapw-
OEL TNV avaykn yLa Yuytkn avdtoon. Mmopel n adrjynon (okoTmipa (owg)
Vol U1 pog odnyel o€ pla kdBopomn oAAG o avayvwotng Ba avaykaoTel va
Vv avadnTroEL LE TOV TPOTIO ToU, HEoa Kot €§w aTtd aUTOV.

pieg tou Znévoep yvuwpLle O Kahd 0 =evomoudog. 2 apBpo tou ota Mavadrvaia To 1904
Tov xapaktnpilel «OTaTo Twv cUYXPOVWY PLAoCOPWVY» EVW, OTIWG pag TAnpodopel ot
ouvévteu€r Tou (Kouytodylou 1982: 1015-17), ilxe €TOLUAOEL HEAETT YU’ QUTOV TIOU KATO-
otpddnke padi pe to apxeio tou ota AskepPpravd (BA. oxetikd kou MNeopaldylou 1992: 77,
79). AN\WOTE, Kol 0TV EMLoToAr] uté Tov Titho «H mmyr) Tou kakoV» (H AtdnAaoig twv Mai-
Swv, 23/25 [21-5-1916]: 201) 0 Zevomoulog vloBetel tn omevoeptavr] avtiAnyn mepi moudi-
kotntag, otav avadépel ot Ta moudid xwpiq ekmaidevon eivar dpota pe Onpio, adov o
avBpwTiog €xeL dypLa EVOTIKTA, AKOPA KL ATt ouTr} TNV NAKI{X IOV TNV ovopdloupe abwa Kt
ayyENKT).
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OBSERVATIONS ON CAVAFY’S HISTORICAL METHOD:
THE EROTIC POEMS

Afroditi Athanasopoulou
(University of Cyprus)

This paper examines the erotic poems of C. P. Cavafy, which, based on the his-
torical period to which they refer, can be divided into two main categories.
The first part of the paper focuses on the Antiquity-inspired erotic poems and
their particular features, a close examination of which reveals interesting
aspects—and more subtle distinctions—of the world model these poems por-
tray. The second part of the paper examines Cavafy's erotic poems that take
place in the poet’s time, revealing Cavafy’s stance towards the paradigm of his
era. The comparison between those contemporary poems and the erotic
poems inspired by the Antiquity helps arrive at some conclusions regarding
Cavafy’s historical method. The discussion focuses on the correlation between
past and present, demonstrating the social orientation of Cavafy’s erotic poetry
in both dimensions of historical time and, hence, the unity of his oeuvre.

n this paper | examine the historical method of Cavafy based on his

erotic poems. By “erotic poems” | mean those poems of Cavafy’s cor-

pus, which refer—either explicitly or implicitly—to an erotic relation-
ship, as well as those that exude hedonism/eroticism, as is the case, for
instance, with Cavafy’s Alexandrian epitaphs, which will be discussed below.
It is appropriate to clarify from the outset that the analysis will not delve into
grammatology issues, such as the ancient and/or modern sources of inspira-
tion of Cavafy’s erotic poems, nor into genre-related issues (mixing of gen-
res), or into particular terminology issues, such as the distinction between
erotic “epitaphs” and “eulogies”." Instead, the research focus is placed on
highlighting the poet’s historical perspective through his erotic poems, as
the title of the paper suggests.”

1. For an overview of these issues and a discussion of the related bibliography, see Athana-
sopoulou M. (2010). See also note 5 here.

2. The bibliography on the historical Cavafy is extensive. The major contributions are listed
in Athanasopoulou A. (2016); for Cavafy's historical method, in particular, refer to Chapters 2
and 3. For a bibliography in English, see indicatively the fundamental works of Beaton (1983)
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Based on the historical period they refer to, Cavafy's erotic poems can
be divided into two main categories:

1.  Erotic poems inspired by the Antiquity, and

2. Contemporary erotic poems, i.e. poems referring to the poet’s
time.

Cavafy’s oeuvre also includes:

3. Poems on poetics with no specified time and place, in which eros
has provided the source of poetic inspiration and in effect consti-
tutes the theme of the poem.

Here, | will focus on the first two categories of Cavafy’s erotic poems. The
examples | have chosen to examine come from the corpus of the recog-
nised poems, the so-called Canon. However, | have also studied the Hidden,
Unfinished, and Repudiated poemes, i.e. the entire corpus of Cavafy’s poetic
work to base my argument.

1. The Antiquity-inspired erotic poems take place in the Ptolemaic and
post-Ptolemaic era, roughly speaking: from the height of the Hellenistic
period in the 4th century B.C. (with two major turning points in its course:
the rise of the Romans and the advent of Christianity), until the end of the
era marked by the Arab conquest of Egypt in the 7th century A.D. The geo-
graphical coordinates of this world in Cavafy’s poetry are basically defined by
three symbol cities:

— Alexandria, the metropolis of the “great new [= multicultural] Hellenic
world”, eAnvikdg kauvolpiog koouog, ugyas, that emerged as a result of the
conquests of Alexander the Great; see indicatively the poem “In the Year
200 B.C.”, wherefrom the verse in quotes (for its full meaning see the last
two stanzas of the poem).

and Ricks (1988), and of course Keeley's book, Cavafy’s Alexandria (1996; *1976), which remains
a seminal study in Cavafy scholarship. For the subject examined in this paper, see also Jusdanis
(2987) and in particular Roilos (2009). | thank Prof. Panaghiotis Agapitos for suggesting the last
two books. The most recent study on Cavafy’s (homo)eroticism is the monograph of Papaniko-
laou (2014).

3. The English translations of Cavafy’s Canon are cited from the standard edition Keeley—
Sherrard (1992). The excerpts from the Unfinished poems are cited from Mendelsohn (2009).
The quotations of specific verses from Cavafy’s poems include also the text in Greek for reasons
of precision.
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—Rome, the metropolis of a new emerging power and, hence, of the decline
of the Alexandrian kingdoms as a result of the Pax Romanag; see, for instance,
the poem “Of Dimitrios Sotir, 162—150 B.C.”

— Antioch, or more generally “Syria”, a region which in Cavafy generally
coincides with the area of Asia Minor (lonia), the ancient cradle of Hellenism,
and at that time the main theatre of antagonism between “heathens” (pa-
gans), Christians, and Jews for ideological and political dominance, but also
the starting point of the Arab conquest of the Mediterranean, which put an
end to the Greek (Byzantine) presence in the region. See the poems on
Julian the Apostate, on Apollonius of Tyana, the “Jewish poems”, but also the
Unfinished poem, entitled “Of the Sixth or Seventh Century [A.D.]", which
refers to the “mighty Arabism”, kpatauds apaBiouds.*

At first glance, Cavafy’s erotic poems that belong to this long historical
period are similar to each other, which gives the impression that they consti-
tute an integrated and homogeneous group. However, as | will demonstrate,
the group of the Antiquity-inspired erotic poems of Cavafy can be divided
into two subgroups—plus one intermediate—that have subtle but hardly
negligible differences between them. I shall call the first subgroup “Alexan-
drian” and the second subgroup “A.D.” erotic poems. The intratextual indica-
tors that allow us to distinguish between these two groups of poems are the
following:

1.1. The “Alexandrian” erotic poems always mention explicitly the name
Alexandria or Alexandrian, and in most cases are structured as epitaphs: they
refer to the death of prominent young lovers, who are praised for their
beauty and love of beauty (the keyword being ato9ntikds that combines all
fine arts), for their eroticism/hedonism, their edification, in short, for their
excellence— physical, spiritual, and moral—as befits the classical model of
the handsome and virtuous man (ka6 kayadd¢ avrip).®

This group comprises the poems: “"Tomb of Evrion”, “Tomb of lasis”,
“Tomb of Lanis”, but also the poem “For Ammonis, Who Died at 29, in 610",
which takes place in the 7th century A.D., at the end of the era of Hellenic

4. The poem is cited in Lavagnini (1994: 255); transl. in Mendelsohn (2009: 30). Alexandria
falls in the hands of the Arabsin 642 A.D. Egypt was then a province of the Byzantine Empire.

5. On the association of these “Alexandrian” poems with the Greek epigram and the Pala-
tine Anthology, see Kazazis (1976), Caires (1980), Ricks (2007), loannou (1985: 88-103). On the
distinction between “epitaphs” and “eulogies” among Cavafy’s erotic poems, see Tsirimokou
(2000).
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Alexandria, heralded by the Arab conquest of Egypt (with the corresponding
historical transformations in the text). Of course, this group of poems is not
limited only to erotic epitaphs; elements of the Alexandrian way of life can
also be found in other, non-erotic poems of Cavafy.6 All these poems praise
in fact the Hellenic way of life, namely the Hellenic pleasure (ndovn), the Hel-
lenic ethos of @ilokadio, the Hellenic culture, and last but not least, the
Greek language. For Cavafy, these elements make up the “Alexandrian”
world model, but in a wider perspective constitute also the foundation of
the Western civilization.

In order to provide a tangible idea of this cultural paradigm, | quote the
poem “Tomb of Evrion”, which summarises the features that according to
Cavafy one should possess to be called a “Hellene” (eAAnvikds):

Tomb of Evrion

In this tomb—ornately designed,

the whole of syenite stone,

covered by so many violets, so many lilies—

lies handsome Evrion,

an Alexandrian, twenty-five years old.

On his father’s side, he was of old Macedonian stock,
on his mother’s side, descended from a line of magistrates.
He studied philosophy with Aristokleitos,

rhetoric with Paros, and at Thebes

the sacred scriptures. He wrote a history

of the province of Arsinoites. That at least will survive.
But we've lost what was really precious: his form—
like a vision of Apollo.

As we can see, the poem attributes to Evrion the main qualities of the
ideal Alexandrian: youth, aestheticism (evident in the decoration of the
tomb), mixed origin (in this case Greco-Roman), erudition (philosophy,
rhetoric, history, sacred scriptures), and above all, divine beauty (“like a
vision of Apollo”).

6. See, for example, “The Glory of the Ptolemies” (on Alexandria), “Greek from Ancient Times”
(on Antioch), “Tomb of the Grammarian Lysias” (on Greek education), “Epitaph of Antiochos,
King of Kommagini”, which contains the emblematic verse “he was that best of things, Hellenic”
(urrjpé&e To dptotov ekeivo, EAANVIKGS), as well as the poem “In the Harbor-Town”, which defines
the vast territory of the multiracial Alexandrian kingdom with the phrase “the great Panhellenic
world” (to péya maveAArjviov); cf. “In the Year 200 B.C.”, which includes a similar declaration
(EAANVIKGG KavoUpyIo§ KOOHOG, UEYAS).
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It should be noted that the poems of this group are dominated by a
sense of belonging to a circle of friends, a tight-knit multicultural commu-
nity, as can be seen from the use of the collective pronoun “we”. In fact, the
most recognisable feature of these Antiquity-inspired “Alexandrian” poems
are the poetics and ethics of the mixture, as stated clearly in the line *“We're a
mixture here” (EiueSa éva kpaua dw: ZUpoy, Mpatkoi, Apugvior, Mrdotr) from

the poem “In a Town of Osroini”.’

1.2. Before we proceed to the second subcategory of Cavafy's erotic poems
inspired by the Antiquity, it is imperative to refer to an intermediate group
of poems, which we could call “rmotrjpata tou petaypiov” and are of crucial
importance for this transition.® Cavafy’s erotic poems that belong to this
category are: “In the Month of Athyr”, “Dangerous Thoughts”, “Of the Jews
(A.D. 50)", “Tomb of Ignatios”, and especially “Myris: Alexandria, A.D. 340".

A common distinctive feature of these poems is that Christianity runs
through them as a new cultural element. More precisely, it is the Judeo-
Christian ideology that blends in as a catalyst of change in the paradigm of
the “Alexandrian” world and way of life, transforming the classical unity of
body and soul into a split, in which the body is marked negatively, as corrupt
and sinful, while the soul is treated metaphysically (its salvation is decided in
the Hereafter).’

Reading this group of poems that lie at the threshold between two eras
(B.C. and A.D.), i.e. between the Alexandrian model of a multicultural and
tolerant society and the religiously and politically polarised society of the
new era, one can conclude that in fact these poems form a continuum
that begins with tolerance (e.g. “In the Month of Athyr”), goes through
identity crises, more or less profound (cf. "Dangerous Thoughts”, “Of the
Jews (A.D. 50)”, “Tomb of Ignatios”), and finally ends up in complete

7. See the analysis of the poem in Papanikolaou (2014: 272—285). See also the comments
about the poem in Apostolidés (2003: 138—141). Interesting views on the “poetry of the mixture”
and the subject of interculturality in Cavafy can be found in Pierés (2000). Of particular interest
for the topic discussed in this paper are the contributions of V. Karalés, D. Haas, G. Dallas, D.
Angelatos, X. Kokolés, M. Pierés, and Ch. Karaoglou.

8. On the concept of the “threshold” or "middle ground” (uetaiyuto), a general feature of
Cavafy's poetics, see Pierés (1992) and Paschalés (2015).

9. On the religious theme in Cavafy, see Haas (1996) and Haas (2000a). On the “Jewish
poems”, in particular, see Polyviou (2013) and Athanasopoulou M. (2016).
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alienation (the emblematic example here being the poem “Myris: Alexan-
dria, A.D. 340", which essentially belongs to the new era).*

It is not possible to examine thoroughly each of these poems in this
paper. | will focus on their distinguishing features. The pagan and the Chris-
tian element coexist in the poem “In the Month of Athyr”, as evidenced by
the “heathen” name of the month (ASUp) and the explicit reference to
“Lord Jesus Christ” on the tombstone. However, the word “soul” (yuymn)
mentioned in the poem, though common in both the Platonic and Neopla-
tonic/Christian vocabulary, clearly verges towards its Christian meaning,
given that the lamentation of Lefkios’s friends, as emotional as it may be,
is devoid of any allusion to hedonism, an element invariably present in the
“Alexandrian” erotic epitaphs we examined earlier. Here is the poem:

In the Month of Athyr

| can just read the inscription on this ancient stone,

“Lo[r]d Jesus Christ.” | make out a “So[u]l.”

“In the mon[th] of Athyr” “Lefkio[s] went to sleep.”

Where his age is mentioned—"lived to the age of “ —

The Kappa Zeta shows that he went to sleep a young man.
In the corroded part, | see “Hi[m]... Alexandrian.”

Then there are three badly mutilated lines —

Though | can pick out a few words, like “our tea[r]s”, “grief,”
then “tears again, and “sorrow to us his friends."”

I think Lefkios must have been greatly loved.

In the month of Athyr Lefkios went to sleep.

The poems “"Dangerous Thoughts”, “Of the Jews (A.D. 50)", “Tomb of Ig-
natios” reveal progressively the intensification of the identity crisis of the
protagonists as a result of the paradigm shift. In the poem “"Dangerous
Thoughts”, the phrase “in part a heathen, in part Christrianized” (ev uepet
€IVIKOG, ev uEpel yplotiavifwv: v. 4) still shows mixed identity, however
body and soul are clearly separated in the poem, the body being intended
for “sensual pleasures”, while the soul, the spirit, for “ascetic” contempla-

10. These poems, among others, are also examined in chronological order of writing by
Haas (2000a), who arrives at similar conclusions, albeit without grouping the poems as pro-
posed here. This is also the case with other studies in Cavafy scholarship related to the topic.
In my opinion, the grouping of Antiquity-inspired erotic poems based on their distinguishing
features provides a key to the interpretation that can help us understand Cavafy's historical
perspective at the time of writing, i.e. the correlation between past and present, which is the
aim of this paper.
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tion of the divine. The most tell-tale sign of the shift is probably the verse
“l won't fear my passions like a coward” (eyw o madn pov dev Sa poBou-
pot oav Setddg: v. 6), which indicates that the erotic passion is now per-
ceived as a distressing fearful experience. | am quoting the poem:

Dangerous Thoughts

Said Myrtias (a Syrian student

in Alexandria during the reign

of the Emperor Konstans and the Emperor Konstantios;
in part a heathen, in part Christianized):
“Strengthened by study and reflection,

I won't fear my passions like a coward;

I'll give my body to sensual pleasures,

to enjoyments I've dreamed of,

to the most audacious erotic desires,

to the lascivious impulses of my blood,

with no fear at all, because when | wish —

and I'll have the will-power, strengthened

as | shall be by study and reflection —

when | wish, at critical moments | will recover
my spirit, ascetic as it was before.”

In the poem "“Of the Jews (A.D. 50)", instead of the (multiracial) company
of friends, family now emerges as the locus of identity and, more impor-
tantly, as the centre of what is socially acceptable ("My most valuable
days”, “son of the holy Jews"— ot Tiuidtepes pov pépeg, Twy tepwv EBpaiwv
0 ULOG: V. 4, 10). Moreover, for the first time here Hellenism acquires ambiva-
lent implications (“the elegant and severe cult of Hellenism”— tov wpaio
Kal okANpSv eEAAnvioud: v. 6). Finally, the concept of mortality—the fear of
death—settles firmly at the centre of the unity of body and soul, the flesh,
which was once dominated by the immortality of eros (“with its over-
riding devotion / to perfectly shaped, corruptible white limbs"— ue mv ku-
plapyn npoordlwat / o€ téAeia kapwueva kot $OapT& dompa uéAn: v. 7-8).
The text of the poem follows; it goes without saying that the passage en-
closed in quotes presents greatest interest, as it reveals the perspective of
the dramatic persona in crisis, rather than the unequivocal certainty of the
narrator-commentator in the closing verses (a wishful thinking?). For the
identity crisis of lanthis himself, particular attention should be drawn to
verse g (“and become the man | would want to remain forever”), which is
repeated twice placing the emphasis on the pure identity of “a son of the
Jews, the holy Jews":
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Of the Jews (A.D. 50)

Painter and poet, runner and discus-thrower,
beautiful as Endymion: lanthis, son of Antony.
From a family on friendly terms with the Synagogue.

"My most valuable days are those

when | give up the pursuit of sensuous beauty,

when | desert the elegant and severe cult of Hellenism,
with its over-riding devotion

to perfectly shaped, corruptible white limbs,

and become the man | would want to remain forever:
son of the Jews, the holy Jews."”

A most fervent declaration on his part: “... to remain forever
a son of the Jews, the holy Jews.”

But he did not remain anything of the kind.
The Hedonism and Art of Alexandria
kept him as their dedicated son.

We are not far from the crucial step finally taken in the poem “"Tomb of Igna-
tios”, where the dramatic persona clearly denies one identity (twice in the
text, with increasing intensity: “Here I'm not the Kleon famous in Alexan-
dria”, “Far from it—here I'm not that Kleon” — Edw dev eluat o KAéwv mou
akovodnka / amv Adeéavépeia [...], Artaye- €dw Sev eiuat 0 KAEwv ekeivog: v.
1—2 and 6), to adopt a different one: “I'm Ignatios, lector, who came to his
senses very late” (Eiu’ o lyvdtiog, avayvwatng, mou apyd ouviAda: v. 8), pos-
sibly gripped by eschatological fear, as the last verse implies (*in the security
of Christ”), which is quite different from the sudaupuovic, as perceived by the
Ancients. It should be added that this particular epitaph is entirely structured
as a first-person narration (which suggests that there are no longer friends
or the sense of community). In addition, for the first time reference is made
to a class distinction: property (see v. 3—5), which apparently takes the place
of the once praised (and now denied) hedonism of the “Alexandrian” erotic
epitaphs, in which no such distinctions are present, as the verse in parenthe-
sis alludes (v. 2). Here is the poem:

Tomb of Ignatios

Here I'm not the Kleon famous in Alexandria
(where they're not easily dazzled)

for my marvelous houses, my gardens,

for my horses and chariots,

[Al34
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for the jewels and silks | wore.

Far from it—here I'm not that Kleon;

his twenty-eight years are to be wiped out.

I'm Ignatios, lector, who came to his senses very late;
but even so, in that way | lived ten happy months

in the peace, the security of Christ.

Concluding with “Myris”, the lengthiest poem in Cavafy’s Canon, | will quote
only the closing verses to emphasise the insurmountable rupture that has
taken place intratextually over Myris's dead body as a result of the “war of
memories”, if | may say, between the heathen lover and the Christian rela-
tives of Myris about what he really was: a heathen or a Christian.™ From this
perspective, one could claim that Myris’s dead body symbolises the end of the
era of syncretism and tolerance, as explicitly evidenced from the “odd sensa-
tion” of alienation that took hold of the heathen lover who felt his memory of
Myris “perverted by their Christianity” (I have highlighted the critical verses):

Myris: Alexandria, A.D. 340

[...]

The Christian priests were praying loudly

for the young man's soul.

I noticed with how much diligence,

how much intense concern

for the forms of their religion, they were preparing
everything for the Christian funeral.

And suddenly an odd sensation

took hold of me. Indefinably | felt

as if Myris were going from me;

I felt that he, a Christian, was united

with his own people and that | was becoming

a stranger, a total stranger. | even felt

a doubt come over me: that I'd also been deceived by my passion
and had always been a stranger to him.

I rushed out of their horrible house,

rushed away before my memory of Myris

could be captured, could be perverted by their Christianity.

11. It is worth noting that, apart from religious polarisation, the poem also alludes to other
elements of social discrimination, such as the class distinction: Myris’s family is wealthy, as the
heathen lover points out from the outset (v. 9—12). The scholarship about the poem is extensive.
I limit myself to a few observations to base my argument, without proceeding to a detailed
examination of the poem and of the related studies.
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1.3. The consequences of this gradual but radical shift in the paradigm from
the ethics of the mixture to the ethics of purity (religious, ethno-racial, class,
gender), as illustrated in the above mentioned poems, are dramatic and can
be seen clearly in the “A.D.” erotic poems. These poems, which can be
placed conventionally around A.D. 400 (a date that often appears in the title
of Cavafy poems),™ reveal quite blatantly the alienation and degradation
that has occurred after the decline of the Alexandrian world model of toler-
ance and synthesis, a decline which in the historical poems of Cavafy takes
place, roughly speaking, between 200 B.C. and 400 A.D. Two milestones
mark the beginning and the end of this process of decline of the Hellenic
world and its values: the rise of Rome and the establishment of Christianity.
The factors involved in this cultural and, subsequently, moral degrada-
tion are, on the one hand, the Realpolitik of the mighty: the political ruthless-
ness and lack of morals of “the guys in Rome”, fuelled by the feud for power
and the civil conflicts among the local leaders of the Hellenistic dynasties in
the East,™ and, on the other hand, the religious intolerance and dogmatism:
an emblematic figure in this respect being Julian the Apostate (4th century
A.D.), probably the most controversial, if not detestable character in
Cavafy’s poetry in the opinion of many scholars. Commenting on Cavafy’s
obsession with Julian the Apostate, Keeley (1996: 122) observes that
“Julian’s attitude towards crucial aspects of Greek culture [...] were clearly at
odds with Cavafy’s conception of the truly Hellenic”, and rightly points out
that “Julian’s conflict with the Antiochians provided the poet with a subtle
means for dramatizing certain significant distinctions even among those
devoted to things Greek” (or Christian).™ In short, Julian’s attempt to restore
“by law" the ancient spirit and ethos during his short but severe regime (361~

12. Discussing the fact that Cavafy uses this chronology three times in his poems in a period
of six years, Savvidés (1985: 295) notes that this is “a noteworthy repetition”, referring also to
Saregiannés, according to whom this repetition “indicates the imminent entry of the Barbarians
onthe historical stage”.

13. See, as a characteristic example, the poem “Of Dimitrios Sotir, 162—150 B.C.”, wherefrom
the phrase “the guys in Rome”. This poem of course is part of a constellation of historical poems
around the critical conflict between the Hellenic world and the new order of things imposed by
the Romans. For Cavafy's related poems, written between 1911-17 and 1923-33, i.e. during the
era of Venizelos and the “National Schism” in Greece in the broader context of the imperialist
WW | and its impact especially on Asia Minor and the Middle East, see indicatively Keeley (1996:
114 ff.), Savvidés (1985: 346—353) and Dallas (1986).

14. The scholar especially focuses on “the intolerant paganism” and the “puritanical au-
thoritarianism” of Julian, as opposed to the “tolerant and elastic” early Cristianity (Keeley 1996:
120, 121). Cf. Sawvidés (1985: 152), who includes also, | think, “the notorious Christians of An-
tioch” in his argument of intolerance, as opposed to “the spirit of Hellenism” (ibid.: 96).
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363 A.D.) had exactly the opposite effect: it facilitated the establishment of
the severe Cristianity and, hence, the definite decline of the spirit of Hellen-
ism.™

From this historical perspective, one can argue that in Cavafy's poetry
the shift from dates "B.C.” to dates “A.D.”, and from Alexandria to “Syria”
(Antioch, Beirut, Sidon, and other cities in Asia Minor) is neither merely
geographic, nor merely chronological, it is cultural.*® In this brave new world,
“the careers available — especially the public ones — are normally ruled by
cynicism, influence peddling, and corruption. Survival in this world is usually
a matter of making ends meet with whatever attributes one possesses and
without undue concern for moral absolutes or standard virtues” (Keeley
1996: 118-119).

Characteristic poems from Cavafy’'s Canon that reveal this shift in the
paradigm are: “The Retinue of Dionysos”, “Philhellene”, “Orophernis”,
“From the School of the Renowned Philosopher”, “"To Have Taken the
Trouble”, and others. To these one should include for their erotic content
the poems: “Imenos”, “Theatre of Sidon (A.D. 400)", “Temethos, Antiochian,
A.D. 400", “Kleitos' lllness”, “In the Tavernas”, “Sophist Leaving Syria”.
As we can see, the poems are not few, which suggests that Cavafy was
deeply concerned with this shift.

The distinguishing features of this group of "A.D.” poems are:

(a) the fact that the sensual pleasure (ndovrj) has become corrupt (voonpr)
and covert (e.g. “Imenos”, “Theatre of Sidon (A.D. 400)", “Temethos, Antio-
chian, A.D. 400");

15. See indicatively, as a starting point of this development, the poem “Julian and the An-
tiochians” in comparison with Cavafy’s final “Julian poem”, entitled “On the outskirts of An-
tioch”, the last poem of the Canon published after the poet’s death. It is worth noting that poems
referring to Julian are included not only in the Canon, but also in Cavafy’s Unpublished and Unfin-
ished poems, which indicates the poet’s constant concern about this historical figure. See the edi-
tors’ comments about Cavafy’s “Julian poems” in these editions. See also Bowersock (1981).

16. “Syria, and the city of Antioch in particular, seemed to function for the poet as new
mythic country, developed in detail during these years to present a possible analogy to the
poet’s mythical Alexandria” (Keeley 1996: 115). In this way, as the scholar aptly observes, Cavafy
“could convey the historical moment and all it implied simply by a date into the title. And he
could signal the special way of life relevant to the poem'’s drama merely by placing the name of his
mythical city before the date” (Keeley 1996: 136; emphasis mine). Obviously, this technique
enabled Cavafy to depict the historical and cultural context of his poems with “strict economy”
(ibid.).
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(b) the adulteration of eros and/or of art by money and politics (e.g. “Sophist
Leaving Syria”, “Orophernis”);"”’
(c) the fact that the erotic relationship is no longer mutual and lasting till
death, as we saw in the Alexandrian epitaphs, but short-lived and insecure;
it becomes in fact a love triangle, with the factor of power—the third
person—making it automatically unbalanced, unequal and insincere (e.g. “In
the Tavernas”).
(d) Finally, and more importantly, in the erotic poems that refer to this par-
ticular period, homosexuality for the first time in Cavafy’s historical poems
acquires negative connotations. Whereas in the “Alexandrian” erotic poems
(B.C.) homosexuality was completely acceptable to society at large, it moves
now underground, downgraded to the taverns and brothels and devoid of
any aesthetic or spiritual substance. Thus, for instance, the anonymous
young protagonist of the poem “From the School of the Renowned Philoso-
pher”, having abandoned philosophy, “began to haunt / the corrupt houses of
Alexandria, [ every secret den of debauchery” (v. 15-17). In other words, the
lovers who in the “Alexandrian” poems used to be the best of the young, are
now becoming social outcasts (pariahs).

| quote here the poem "In the Tavernas” that summarises the new socio-
cultural situation, revealing the degradation of love from a relationship to a
thing, an asset, and consequently the degradation of the lover himself, as
indicated from the first line:

In the Tavernas

| wallow in the tavernas and brothels of Beirut.
| didnt want to stay
in Alexandria. Tamides left me;

17. An interesting analysis of the dual aspect of the coinage in “"Orophernis” (aesthetic /
political) has been proposed, among others, by Dallas (1987, 1992). The interplay of art, eros
and agora is a central issue in Cavafy’s poetics and has been discussed by many scholars. |
refer the reader to the chapter “Epwg, téyvn kat ayopd otnv moinon tou Kapadn” [Eros, art
and market in Cavafy's poetry] in Mackridge (2008: 213—235), in which the scholar examines
all Cavafian erotic poems, regardless the era they refer to. See also Pierés (2001, 2008) and
especially Roilos (2009), who offers a thorough analysis of the socioeconomics of art and
desire in Cavafy’s oeuvre and era. The most recent contribution on the subject is that of Pa-
panikolaou (2014), who focuses mainly on the contemporary erotic poetry of Cavafy. It
should be noted, however, that all these studies do not make the necessary in my opinion
methodological distinction between Antiquity-inspired and contemporary poems, which is
essential for understanding Cavafy's historical method, based on the ironic comparison (and
not mixing) of the two epochs, as we will see below. For Cavafy’s technique, see in detail
Athanasopoulou A. (2016: 90—-126, 239—242).
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he went off with the Prefect’s son to earn himself

a villa on the Nile, a mansion in the city.

It wouldn't have been right for me to stay in Alexandria.
I wallow in the tavernas and brothels of Beirut.

I live a vile life, devoted to cheap debauchery.

The one thing that saves me,

like durable beauty, like perfume

that goes on clinging to my flesh, is this: Tamides,

most exquisite of young men, was mine for two years,
and mine not for a house or a villa on the Nile.

It is characteristic that the lover-narrator abandons “Alexandria”, i.e. the
Alexandrian/Hellenic way of life (the negation is repeated twice in active and
passive voice: "I didn’t want to stay / in Alexandria”"— Aev nf9eda va puévw |
omv Aleéavdpeia eyw: v. 2—3; "It wouldn't have been right for me to stay in
Alexandria”"— Agv ékave va uévw atnv Adeéavdpeia eyw: v. 6), and moves to
decaying Beirut, where he has been downgraded to “a vile life, devoted to
cheap debauchery” (Meg o’ eutedrj kpourdAn | didyw motamwg: v. 8). Tami-
des, his lover, left him for the extravagances and riches of the Prefect’s son;
hence, the love triangle, the ephemeral nature of the relationship and,
above all, the relegation of eros to a transaction are more than obvious in
the poem.”® The only thing that can keep the “most exquisite of young men”
(Tov mio e€aiaio veo) alive in the protagonist’s mind is the memory of their
prior affection (see the last verses of the poem).

To sum up, the main difference between the B.C. and the A.D. erotic
poems is that lovers no longer “wear out” and die from “unsurpassable sen-
suality” (ndovrj ureptaan), like lasis in the “Alexandrian” epitaph “Tomb of
lasis”, but waste away being deprived of this sensuality; in effect they die
from moral exhaustion, as the dying hero admits in “Kleitos' lliness” (tov
nupe o mupetos eéavtAnuévo kiédag ndikws), because love has become sale-
able, and sinful in the Christian perception. | quote the relevant passages
from the two poems to indicate the crucial difference:

18. In what concerns the love triangle theme, the poem “In the Tavernas” should be read
side by side with the poem “Kimon, Son of Learchos, 22, Student of Greek Literature (in Kirini)”
for the subtle but significant differences that exist between the two poems. Roilos (2009: 224)
discerns analogies between the Antiquity-inspired poem "In the Tavernas” and the contempo-
rary to Cavafy’s time erotic poem “Lovely White Flowers”, in both of which the erotic loyalty and
disloyalty is determined by socio-economic expectations and exchanges.
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Tomb of lasis

[..]

But from being considered so often a Narcissus and Hermes,

excess wore me out, killed me. Traveler,

if you're an Alexandrian, you won’t blame me.

You know the pace of our life—its fever, its unsurpassable sensuality. (v. 5-8)

Kleitos' illness

[.]

The fever found him already worn out morally

by the pain of knowing that this friend, a young actor,
had stopped loving and wanting him. (v. 6-8)

It is worth noting that the word “fever” (9épun, mupetds) exists in both po-
ems with different meaning of course.

It is therefore understandable why in Cavafy's poetic corpus there are no
erotic poems referring to the medieval-Byzantine period,™ since the domi-
nant ideology of this era promoted an ideal of love (aydmnm) devoid of any
corporal or sensual pleasure, and thus completely irrelevant to the “Hellenic
pleasure” (ndovrj) established in Plato’s theory of love, as laid out in the
Symposium (a sensual pleasure, we should note, that hardly boils down to
homosexuality alone). According to this theory, the union of body and soul,
of lover and object of affection, was indivisible and intrinsic (into one and
the same flesh), and hence divine; in effect the body acted as a medium of
the soul in the sense Cavafy embodied in one of his Unfinished poems:

I kissed his forehead, his eyes, his mouth,

his chest, his hands, and every single limb;

so that | imagined — as Plato’s heavenly lines
have it — that my soul came to my lips.**

19. With the exception perhaps of the Unifinished poem “After the Swim”, which takes
place in the Byzantine years. See Lavagnini (1994: 122, and commentary on pp. 118-121); transl.
in Mendelsohn (2009: 11). It should be noted, however, that the nudity theme in the verses 1—9
is connected with the ancient Greeks rather than with the Byzantines.

20. See [My Soul Was on My Lips] and footnote in Mendelsohn (2009: 114). Cf. related
commentary in Lavagnini (1994: 314) and Déméroulés (2015: 626). The ancient epigram attrib-
uted to Plato, which is included in the Palatine Anthology (vol. |, Book V, 78), reads: Tnv yuyrjv,
AyaSwva @iy, enti yeideaw éayov- / A9 yap n tArjuwv we dtaBnoopévn [My soul was on my
lips as | was kissing Agathon. Poor soul! she came hoping to cross over to him]. See: The Greek
Anthology with an English translation by W. R. Paton, London: William Heinemann; New York:
G. P. Putnam’s Sons, 1927, p. 167. Obviously, Cavafy was aware of the “long canon” of the Hel-
lenistic ékppaaig/descriptio of beauty from top to bottom (forehead—eyes—mouth—chest—
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2. Making the same jump in time that Cavafy was forced to do, let us now
proceed to the contemporary erotic poems, which take place in the poet's
era, in the first decades of the 20th century. The socio-economic and politi-
cal circumstances during this transitional and in many respects momentous
period that culminated in the First World War in Europe and the Asia Minor
Catastrophe for Greece can hardly be expounded here and, in any case, are
widely known.** What is important to note is the correlation between past
and present that Cavafy makes in his erotic poems, a correlation which has
been delineated by Edmund Keeley in his book Cavafy’s Alexandria. | quote
a significant passage (emphasis mine):

Cavafy juxtaposes an ancient city and a contemporary city in parallel
poems, published and distributed more or less simultaneously, [...] with
the image of one city paralleling the other year after year [...] so as to offer a
“two-plane” image of Alexandria. (Keeley 1996, 47)

Discussing these poems further, in terms of their “juxtaposition” and “two-
plane” structure, Keeley notes that:

The relationship between the two planes [...] is one of analogy, which in-
cludes differences as well as similarities, and [...] it is fairly complex. [...]
One might assume that the conception of love [...] is used primarily to
make an ironic comparison between the two planes [...]. There is a clear
contrast between the circumstances and social role of lovers in the two
cities, a clear difference in how the lovers are viewed by their society and in
the value placed upon what they represent. (Keeley 1996, 71)

I will not dwell upon the similarities that are to be expected: the lovers are
always young and always sensual/passionate, and also, more or less explic-
itly, homosexual. | prefer to refer to the differences that are more interest-
ing in terms of interpretation.

hands—limbs). On this subject, see in detail Peri (2004). A friend of mine suggested that the
translation of uéAn as “limbs” and of ddppeya as “imagined” could be replaced with “parts” and
“felt”, respectively, which are closer to Cavafy's sense.

21. Tsirkas (1971), whose book remains a fundamental reference edition on Cavafy and his
era, gives an account of the poet’s life in relation to the socio-historical circumstances in the
then British-ruled Egypt, at a time when Alexandria was the major intellectual and economic
centre of the Greater Hellenism (as the Greek diaspora often is called). Tsirkas's work becomes
even more enlightening, if read together with more extensive historiographic studies, such as
those of Eric Hobsbawm on Europe on the eve of the First World War that marked the begin-
ning of the end of Empires.



AFRODITI ATHANASOPOULOU

A recognisable feature of Cavafy’s contemporary erotic poems is that
the lovers, unlike their ancient Alexandrian counterparts, are anonymous,
apparently because their social status, as depicted by Cavafy, starkly differs
between the two periods: the lovers were totally acceptable and seen as the
best young men in ancient Alexandria (B.C.), while being denounced as
debased outcasts in the poet’s contemporary society.*” The poem “Days of
1909, ‘10, and ‘11" is ideally suited to help understand this difference, since
the two periods—contemporary and ancient—in this case are juxtaposed
not in parallel poems, but in the same poem, yet without running into each
other (see the dash, which indicates the boundary between the two epochs
in the last stanza; emphasis mine):

Days of 1909, ‘10, and 11

He was the son of a harassed, poverty-stricken sailor
(from anisland in the Aegean Sea).

He worked for a blacksmith: his clothes shabby,

his workshoes miserably torn,

his hands filthy with rust and oil.

In the evenings, after the shop closed,

if there was something he longed for especially,
a fairly expensive tie,

a tie for Sunday,

or if he saw and coveted

a beautiful blue shirt in some store window,
he'd sell his body for a dollar or two.

I ask myself if the glorious Alexandria

of ancient times could boast of a boy

more exquisite, more perfect—lost though he was:
that is, we don't have a statue or painting of him;
thrust into that awful blacksmith’s shop,
overworked, tormented, given to cheap debauchery,
he was soon used up.

Cavafy’s attention to detail in describing truthfully the historical context in
which his characters act is well attested in his poetry and has been noted
numerous times by Cavafy scholars. In the case of the erotic poems, however,

22. For an account on homosexuality in the social context of the late 19th and early 20th
centuries in the Western postindustrial world and in Alexandria as an important cosmopolitan
financial center, see Roilos (2009: 218-221) and, more extensively, Papanikolaou (2014: espe-
cially Chapter 2).
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the depiction of “contemporary realia” seems to serve another purpose as
well: such intratextual elements, and often the title itself or even the form
of the poem, operate as signs that do not allow us to confuse the two eras,
the ancient and the contemporary, in Cavafy’s corresponding or “parallel”,
according to Keeley, erotic poems. In short, these elements serve to contex-
tualise the erotic content of the poem, thus avoiding the anachronisms
and/or the generalisations that an eternal issue, such as love, would allow.™
In the case of “Days of 1909, ‘10, and '11” we saw above, it is worth noting
that Cavafy insists especially on details relating to the hero’s economic and
social status (humble origins, immigrant, overworked blacksmith, clothes
and shoes miserably torn), details which compose a kind of frame, both tex-
tual and social, that contextualises the prostitution of the young hero.

This observation leads us to the most prominent feature of Cavafy's con-
temporary erotic poems, which is the socioeconomic profiling of the pro-
tagonists. In most cases, as we have seen, they are socially debased: poor
people (blue- or white-collar workers) striving to make ends meet,** often
unemployed, or petty swindlers without a "“legitimate” job. It is indicative
that many of them are gamblers (as is the case of "Two Young Men, 23 to 24
years old”), or sell their bodies to strangers for a tie or a nice shirt, like the
anonymous blacksmith of the poem “Days of 1909, ‘10, and '11”. The rea-
sons for separation between the lovers are also accidental and, basically,
economic. The necessities of life force them to migrate (to Smyrna or even
further, to New York or Canada: see the poems "“Before Time Altered Them”
and “Gray"”), or to give themselves to another lover who has more means
to support them (an indicative example being “Lovely White Flowers”).*

23. | provide an indicative list of such realia in Cavafy’s contemporary erotic poems: ties,
collars, vests, shirts, couches, desks, drawers, cafés, bars, tobacco shops, casinos, cinemas,
even cars. On the other hand, the form of the Antiquity-inspired erotic poems of Cavafy,
which are composed as if they were ancient Greek epigrams, seems to serve the same pur-
pose, the distinction of the two eras. In the few instances where anachronisms are present
(the “tavernas” being a good example), this is done deliberately and with a very careful poetic
economy, as | intend to demonstrate in another paper concerning the category of the poems
of poetics with no specified time and space, in which the erotic memory plays a central role.

24. Cavafy's focus on workers, who are underpaid in their jobs and gamble to make ends
meet, may as well reflect his own experience as an underpaid public servant at the Irrigation
Department, who occasionally tried his hand at the Stock Exchange. See Tsirkas (1971: 223 ff.,
especially Cavafy’s requests for a raise, which according to Tsirkas reveal the drama of his life as
a public servant: 229—234). On the social status of Cavafy’s family see ibid.: Chapter Il and V-IX.

25. Besides any “aesthetic” interpretation of these themes in relation to the decadent liter-
ary taste of the period, it is obvious, | think, that immigration, like gambling or prostitution or
other outlaw activities such as burglary, is an inevitable choice for Cavafy’s young heroes driven
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Money, in fact, is the “fortune” or the “destiny” that determines whether the
love affair would continue or end (needless to say that most affairs, if not all
are fleeting).”®

It is clear that in selecting the lovers portrayed in his contemporary poems
from among the proletariat—and often the lumpen proletariat—Cavafy
paints a picture of decline/decadence that is fundamentally money-based
and has to do with the degradation (aAdotpiwon) of the individual and of
human relations in the conditions of capitalism. | quote the poem “Days of
1896", which depicts quite clearly this degradation of the human personality
brought about by the capitalist class system and its values (emphasis mine):

Days of 1896

He became completely degraded. His erotic tendency,
condemned and strictly forbidden

(but innate for all that), was the cause of it:

society was totally prudish.

He gradually lost what little money he had,

then his social standing, then his reputation.

Nearly thirty, he had never worked a full year—

at least not at a legitimate job.

Sometimes he earned enough to get by

acting the go-between in deals considered shameful.
He ended up the type likely to compromise you thoroughly
if you were seen around with him often.

But this isn’t the whole story—that would not be fair.
The memory of his beauty deserves better.

There is another angle; seen from that

he appears attractive, appears

a simple, genuine child of love,

without hesitation putting,

by poverty and reflects actual circumstances of the poet’s time. Roilos considers the whole
spectrum of “illegal” or “idle” activities of the lovers’ marginalised way of life as a manifestation
of the “antieconomy of jouissance”, which he perceives in terms of non productive economico-
libidinal desires and exchanges that constitute the anti-paradigm of the capitalist economy of
profit and productivity (see Roilos 2009: 199 and passim).

26. The theme of “fortune” in Cavafy needs a detailed examination that cannot be ex-
pounded here. Pertinent to our topic is the observation of Mackridge (2008: 229) that “Fortune’
is a function of the social and economic circumstances”. Referring to two common figures in
Cavafy's erotic poetry, the gambler, who “invests in fortune”, and the flaneur, who wanders in
search of libidinal pleasure “betting” on tyché, Roilos remarks, in support of his overarching
argument of the “antieconomy of jouissance”, that “they [both] privilege unpredictability at the
expense of strategic financial planning” (2009: 216-217).
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above his honor and reputation,
the pure sensuality of his pure flesh.

Above his reputation? But society,
prudish and stupid, had it wrong.

The characterisation of the society as “prudish and stupid” is a recurrent
motif in Cavafy's erotic poems, especially those that refer to the poet’s con-
temporary society (reflecting also to his “A.D.” underground erotic poems).
This element suggests that Cavafy’s obsession with the working-class youths
is not merely aesthetic, in the sense that he is attracted by their natural
beauty and their natural language, but it has an ideological rationale as well:
emphasising “the pure sensuality of the pure flesh” of the poor and socially
debased, and adopting their modes of expression in his poetic idiom, Cavafy
seems to dare the established mores of bourgeois society, in particular the
hypocrisy of “good manners”, “*honor” and “reputation”, exposing the pro-
foundly immoral socio-economic basis of the market society in his oeuvre.”

*

The analysis that preceded should leave no doubt, | believe, that Cavafy is
both historical and social poet, as Savvidés suggested, and grounds his poet-
ics, as he ought to, in both dimensions of historical time, past and present,
thus ensuring the unity of his oeuvre.”® Above all, Cavafy is a dialectical poet,
as evidenced by the “ironic comparison” of the two eras he makes in his
poems—Antiquity-inspired and contemporary—focusing on the underlying
socioeconomic causes that influence the superstructure, i.e. the perceptions,
moral values, and attitudes of the people, and ultimately the social function
of artin each era. As Keeley explains,

27. See indicatively the poet’s note in Savvidés (1983a: 43), which refers to the beauty of the
poor young men, as opposed to the rich young men, on whose “swollen or withered faces the
ugliness of the crimes of their inheritances and interests is revealed” (the translation is cited
from Roilos 2009: 228). It is remarkable how close to Marxist analysis is the anatomy of social
reality that emerges from Cavafy’s erotic poetry. On the socialist ideas, “which at that time had
a popularity greater than their narrow ideological influence”, see Papanikolaou (2014: 146, note
53), including related bibliography. On how Cavafy's (and Lapathiotis’s) poetry fits into the
tradition of “the erotic mythologisation of the proletariat”, see Vasileiadé (2008).

28. This view recurs in all Savvidés's writings on “political” Cavafy (see, for instance, Sav-
vidés 1966: 180-181, note 100; Savvidés 1985: 140; Savvidés 1987: 405). On Cavafy’s social views,
see the poet’s Notes, and related commentary in Savvidés (1985: 135-145 and 147-154), as well as
Cavafy's Essays in Pierés (2003).
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The focus does not move merely from the contemporary to the ancient.
There is a movement in both directions: an illumination of the present by its
analogy to the past, and vice-versa. (Keeley 1996: 72; emphasis his)

What is the purpose of this “complex analogy” between past and present? To
answer this question, let me first point out that the comparison Cavafy
makes between the ancient and the contemporary sensual city hardly
relates only to Alexandria B.C. (see 1.1 here); it also concerns—and this is the
crucial point in his perspective—the paradigm shift that took place from
A.D. onwards (see 1.2 and 1.3), thus reflecting in a way the state of affairs in
the world during the poet's time. In general lines, as Keeley and other Cavafy
scholars have suggested, the mapping of the B.C. and A.D. centuries in
Cavafy’s poetry enables the poet to depict history in the making and to por-
tray the rise and fall of a civilisation (and its causes), using the Hellen(ist)ic
past as a “metaphor valid for the entire Western civilisation” (Savvidés 198s:
326), at a time—his own time—marked by equally profound shifts in the
cultural paradigm. Dallas in fact (1986: 150-154) speaks of “projections of
[Cavafy's] era onto the dimensions of historical time”, i.e. “equal and recipro-
cal correspondences” or “resonances” of the poet’s contemporary experiences
with those he described in his historical poems.

We could summarise the most characteristic of these analogies as fol-
lows: the degradation of eros and @ilokalia in Cavafy’s ancient world, as a
result of the entry of the Barbarians on the historical stage (see the “A.D.”
poems discussed in 1.3), corresponds to the poet’s contemporary capitalist
world in the first decades of the 20oth century, which brings new or similar
barbarisms: the degradation of human relations and values to mere profi-
teering in the market society; the imperialism of the Great Powers*’ and the
games of power viciously played by the not-so-mighty, which lead to the
Great War and the Asia Minor Catastrophe (as was the case with the “guys
in Rome” and “Syria” in ancient times); the personality cult in the form of
the “Superhuman”, along with the dogma of racial purity and intolerance
(which brings in mind, among other ancient examples, the puritanical au-

29. Dallas also provides an indicative list of such resonances on pp. 153-154 of his study,
which correlate certain historical poems of Cavafy with the era of Venizelos, in which the
most significant event for Greece is the so-called “National Schism” (EBvikdg Axaoudg), in
the broader context of WW | and the Asia Minor campaign resulting to the uprooting of the
Greek population from the ancestral land of lonia.

30. Perhaps with a special emphasis on Great Britain, given its role as a ruler of Cavafy's
contemporary Alexandria (Egypt), and its leading role in the Entente coalition in the context of
the WW I.
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thoritarianism of Julian), and so on.>* As far as art and its social function is
concerned, one could discern a profound analogy between the circles of
aesthetes, as depicted, for instance, in “Young Men of Sidon, A.D. 400", with
the circles of décadents in the poet’s time.> Both circles of “perfumed lite-
rati” are detached from the world of action, yet their art and stance is hardly
unaffected by the dramatic historical developments of their era in a milieu
profoundly divided by blindly dogmatists: no longer quasi-Christianised but
ragingly “Christian”, no longer Hellenic but “heathen”, no longer a mixture
but each alien and alienated in their own faith and their own credo, to recall
“Myris: Alexandria, A.D. 340".

From this point of view, one can argue—as has been shown in this
paper—that Cavafy’s historical perspective is obvious not only in his histori-
cal poems per se, but also in the thematic area of his erotic poetry, which in
fact intersects with the historical area, as the poet himself had stated.
“Moulded his historical insight and his erotic vision into a coherent mythol-
ogy”, to use Keeley’s words (1996: 138), Cavafy’s method allows us to look at
things dialectically—in “ironic comparison”"—and to explain historically the
paradigm shift in the “long term”, thus ultimately to arrive at conclusions
with diachronic and universal validity.>*

This finding is closely related to Cavafy’s worldview that is determined
by “Alexandrian” values and ways of life, i.e. by a sense of being neither
“Greek” (EAAnv), nor “Hellenised” (EAAnviQwv) but “Hellenic” (eAAnvikdg): the
product of a mixture dominated by the Greek spirit, culture, and language
that form the foundations of the Western civilisation.®* When the mixture

31. For Cavafy’s views on these ideologies, which reflect the Zeitgeist of his era, see the
poet's Notes in Savvidés (1983a: especially p. 49 and elsewhere).

32. Cf. in this regard the discussion made by Roilos (2009: 142-145), commenting on
Cavafy's essay “A Few Pages on the Sophists".

33. See Cavafy's note on poetics first published in AAeéavdpwvrj Téyvn (vol. |, no. 6, May
1927: 39—40) and re-published and commented by Savvidés (1966: 209-210), where, among
other things, the poet remarks: «n totopikr} eploxr} kamote mpooeyyilel 1éoo otV ndoviki (1}
atoBnotak)) Tou eivat SUOKOAO Vo KATATAEEL KOVELG Optlopéva Totrjpatd toug» [“The historical
area sometimes touches so nearly on the erotic (or sensual) that it is difficult for one to classify
some of the poems in these areas”. Quoted in Keeley's translation (Keeley 1996: 212, note 13)].

34. Keeley in fact believes that Cavafy’s survey of Greek history in the longue durée can serve
as “a metaphor for the human race in general” (Keeley 1996: 130). This argument is developed
further in the last chapter of his book, entitled “The Universal Perspective” (p. 135 ff., especially
148-151).

35. Significant observations on this subject (EAAnv, EAAnviwy, EAAnvikos) are made by
Keeley (1996: 105 ff.). The scholar considers Cavafy’s “abiding respect for this Greek tradi-
tion” (hedonism, art, philosophy, self-awareness, worship of beauty, and of course the Greek
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dissolves, then the “Hellenic” and, hence, the Western civilisation comes to
an end. From this perspective, | believe that in terms of ideology and the-
matic focus, Cavafy’s purpose in juxtaposing the ancient and contemporary
sensual Alexandria in “parallel” poems, written and distributed more or less
simultaneously, was to point out that the true cause of the decline of a civili-
sation is not the mixture, the “cosmopolitan amalgam”, but the aversion to
the Other, which is no less than dogmatism, intolerance and fanaticism of
the greedily power-hungry and the arrogant self-deceived.®®

I shall conclude with an observation on Cavafy’s poetics of love, which re-
veals the poet’s attitude towards the ethics of the market society (in both
senses of the word “market”: as a forum and as a trading place) diachroni-
cally. Probably the most specific feature of Cavafy’'s erotic poems, as has
been pointed out,? is the tendency to look at things from “another angle”,
as the poet writes in “"Days of 1896”, and to overturn conventions: whatever
is considered ugly, poor, unlawful, corrupt, inferior, etc., is in reality—in the
reality of love—pure, beautiful, authentic, superior.

| am quoting one of many examples in Cavafy’s oeuvre, in this case from
the poem “Days of 1901" (emphasis mine):®

language) as a manifestation of the “cultural, rather than political, chauvinism of Hellenes”
(ibid.: 110).

36. For a more detailed discussion, see the closing observations in the chapter on Cavafy in
Athanasopoulou A. (2016: 115-126). On Cavafy’s concept of decline, see also the fundamental
study of Haas (1982). Dallas identifies syncretism, the “cosmopolitan amalgam”, at all levels of
Cavafy’s oeuvre: in the language and technique, in the themes and meanings, in the merging of
ways of life, etc. (see Dallas 1986: 24—25, 44, 120, and elsewhere). Of course, this has been
noted repeatedly by many Cavafy scholars.

37. In Cavafy scholarship, it is commonly accepted that the poet’s obsession with the “deviant”
love manifests “the very art of rule breaking, [...] the infringement of society’s sanctions on
discourse and behaviour”, to quote Jusdanis (1987: 97). Pierés (1992: 203) notes: “The works
Cavafy wrote in the last fifteen years of his life include at least fifteen poems, in which the
theme of the house and the chamber recurs time and time again [...] as an artfully crafted
poetic inversion of the elements that define what is decent and what indecent, what is sacred
and what profane, what is shameful and what honourable, what moral and what immoral”
(the titles of the poems are listed in a footnote). The author expresses similar views in his
subsequent studies on eros in Cavafy's poetry (see Pierés 2001, 2008). See also Roilos (2009),
who bases his analysis of Cavafy’s (homo)erotic poetry on the argument of the infertile
economico-libidinal (self-)expenditure. For the meaning of “expenditure”, based on Bataille’s
notion of “general economy” as contrasted to the market economy, see p. 118, note 15.

38. Other examples from the Canon include: “Days of 1896”, “Outside the House”, “One of
Their Gods”, “Passing Through”, and other poems.
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Days of 1901

The exceptional thing about him was

that in spite of all his loose living,

his vast sexual experience,

and the fact that usually

his attitude matched his age,

in spite of this there were moments—
extremely rare, of course—when he gave the impression
that his flesh was almost virginal.

His twenty-nine-year-old beauty,

so tested by sensual pleasure,

would sometimes strangely remind one

of a boy who, somewhat awkwardly, gives
his pure body to love for the first time.

This alchemistic function of love, if | may say, that makes reality more beau-
tiful without embellishing it, is not as absurd or as far-fetched as it may
seem or be interpreted at first sight (as the product of the poet’'s imagina-
tion at best or a wishful thinking at worst). On the contrary, it is a bold act,
albeit only in words, with unforeseeable consequences for the future (not
just his own but also of his readers).** Perhaps the most telling example is
the Unfinished poem, entitled "A Company of Four” [outlaws], where Love
beautifies “the filthy money” in a complete reversal of the established moral
of capitalism according which money can buy everything, including love. |
quote the relevant verses from this intriguing, in any aspect, poem:

The money that they make certainly isn't honest:
now and then they fear that someone will get hurt,
that they might go to jail. But look, you see how Love
has a power that can take their filthy money

and make it into something gleaming, innocent.*’

39. See the Unpublished poem “The Bank of the Future”, in which, not incidentally, I think,
Cavafy speaks about his poetics in market terms. The poem was written early on (1897), when
the poet was still unsure of the mark he would leave in art. However, his choice of the “bank”
motif shows how preoccupied he was (probably due to his employment as well) with the market
society from the very beginning of his poetic formation. In later poems, the art—market rela-
tionship, while remaining a central theme, will be developed with much greater mastery, secur-
ing the poet a prominent place in the “bank of the future”, as evidenced by the lasting and uni-
versal impact of his work. On the art—market relationship in Cavafy, see the Chapter 3 in Roilos
(2009); analysis of the poem on pp. 208-210.

40. See Lavagnini (1994: 289); Mendelsohn (2009: 35). The subject of crime/criminality in
Cavafy's erotic poems, especially those which take place in the poet's time, is an issue that de-
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CONCLUSIONS

It is clear that love and, in particular, the attitude towards love is a political
act. The criteria and motives behind the choices one makes in love, the
choice of who you would go with and who you would let go determines
who you are.

Cavafy knew, as we all know, that love—true love—is always new and
fresh, and that oldness and decay can happen only in a culture that has no
place for love (in whatever form). He also knew, as we all know, that no
love is “unnatural”, as long as it is reciprocated and genuine. Love is revo-
lutionary by nature because it liberates. It is the most liberating force
there is, as it requires dénudement.

If we examine Cavafy's poems from this perspective, we may be able to
understand better some of his choices. We would see, for instance, that the
theme of love in his poetry is closely related to the theme of decline; more
precisely, it falls under the overarching theme of old age vs. youth, of decay
vs. immortality, or of death anxiety (Todesangst) vs. life instinct (Lebenstrieb)
in Freud’s terms. We would also discern that lovers, “the champions of
pleasure” (ot avdpeiot g ndovrig), in Cavafy's poems always meet “in the
street”, or “at the threshold”, or in a “very special house”, as there is no
“appropriate” place to accommodate the bravery of love, the vigour of life.
Such a place can only be intangible; it can exist solely in memory or in the
person’s inner life, which is not governed by the laws of society (thoughts
are free). In this respect, the contemplation of love in the “lonely house” is
not a perversion, as it has occasionally been interpreted,* but the
chronotope of freedom, I think.**

serves to be examined in its own right. For now, | refer the reader to an interesting paper by
Haas (2000b), entitled “Nopog kat €éykAnpa oty epwTikr) moinon tou KaBadn” [Law and
Crime in Cavafy’s Erotic Poetry]. See also Roilos (2009, especially pp. 213—216), in which the
topic is examined in the European context (the heroization and aestheticization of the figure of
the outlaw in Romantic and especially in decadent literature).

41. Such an interpretation was first proposed by Malanos (1933). On Cavafy's technique of
inspiration, see Démaras (1992: 127-139); for an English version see C. Th. Démaras and Diana
Haas, “Cavafy's Technique of Inspiration”, Grand Street, 2/3 (Spring 1983): 143-156. The subject
of Cavafy's eroticism is revisited in a recent (rather controversial) monograph by Papanikolaou
(2014). However, many other aspects—aesthetic, philosophical, psychological—of the poet’s
approach to staging his erotic poems and choosing his motifs need be explored further, | be-
lieve, in order to form a comprehensive picture of the erotic theme in Cavafy’s poetry.

42. | coin this term bearing in mind Bakhtin’s and Foucault’s theories. Foucault's thought is
enlightening, particularly as regards the balance between concealment and parrhesia, which is
crucial for the individual’s sense of freedom. Needless to say that the scheme andkpuyn | map-
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Last but not least, lovers in Cavafy denude progressively, i.e. they gradu-
ally liberate themselves from the social restrictions and personal inhibitions,
in a process that culminates in “"Days of 1908”"—the last poem Cavafy him-
self published—in the exquisite verse K’ éueve oAdyuuvog- ayoya wpaiog:
&va adua. | quote the poem, which in my opinion summarises the features
of Cavafy'’s erotic-political poetry:

Days of 1908

He was out of work that year,
so he lived off card games,
backgammon, and borrowed money.

He was offered a job at three pounds a month

in a small stationery store,

but he turned it down without the slightest hesitation.

It wasn't suitable. It wasn’t the right pay for him,

a reasonably educated young man, twenty-five years old.

He won two, maybe three dollars a day—sometimes.

How much could he expect to make out of cards and backgammon

in the cafés of his social level, working-class places,

however cleverly he played, however stupid the opponents he chose?
His borrowing—that was even worse.

He rarely picked up a dollar, usually no more than half that,

and sometimes he had to come down to even less.

For a week or so, sometimes longer,
when he managed to escape those horrible late nights,
he'd cool himself at the baths, and with a morning swim.

His clothes were a terrible mess.
He always wore the same suit,
a very faded cinnamon-brown suit.

pnoia lies at the centre of Cavafy’s poetry and poetics. Not incidentally, Foucault's work served
as a basic tool for Papanikolaou’s approach to Cavafy (see Papanikolaou 2014: 149 ff., especially
151153, 166, 172-173, and elsewhere). See also Jusdanis (1987: 95—-96, especially note 18 on
Foucault’s view of fantasy as a key aspect of [homo]sexuality). The concept of the “chronotope”
in Bakhtin’s narrative theory is so widely known that a special reference is hardly needed (for a
comprehensive account, see Shepherd 1998, especially pp. 139—210). It is intriguing to examine
whether Bakhtin’s and Foucault’s views can be used in combination, with the necessary adjust-
ments, for analysing Cavafy’s poetics of love, and in particular the inspiration technique based
on memory/contemplation (my hypothesis is that this technique enables Cavafy to create a
“space-time”, i.e. a “chronotope” of artistic and personal freedom).
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O summer days of nineteen hundred and eight,
from your perspective
the cinnamon-brown suit was tastefully excluded.

Your perspective has preserved him

as he was when he took off, threw off,

those unworthy clothes, that mended underwear,

and stood stark naked, impeccably handsome, a miracle—
his hair uncombed, swept back,

his limbs a little tanned

from his morning nakedness at the baths and on the beach.”

This poem—the last of the Canon published by the poet—closes the cycle of
Cavafy's erotic poems with a truly Platonic statement on the nature of love
in its naked, radiant purity (an apotheosis), that would have been adopted, |
think, by all poets initiated in the erotic experience, either “pagans”, “Chris-
tians” or “agnostics”, from Symeon the New Theologian, exalting Jeio¢ €pwg
in his writings, to Andreas Embirikos’s Oktana, to name just two among
many others in the Neo-Hellenic tradition, and beyond.

43. Cf. the Unfinished poem “After the Swim"” (1921), which refers to the Byzantine period
(see Lavagnini 1994: 122; Mendelsohn 2009: 11). Between the two poems exist significant simi-
larities in the staging and the motifs. Of particular interest for the erotic theme are the verses 1—
9 of the unfinished poem, in which the “supple nudity” of the young protagonists is related to
the kodouo9naia of the ancient Greeks.
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NAsIA DIONYSIOU: The Fence

THE FENCE

“Calm down”, said the woman as she kept caressing his forehead, “calm
down”.

Eventually, he seemed to relax, and then he pulled up, sat on the bed,
fixed his gaze on the all-white ceiling. Next, he started talking, hesitantly
at first, but more coherently, more confidently as time went by.

"It was at the close of summer, when the first unseasonable snow
started falling, and with it the first whispers began sporadically to arrive.
Afterwards, the snow became denser, and with the snow the whispers
grew denser, too, haphazardly coming from all directions, spreading at the
crack of dawn like mildew on the fields.

"They would always begin by saying: | have nothing against snow,
promptly adding: But it has to adapt to our own weather conditions Or: we
are facing an imminent danger of total snowyfication Or: why doesn't it just
stay in its heaven, and even: why doesn’t it just return to its heaven once
and for all?

"These whispers did not originate with people of the so-called mar-
gins. Our town had isolated those people early on. They would say: Out
with all the snow! Or: En marche! Let’s shove the snow back to the sea, Or
even that: the only solution to snowyfication is the heat wave. The most fa-
natical among them were already in jail, the loonies in the lunatic asylum.
And there was nothing connecting us to them anymore.

"The others, the snowsceptics, as we called them, were different.
They were simply concerned citizens. Active members of our society,
some family people, some loners, some educated, well-established, others
unemployed, a few religious people, a few atheists, some who had just ar-
rived, old, middle-aged, young, women and men. They could disagree on
everything else, but on the matter of snow they came to the unanimous
conclusion that the snow was incompatible with our meteorological his-
tory, a provocation against our climate mores, unable to adjust, that the
free movement of clouds harms the trees, the soil, the subsoil, and that, at
any rate, multi-weather society imposes upon us foreign customs, it bur-
dens the public purse, it precipitates unpredictable weather develop-
ments.
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"Of course, there were those who kept the opposite stance discours-
ing on the contribution of the colour white in composing the exquisite mo-
saic that was our town. They said that no natural phenomenon is illegal
and they demanded open skies.

"Yet another group, on their part, all high and mighty —landowners
and industrialists, contractors and technocrats— suggested that we take
advantage of the cheap snow, pointing out its positive effects on irriga-
tion, energy, development.

"There were also some, most of us, | guess, who said nothing...

"At first, the disturbance had the force of a tornado, a gale, a hurri-
cane, but soon the forces abated; it was as if they had neutralized one an-
other in their din; something resembling a cloud of dust was all that re-
mained, covering the town from end to end, while the snow kept on, the
snow kept on snowing.

“In the meantime, the authorities carried urgent motions to hire new
personnel and procure extra military material. The well-manned road-
cleaning crews and the new snowploughs were hard at work. Every single
snowflake had to be isolated right away, be shrunk, be dissolved.

"But the snow persevered and persevered, and gradually the flakes
that had no time to melt —and indeed many failed to melt— joined others
of their kind at the circumference of the town. A fence then started taking
shape. It grew taller by the day, wider, it started obstructing our view of
the horizon, the opposite hills, the highway, it drove the migratory birds
away, cut down like a blade the little lilies growing by its side, blocked the
warm streams of air, the scents of the fields, the distant echo of the sea.

"Very few people had the courage to get close to the fence; after-
wards, they confessed they saw disfigured shapes of predatory birds come
to life, with hunchbacks and festering wounds and marble eyes; they
swore they heard squawks, blasts, howling.

"Only some children gazed at it insouciantly. They insisted that inside
the fence lived other children, who could even be their brothers and sis-
ters, so identical did their faces look, so alike did their voices sound, their
drawings, their toys. Therefore, the children never stopped wondering
what on earth we had against snowmen, and they continued to gather car-
rots, colourful buttons and old shawls, building sleighs, shining their
skates, and waiting for the snow to spread all over again.

"The rest of us locked ourselves inside. The snow itself was no longer
a threat. But the cold emanating from the snowy fence was getting more
intense, pierced our bones, paralysed our nerves. Even the slightest drop
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of rain made us anxious, we would close the shutters at the lightest gasp
of wind, every thunder looked like the beginning of a new cold war.

"The news bulletins provided guidelines for self-protection. The au-
thorities delivered fiery speeches, held plebiscites and signed bilateral
agreements, ordered ever pricier systems of defence. We piled sandbags
around the houses, bought hot-water bottles, quilts, stoves, stuffed the
cracks in the walls. Rarely did we venture out, we were alone in the occa-
sion that we did, heads down and hooded up, as if we were fugitives or
wanderers, pepper spray in pocket, glancing furtively around to see if we
were being followed. And in the odd occasion we got together, we per-
formed exorcisms, orisons, made vows, we rolled around on other bodies,
we cursed, we drank grated ginger. At nights, we smoked thickly-rolled
cigarettes, we took pills to fall asleep. But nothing could make us feel
warm. The freezing cold united us and swept us away.

“Not the cold; it was the fence; the fence that surrounded us without
respite; the fence; our enemy was the fence.

"One day, midday or afternoon, maybe midnight, at the sound of a
signal or a code word or nothing, | can’t remember, we took whatever we
could find —rocks, shovels, mattocks, pickaxes, falchions— and we rushed
straight at it, screaming, | can’t remember what words exactly, screaming
screams of revenge”.

Then he started jolting his head, jolting it left and right. His glance fell
from the ceiling to the wall, then to the other wall, to the floor, to the bars
in the window, back again onto the ceiling, while his forehead dripped,
bathed in sweat and the white light of the lamp.

“Afterwards”, he went on, “afterwards the bang, the flash, the fence,
the fence started falling apart, all was white, from its insides poured out
faces, colours, voices, enemies, all of our enemies. It was us. Was it us or
was it our brothers, | can't remember... | didn’t know... | still don’t know.
Then, smithereens, our faces, the colours, the voices, white, all white...”

“Calm down... it's over now..."”, the woman said in a trembling voice,
passing her aged hand slowly behind his neck.

“All was white... | can't remember anything else, | don’t know, | swear
I didn’t know... my brother...”

“Calm down..."”, the woman said to him, leaning his shoulder against
her empty chest, which was heaving.

“Here, too, all is white... this room... where am I... where is my
brother?”

(T4



Translated by ANTONIS PETRIDES

“Calm down, calm down”, the woman repeated, caressing his hair,
“you need to calm down now”, she kept saying wiping his hot forehead,
“calm down already, my son”, feeling the sign of the murder on his fore-
head.

And she kept biting her lips, so that he didn’t get wind of her other
son, whose face she herself had washed with rose water, lest she gave him
up to Charon, lest she gave him up unkempt, lest she gave him up.

And her voice came out in a long-drawn “my son, my son, my son”, a
lullaby and simultaneously a dirge, and then again “my son, my son, my

"

son...

Translated in December 2017
Nicosia, Cyprus and Princeton, New Jersey
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POETRY WITHIN POETRY: THE THINKING MUSE !

Antonis Fostieris
translated by

Irene Loulakaki-Moore®

TRANSLATOR'S NOTE

Antonis Fostieris was born in Greece and studied Law at the University of
Athens and the Sorbonne. One of the younger poets of the Generation of
the Seventies, Fostieris made his first appearance in 1971 at the age of
eighteen with his collection The Great Journey. He was the editor of The
New Poetry, one of the first post-dictatorship journals, already in 1975. For
nearly thirty years (1981-2010), he has been co-editor of the esteemed
literary journal H Aé€n (The Word) together with Thanassis Niarchos. In
2004, he received the Greek State Poetry award for his 2003 collection
Precious Oblivion and in December 2010 he received the prestigious
Ouranis Foundation Award of the Academy of Athens for the sum of his
poetic work.

Fostieris’s poetry carries many features of his generation, but there are
more that set him apart. His idiosyncrasy distinguishes him from his peers
due to the depth of his subjects and his dialogue with the Greek and inter-
national poetic tradition that begins with the Pre-Socratic philosophers
and Plato and reaches Erasmus of Rotterdam, Descartes, but also Cavafy,
Mallarmé and Baudelaire.

After the decades-long stifling domination of Modernism in Greece,
with Antonis Fostieris, Greek poetry returns to the ancient sources in order
to move on to the Post-modern, continuing while also surpassing Modern-

1. An earlier version of this introduction has been recently published in Italian, see Lou-
lakaki-Moore, Irini (2018), "Poesia nella Poesia — La Musa pensante", Poesia, 336: 12-13.

2. Irene Loulakaki-Moore completed her MA and PhD in Modern Greek Literature at
King's College London. Her book Seferis and Elytis as Translators (published in 2010 by Peter
Lang) examines the two Greek Nobelist poets’ work as translators and their intra- and inter-
lingual translations both in relation to the poets’ original work as well as the context of the
home literary system.
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ism.> His poetics marks a turn and constitutes a new program regarding
the role and function of contemporary poetry, while it also proposes a co-
herent conceptualisation of the role of language and its relation to the
truth.

His work is in dialogue with the Modernists but also with poets of
Cavafy’s calibre, while, at the same time, it transforms traditional expres-
sion mainly by testing the transcendental certainties of Modernism. This
dialogue deserves further investigation, if we consider that Modernists,
like Odysseas Elytis, continued producing their poetic work up to the mid-
nineties, often responding to the contemporary poetic climate and not
just to that of their generation.

Like the Pre-Socratic philosopher-cosmologists, Fostieris begins from
the world that surrounds him in order to explore the nature of time, the
limits of reason and the traps of perception and knowledge. In the vein of
his ancestors, Parmenides and Xenophanes, Fostieris is continually ques-
tioning the ability of language to conceive and convey reality and truth,
always making the reader aware of the deceptions that are lurking in “the
Way of Human Conjectures””, the limitations of perception and the dan-
gers of unexamined religious belief in ready-made truths.

The sixteen poems of Poetry within Poetry (1977) constitute an ex-
tremely condensed sample of Fostieris’s favorite themes and craftsman-
ship. Among them we will find poem-towers, verse-branches, verse-
staircases and ruins, self-referential poems like M. C. Escher’s “impossible
objects”, but also poems-toys where the reader is invited to a Heraclitean
game of solving a riddle and finding meaning.

With the assumption that in poetry the signified is not just the word
but also the form, the sound and rhythm, as a starting point, Fostieris in-
vites the reader into a game of decryption with an aim to realise the mate-
riality of the poem and the constructedness of language. The poems of the
collection constitute a unique sample of Fostieris’s ability to orchestrate
language, prosody and typographical layout with a dexterity that corre-
sponds to the meaning of each individual poem.

Unlike the Modernist poet-authority, in his journey of exploration,
Fostieris does not stand in the centre of his creation, like a unique owner
of truth and sole creator of meaning. His poems do not expire within a

3. See Loulakaki-Moore Irene 2014: 93-94.
4. «Apopog TG Etkaoiog» in the original poem of Parmenides, as translated in English by
Karl Popper 1998.
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formalistic narcissism. Their inherent self-criticism opens the way to plu-
ralistic interpretation. In Poetry within Poetry the poet takes us into a tour
of his workshop, pointing to the distance that separates his poetry from
the consolatory transcendental, but often all too sweeping truths of mod-
ernism.

Since antiquity, it has been observed that self-referentiality in poetry is
related to irony and subversion. Today, as in antiquity, the Muse of poetry
is continually transforming, taking on new roles: she is no longer a godsent
intermediary that dictates divine truths to the poet, but rather she is an
independent thinker and a teacher of critical thinking. At the same time
she is no longer the divinity that validates the authority of a poet whose
utterances we are to receive in religious acquiescence. Instead she be-
comes the one who exposes the author and his thoughts to critical exami-
nation.

After a closer look at poems like the ones translated below, readers
may feel, more than a pressing need to recite, a more original and per-
sonal pressing need to express themselves in writing. And it is precisely
this that constitutes the highest pedagogical feature of Fostieris’s poetry,
as it realises the exhortation of an avant-garde poet, Paul Eluard: «Le
poéte doit &tre celui qui inspire plutdt que celui qui est inspiré».’
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POETRY WITHIN POETRY

Bon dieu de bon dieu que j'ai envie
d‘écrire un petit poéme.

Tiens en voila justement un qui
passe

Petit petit petit.

RAYMOND QUENEAU

1
These words exploded like pomegranate
Onto the doorstep of the times coming.
Like a blast a firework smithereens of stars
Or — more precisely — like a poem

In the fellow men'’s sky of solitude.

2
Inside a poem it rains incessantly

— Comme il pleure dans mon coeur —
And the rain will last for ever and ever
You will find in this book for ever

A sodden leaf.

3
Dead men wander in our poems

Our verses gestate beasts

One day they'll rise from tombs like wombs
And they'll snuggle shuddering

From the chill of time.

4
On the verse I'll write | tiptoe

On the verse I've written | poise;
An unbending branch is the poem
Where | often hang my swing

To oscillate above the black.
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5
Here there is not a poem at all

A fountain of dream, an elixir of love —
Only my whimsical imagination

Tiptoeing from the word Here

To the full stop after the word Goodnight.

6

Poem of my five verses and five senses
Tower of Babel poem elevating tower
Let your sharp barb carelessly puncture
The towering sky —or the fertile womb—
Of the insanely blind eternity.

7
Now you sleep on briny pebbles

Body of sorrow, bed of time,

Corpse washed up by memory's tide
Unto this poem'’s

rugged shore.

8

O you my poems

What metal wire has bound us unto death
You, bindweeds round a tumbling tower,

Oh, you my poems | hate you

With this cursed hatred we keep for ourselves.

9

This poem

Is a built staircase

—Like all the rest, a staircase—

For you to climb up its highest peak

To see, behind the lines, the night rising.
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10
Here there used to be a poem
Obstacle of time, plume of desires.
It ended up a ruin

It ended up a black and ugly crater
Four or five smouldering verses.

11
This poem writes this poem

It carves its body and feeds itself.

Its words shoot high and fall back down

It cuts a way through the snow of the page —
Astonished | behold its revelation.

12
With this poem we play tonight

I throw it to you and you throw it back

We open it in two and the words spill over.

For if we don't abolish you on time

— You wretched poem — you'll bring us to our knees.

13

At night he dreamed of a verse
Growing endlessly tall.
Piercing the celestial hull

The hyper-stellar ware
Tumbling down.

14
A cloud poem

is suspended in the air.
Let us dance naked —
So that it rains

on this page.
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15

This night pours down all my fears.
To thee | turn o art of poesy

Tooth and nail I build a poem
Gasping | enter for shelter

And shut the final verse behind me.

16

The poem.
Motorcycles
And machinery
In the snowy
Landscape.
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