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ABSTRACTS
Poetry and National Identity in Cyprus and Scotland: Creativity, Conflict and Culturally Dominant
Neighbours
Annika Coralia Demosthenous
Somerville College
Re-Submitted for the degree of Doctor of Philosophy
Trinity Term 2014

Short Abstract

This thesis aims to engage with the poetry of Scotland and Greek-speaking Cyprus,
and examine the relationship between poetry defined as high culture and articulations
of national identity in the two places. Scotland and Cyprus share characteristics that
make the establishment of a single, coherent national identity with the appearance of
permanence challenging, including their relationships with culturally dominant
neighbours, competition between local and official languages, and the insecurity of
their status as nations.

Both Scotland and Cyprus have historically had hybrid identities; in Scotland,
British identity is made problematic by England’s cultural dominance, while in
Cyprus Greek-speakers have a conflicted relationship with Greece. This is made more
complex by the fact that Scotland’s political union with England may be ending,
while Cyprus is divided in half as a result of tensions between Christian and Muslim
populations and the unsubtle past involvement of Greece and Turkey in the island’s
affairs. This thesis aims to locate trends of national identity through the analysis of
poetry and its reception in three distinct contexts. Part 1 analyses the evolution of
Scottish and Greek-speaking Cypriot ‘national character’ through the poetry of
national poets Robert Burns and Vasilis Michailidis, and the poets Walter Scott and
Dimitris Lipertis.

Part 2 explores the effects of modernity on the expression of national identities
in literature through the lens of the Modernist movement, and how this was adopted
and modified in Scotland and Cyprus. This is discussed with reference to three poets,
Hugh MacDiarmid, Kostas Montis and Edwin Morgan, and their treatment of the
national past and search for a national literary language. Finally, Part 3 analyses
deliberate engagements of poets with national identity and issues of national
importance, using Seamus Heaney’s idea of ‘adequate’ poetry as a guide. Two
functions of poetry are considered: the role it can play in transforming the landscape
into the national homeland, and its potential to address communal trauma, and
transform it into a unifying experience.



Abstracts

Long Abstract

This thesis explores the interaction between poetry and national identity in two
‘small’ literatures, to borrow the term from Clémence Scalbert-Yiicel: Scotland and
Greek-speaking Cyprus. Though they are different, they share several characteristics
and challenges in the expression of national identity and the production of local
literature: both places are home to multiple languages, where local unofficial and
imported official languages compete for literary status; both negotiate their cultural
identity against culturally dominant neighbours (England in Scotland, Greece for

Greek-speaking Cypriots); and both occupy an uncertain position as political nations.

Cyprus became independent in 1960, after a period of British colonial rule, but
this resolution satisfied neither the Greek-speaking Christian population, who had
hoped to be united with Greece (enosis) nor the Turkish-speaking Muslim population,
who had hoped for a division of the island (7aksim). A constitutional deadlock in
1963 led to inter-communal violence and the separation of populations in the capital,
Nicosia, and a mainland Greek attempt at a political coup in 1974 precipitated the
Turkish invasion and occupation of the north of the island, which remains occupied
today. However, bi-communal talks were recently reopened as a result of a discovery
of large oil and natural gas deposits off the coast of Cyprus. There are high hopes of
success, as the current economic depression of the island combined with the potential
wealth the newly discovered resources could provide gives both communities an
unprecedented incentive to arrive at a solution. The conflict between the two main
populations of Cyprus, combined with the extensive foreign involvement in Cypriot
politics since its independence in 1960 have resulted in an insecure national culture
among Greek Cypriots, who in extreme cases see the expression of a Greek identity as

vital to avoid becoming absorbed by Turkey.
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Scotland became part of the United Kingdom in 1707 with the Act of Union,
which merged the parliaments of Scotland and England. In the mid-twentieth century
support for Scottish independence emerged in the form of the Scottish National Party
(1934), which gradually gained support. In 1979, there was a referendum on Scottish
parliamentary devolution which did not pass; a second referendum on devolution was
held in 1997, leading to the opening of the Scottish Parliament in 1999. A referendum
will take place in Scotland on 18 September 2014 to decide the question of
independence from the United Kingdom. Though the Scottish nationalist movement
has become increasingly vocal over the last few decades, many believe it possible to
express Scottish identity within Britain. Since the emergence of modern nationalism
in Europe, Scottish people have found themselves faced with the question of whether
it is possible, or indeed desirable, to express a national identity without taking

political form as a nation-state. This has affected many poets discussed in this thesis.

In order to explore the interaction between poetry and national identity in

Cyprus and Scotland, this thesis focuses on three different literary contexts:

Part 1 explores the emergence of national identity in Scotland and Cyprus
between the late eighteenth and early twentieth centuries. Chapter 1 analyses the role
of the national poet in the creation of a ‘national character’ in literature. In Scotland,
Robert Burns is widely recognised as national poet. In Cyprus, Vasilis Michailidis, a
local vernacular poet, and Dionysios Solomos, national poet of Greece, are both
claimed as national poets by Greek Cypriots. Chapter 2 explores the relationship
between folk poetry and literary poetry through the works of Walter Scott and

Dimitris Lipertis.
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Part 2 analyses the attempts of post-First World War poets to renew the image
of the nation in poetry and make it relevant to a new generation. The interaction of
Scottish and Cypriot poets with Modernism is explored through the work of Hugh
MacDiarmid, Edwin Morgan and Kostas Montis. Chapter 3 explores their engagement
with the narrative of the national past. Their attempts to find a literary language and

poetic form suitable for their local identities are analysed in Chapter 4.

Part 3 explores the role of poetry in transforming the landscape into the
national homeland, and transforming communal trauma into a unifying national
experience. Poetry in these two functions is explored through the lens of Seamus
Heaney’s idea of ‘adequate’ poetry, poetry as an alternative recourse to truth. Chapter
5 deals with three types of poems which transform landscape into homeland: poems
of homecoming, written from outside the nation, poems which transform landmarks
into monuments, and poems narrativizing the nation’s cities. The last part is focused
on poems engaging with city margins in Scotland, and poems about lost cities in
Cyprus. Chapter 6 explores poetic responses to trauma, in the context of the First

World War in Scotland and the invasion of 1974 in Cyprus.

Though the exploration of interactions between literature and national identity
is not new, this thesis takes a new approach. It is rare to see a comparison between
two ‘small’ literatures — it would be more common to see Scottish literature
contrasted with English. However, because of the complex relationship between the
two in this case, it is difficult to make a pure comparison between cultural responses
to any phenomenon, not least because often Scottish and British writers are the same
people. Comparing Cyprus, a small nation that is not part of the United Kingdom and

belongs to a different linguistic tradition, to Scotland is an opportunity to compare
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how they react to cultural developments as small nations, enabling a new perspective

on Scottish and Cypriot literature.

In the case of Cyprus, the literature of Greek-speakers is hardly ever discussed
as a body of literature, as most scholars identify it as un-problematically Greek. For
example, Ao 1o ueptikov s Kompov, by Michalis Pieris is a collection of essays on
Cypriot literature in relation to the modern Greek literary establishment in which
Pieris sees Cyprus as ‘another Greece’, perhaps seeking Seferis’ revelation when
visiting the island. Because mainstream Greek criticism does not see Cypriot literature

as an independent body of work, it cannot contextualize it in world literary discourse.

Indeed, in addition to denying the particularities of the Cypriot-Greek
experience, often the unproblematic categorization of Cypriot literature as Greek
excludes Turkish-Cypriot writers. Though Turkish-Cypriot poetry is not discussed
directly in this thesis, Cypriot-Greek poetry is considered as a local/national literature
of a specific group, which has a distinct and different experience from mainland
Greeks, as well as a history shared with Turkish Cypriots, some periods characterized
by violent conflict and some not. The ideological position of this thesis should leave
space for the discussion of Turkish-Cypriot literature as a product of inhabitants of the
island who have a complex relationship with their Cypriot-Greek neighbours as well
as their culturally dominant Turkish neighbours. In the light of renewed negotiations
between the two communities, new analyses of literature by Cypriots that recognise
them as separate from both Greece and Turkey have the potential to re-contextualize

Cypriot identity in a way that is less fraught with conflict.

In comparing and contrasting the relationship between poetry and national

identity in Scotland and Cyprus, this thesis has uncovered many parallels between the
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two. In both places, national poets were envisioned as ‘heaven-taught’ poets, many
critics ignoring Burns’ and Michailidis’ educational achievements to perpetuate this
image. In both places the vernacular tradition was considered important for the
establishment of national identity, but not granted the same level of literary
recognition as the official language. Finally, in both Scotland and Cyprus, poets often
express the desire to actively contribute to the creation of a national community,
through the exploration of the nation’s character and the resolution of communal

traumas.

These parallels show that ‘small’ literatures face similar challenges in
articulating local identities, though Scotland and Cyprus often approach the same
problems from opposite directions: Scottish writers often protest their non-
Englishness, while Cypriot writers see their roots in ancient Greece as insurance
against the invasion of foreign cultures. Yet they ignore the differences between their

approach to their ancient roots and those of the Athenian centre.

European ‘small’ literatures have historically received little attention — post-
colonial literatures from further afield are more regularly examined in terms of their
relationships with culturally dominant neighbours, because the hegemonic
relationships of the past have a strong shaping influence on new national identities in
post-colonial societies, making issues of what to do with the language of the
oppressor centrally important to most post-colonial writers and critics. However, there
is a growing trend of trying to approach small literatures without going through the
narratives of the centre. In Scottish and Irish Romanticism Murray Pittock observes
that the exploration of Scottish and Irish Romanticism as movements separate from
English Romanticism is faced with two key problems: ‘the historiography of our

critical assumptions and the range of dialogues permitted between cultures as a
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consequence of these assumptions.”' By comparing two ‘small’ European literatures
this thesis aims to contribute to the disruption of this historiography of critical
assumptions. This is a similar objective to that pursued by Gregory Jusdanis in his
latest project, comparing how Greek and Latin American authors ‘have dealt with the

. . . . .. 2
overwhelming cultural influence of Europe upon their respective societies’.

In ‘small’ literatures that are not post-colonial, such as Scotland, and to some
degree Cyprus (though it was under British administration from 1878-1960, Greece is
Cyprus’ culturally dominant neighbour and their relationship is not colonial), it is
possible for writers to ignore the relationship with the culturally dominant neighbour.
Furthermore, when writers wish to raise the issue of this relationship, they tread more
uncertain ground, as there is a possibility that it may be desirable to be part of the

culturally dominant group that is absent in the case of post-colonial societies.

Nevertheless, in Scotland there has long been enthusiastic engagement with
the question of what Scottish literature is and whether or not it is needed. Hugh
MacDiarmid’s Scottish Renaissance ushered in a new era of activity in Scottish
studies, which has increased proportionately with the political independence of
Scotland. The lead up to the 2014 referendum has brought forth a flurry of
publications on Scottish culture and Britain, making the debate over the nature of

Scottish identity more visible than before.

In Cyprus, Greek-speaking academics still tend to conflate Cypriot and Greek
literature, and culture in general, though there have been some significant publications

that have questioned that position — Vangelis Calotychos’ Cyprus and Its People

! Murray Pittock, Scottish and Irish Romanticism (Oxford: Oxford University Press, 2008), p. 1.

? Gregory Jusdanis, Keynote Lecture, The Modern Greek Studies Association of Australia and New
Zealand 12th biennial conference, 4th - 6th December 2014, The University of Sydney, citation from
Abstract, printed in Conference Program, p.14
http://sydney.edu.av/arts/modern_greek/downloads/MGSAANZ conference program.pdf
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(1998) contains essays by academics from a range of institutional and national
backgrounds, and tries to address the myths underpinning the nationalisms of Cyprus,
and Rebecca Bryant’s Imagining the Modern: The Cultures of Nationalism in Cyprus
(2004) compares the Turkish and Greek communities and their nationalisms from a
neutral perspective, as entities separate from Greece and Turkey. However, in most
Greek-language publications Cypriot culture is still considered an extension of Greek

culture, and Turkish Cypriot culture is largely ignored.

This thesis tries to use the comparison between two ‘small’ literatures to
identify common elements in their cultural experience and trace the development of
local identity in opposition to culturally dominant neighbours. In the case of Cypriot
literature in Greek this enables the analysis of its interaction with mainland Greek

literature from a neutral perspective.

Summary of Conclusions

There are many similarities in the way Scottish and Cypriot-Greek poets approach
issues of national identity in their writing in the period covered by this thesis. Both
communities have national poets (Burns and Michailidis) who are presented as
uneducated and wrote poetry in local languages which romanticized the nation’s past.
In both places vernacular literature was accorded national significance, and was
collected or imitated by poets like Scott and Lipertis. In both places modernist ideas
took time to take hold (1920s in Scotland, 1950s in Cyprus), and were modified to
suit a local context before they were introduced. Finally, in both nations poets
consider it their duty to address issues that are important for their compatriots, and
poets have used their art creatively to imprint the nation’s image on the landscape, as

well as to address communal traumas and transform them into communal
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understanding. These similarities suggest that in ‘small’ literatures, ‘high’ culture is
often harnessed to produce a coherent image of the nation, through the promotion of
mythical iterations of the national past and local interpretations of international
literary movements, as well as the promotion of local languages for the purpose of

‘high’ literature.

One significant difference between Scotland and Cyprus is that in Scotland
after the First World War, an independent Scottish identity was mooted by many
writers, who argued it was impossible for Scotland to develop culturally to its full
potential within the United Kingdom. In Cyprus, although the Turkish invasion of
1974 caused Cypriot Greeks to reevaluate their relationship with Greece, it is still
controversial to express an identity that is not purely Greek, or to observe differences
between Cypriot Greeks and mainland Greeks except when accompanied by the claim
that Cypriot Greeks are more like ancient Greeks. However, the positive tone of the
joint declaration issued by the leaders of the Greek and Turkish Cypriot communities
to reopen negotiations over the island’s division suggests the issue of Greek-Cypriots’
Hellenism may become less contentious in the future. Furthermore, many Cypriot
poets after 1974 question the role of the Greek state in Cyprus and the value of war,
and observe experiences they have in common with the Turkish-Cypriot community,

addressing subjects which are taboo in many settings.



15

INTRODUCTION

2014 is a year of potential great change for Cyprus and Scotland, two small European
countries, on islands at opposite ends of the continent. On 18 September 2014, a
referendum will decide whether Scotland will remain a part of the United Kingdom or
become an independent nation-state. In Cyprus, the discovery of large offshore
reserves of natural gas has precipitated the reopening of negotiations between the
Republic of Cyprus and the Turkish Republic of Northern Cyprus over the division of

the island.

This thesis explores the relationship between poetry and national identity in
Cyprus and Scotland. Both places are culturally diverse, and have a long history of
negotiation and conflict between different elements of society for the establishment of
local and ‘national’ communal identities. In Cyprus, the largest communities have
historically been Greek-speaking Christians and Turkish-speaking Muslims; both
groups have worked to identify themselves against each other, but also against their
culturally dominant neighbours, Greece and Turkey. This thesis will be focusing on
the Greek-speaking community of Cyprus, with occasional references to the Turkish-

speaking community. In Scotland, three languages coexist: Gaelic, Scots and English;
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this thesis will be focusing primarily on poets who write in Scots and English, with

occasional references to Gaelic poets.’

In both Cyprus and Scotland, poetry plays a significant part in the articulation
of national identity. By comparing and contrasting the approach of poets to issues of
national identity in the two places, this thesis aims to examine the relationship
between poetry and national identity, and explore the effects of perceived minority

status on ‘small’ literatures.

Because of the differences and distance between Scotland and Cyprus,
comparing them allows the observation of trends in the interaction between poetry
and national identity, highlighting general ideological trends regarding national
identity and literature in Europe and how small cultures approach these. Two
movements are discussed in this context: the rise of nationalism between the
eighteenth and early twentieth centuries in Part 1, and the modernist movement after
the First World War in Part 2. Part 3 explores the participation of poetry in the
construction of two narratives of national identity: the transformation of the landscape
into the national homeland, and the transformation of communal trauma into a
unifying experience. Consequently, Part 3 shifts between different periods to examine

historical events that had a powerful effect on each place.

Scotland and Cyprus appear culturally and physically different; yet they share
characteristics which enable productive comparison: both are small nations in which
writers feel compelled to define themselves against culturally dominant neighbours;

both are linguistically diverse, and each shares a language with a culturally dominant

These decisions were made on linguistic grounds and because of considerations of space; the Turkish-
Cypriot and Gaelic poetic traditions are equally rich and interesting, and negotiate many similar issues
to those discussed in this thesis. These may form the basis of future studies, as discussed in the
Conclusion of this thesis.
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neighbour; and finally, in both places there is cultural and political tension
surrounding definitions of what the nation is and should be. Consequently poets
attempting to express a national identity in the two places negotiate similar issues in

their work.

One significant difference in the nature of the relationship of Scotland and of
Cyprus with their respective culturally dominant neighbours, which affects the way
that national identity is articulated, is that while Scotland and England are politically
unified within the United Kingdom, Cyprus and Greece have never been part of the
same modern nation-state, though many would refer to the Greek-speaking Christians
in Cyprus as members of a wider Greek nation. Consequently, nationalism in Scotland
is often expressed in terms of the desire for independence, while among Cypriot-
Greeks it is expressed as a desire for the unification with Greece. Scottish nationalists
glorify the kingdom of the past, in a narrative of national continuity interrupted by the
Union, making independence the ideal manifestation of Scottish nationhood. Cypriot-
Greek nationalists, on the other hand, use a narrative of enslavement and liberation to
create a coherent national past, but this liberation is historically defined as union with
the modern Greek state: despite their achievement of national independence in 1960,
according to their foundation narrative, liberation of the Cypriot-Greek people has
never been fully realized. Since 1974, there has been a shift away from the view of
unification with Greece as the only way of expressing a Cypriot-Greek identity, but
this is not currently the mainstream ideology. Despite the differences in trajectory of
national ideology in Scotland and Cyprus, poetry has a similar role in the expression

of national identity in the two places.

In both Scotland and Cyprus, national identity is a common theme in

literature, as writers often feel the need to define themselves against other cultures,
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including culturally dominant neighbours. Greek speakers in Cyprus inevitably
position their identities in relation to the Greek nation-state, while Scottish speakers
of Scots and English similarly define their identity in relation to England. This is a
situation unique to cultures in this position of marginality; the centre does not feel
compelled to define itself in terms of the margins, so English and Greek writers

remain mostly unaffected by Scotland and Cyprus.*

The relationship between poetry and national identity is one of mutual
influence: As members of the nation, poets are inevitably shaped by narratives of
national identity. The interaction between poets and national identity resembles the
relationship between a language and its users as described by Jacques Derrida: ‘The
writer writes in a language and in a logic whose proper system, laws, and life his
discourse by definition cannot dominate absolutely. He uses them only by letting
himself, after a fashion and up to a point, be governed by the system.” At the same
time, poets and poetry are involved in shaping narratives of national identity, whether
directly focused on the nation or not. This is because poetry, and literature in general,
is a cohesive element of national identity, providing people with common experiences
on which a common identity can be founded. So, for example, Robert Burns’ ‘Auld
Lang Syne’ has a cohesive effect on Scottish identity, as it is traditionally sung at the
arrival of the New Year, and at the end of significant celebrations like weddings.
Though it does not address Scottish identity directly, the use of the song creates

common Scottish experiences.

* 1t is important to distinguish this need to respond to the culturally dominant neighbour from Edward
Said’s description of the dynamics of Orientalism: in the Orientalist model, Western travellers control
the Orient by objectifying it and defining their culture against this objectified other. In the case of
marginal cultures, it is they who are being othered. They must express themselves in the culturally
dominant neighbour’s terms in order to achieve recognition, and are still relegated to second-class
status, as will be seen in the discussion of the poetry of Robert Burns. See Edward W. Said,
Orientalism (Harmondsworth: Penguin, 1991).

> Jacques Derrida, ‘Of Grammatology’, In The Norton Anthology of Theory and Criticism, ed. by
Vincent Leitch , et al. (London: Norton, 2001), pp. 1822-1830 (p. 1825).
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This introduction consists of four main parts; firstly, it provides an overview
of theories of nationalism and national identity, contextualizing this thesis in the
theoretical discourse of nations and nationalism; secondly, a brief historical
background on Cyprus and Scotland is given covering the periods relevant to the
literature analysed in this thesis, from the eighteenth to the twenty-first century; third,
a rationale for the selection of poetry is provided; finally, the contents and function of

each chapter are outlined.
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The Nation in Theory

Can a nation be ancient? The past as a national invention

There is an on-going debate about the age of nations, as well as the definition of
nationhood, national identity and nationalism. There are three main positions: those
who think nations have their origins in the distant past, including perennialists and
primordialists; those who think nations have their origins in the advent of modernity,
broadly referred to as modernists; and those who believe a combination of historical
factors and modern developments is responsible for the rise of nationalism, called

ethno-symbolists.

This thesis takes a modernist position. While there is arguably evidence for
Scottish and Cypriot identity having roots in pre-modern times, it is the post-
Revolutionary Romantic nationalism of the late eighteenth and nineteenth centuries
that has provided the conceptual framework for the articulation of their contemporary
national identities, and influences most modern poets in their writing. Furthermore,
the idea of national self-determination and its desirability has had a large impact on
the formation of the national self in both places; arguments about the antiquity and
identity of the Scottish and Greek nations have been used extensively for political
manoeuvring in the twentieth century, which has affected the emergence of

contemporary Cypriot-Greek and Scottish identity.

Because of the political motives for mythologizing the past in both places, it is
important to recognise the modern context of their emergence as national identities.

Though it can be argued that nations evolved from previous communal organizations,
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if one looks for signs of continuity one risks creating a teleological argument, with the
nation as the inevitable end-product of an evolution of communal structures.
Therefore, this thesis will take the modernist approach to the definition of the age of
the nation. In order to support this position, an overview of literature on nations and

nationalism will be provided.

The modernist view maintains that nations in their current form are a product
of modernization, and that before the advent of modern communications and
transport, it was not possible to have a nation which engaged any more than a small
educated elite, as the illiterate masses only felt allegiance to their immediate locality.®
However, John Breuilly and Eric Hobsbawm also acknowledge the existence of
‘proto-national’ communities, out of which modern nations could grow. According to
Hobsbawm, in many places ‘states and national movements could mobilize certain
variants of feelings of collective belonging which already existed and which could
operate, as it were, potentially on the macro-political scale which could fit in with
modern states and nations.”” However, as Smith points out, Hobsbawm only describes
pre-modern communities as ‘proto-national’ in cases where a clear line can be traced
between the pre-modern institution in question and a modern nation.® Furthermore,
Hobsbawn discusses these feelings of collective belonging as something that national
movements could mobilize, rather than a prerequisite for the emergence of national
identity. Consequently, in Hobsbawm’s model ‘proto-national’ communities are

potentially present, but not necessary for the formation of modern nations. The nation-

S Anthony D. Smith, The Cultural Foundations of Nations: Hierarchy, Covenant and Republic
(Oxford: Blackwell, 2008), pp. 1-4.

" Eric J. Hobsbawm, Nations and Nationalism Since 1780: Programme, Myth, Reality, 2nd edn
(Cambridge: Cambridge University Press, 1992), p. 46.

¥ Smith, The Cultural Foundations of Nations, p. 3.
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state is seen as a modern development, arising directly from the cultural changes

brought about in the West by modernization. °

According to non-modernist schools of thought, even where there is no direct
line of descent in the form of surviving institutions such as monarchies or legal
systems, nations can be said to originate from communal structures of the past.
Perennialism, proposed by Adrian Hastings, maintains that while nations as we know
them now are a recent phenomenon, they emerged out of pre-existing nation-like
communities as a result of the establishment of written vernaculars; he argues that ‘for
the development of nationhood from one or more ethnicities, by far the most
important and widely present factor is that of an extensively used vernacular

b

literature.” '° According to Hastings, this vernacular literature allows multiple

ethnicities to join into one nation by becoming a unified reading public.

Primordialists, on the other hand, argue that there are certain ties such as
kinship and territoriality that can be described as ‘primordial’, and that these ties form
the basis of definition for ethnic groups and nationalities, the occurrence of which is a
natural progression.'' Both these theoretical positions tend to represent contemporary
national communities as inevitable products of the past; while it is interesting to
compare medieval ‘nations’ to modern nation-states, modernists believe it is
innacurate to represent present European nationalisms as surviving entities from the
pre-modern past. Post-Revolutionary Romantic nationalism introduced new ideas,
such as citizenship and the concept of universal human rights (at least for parts of the

population), leading to the fundamental reorganization of the way people

? For a summary of objections to Smith’s ethnosymbolism, see Len Scales and Oliver Zimmer, Power
and the Nation in European History (Cambridge: Cambridge University Press, 2005), p. 16.

' Adrian Hastings, The Construction of Nationhood: Ethnicity, Religion and Nationalism (Cambridge:
Cambridge University Press, 1997), pp. 2-3.

" Smith, The Cultural Foundations of Nations, p. 9.
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conceptualized their position within human communities. An example is the equating
of individual freedom with national self-determination. The idea of national self-
determination as a panacea only took hold after the First World War when the
Versailles treaty redrew the world map on nationalist lines. Self-determination is an
important idea in the articulation of national identity in both Cyprus and Scotland

today. This is why the modernist position is most suited to the subject of this thesis.

Smith’s ‘ethno-symbolist’ approach seeks a middle ground between modernist
and non-modernist schools of thought. According to Smith, there are two distinct
categories of collective identity, ethnies, defined as ethnic communities, and nations.
An ethnie can develop into a nation, or be absorbed into an existing nation, or merge
with other ethnies to form a larger nation; according to Smith, ‘an ethno-symbolic
perspective places the link between nations and core ethnies (or ethnic communities)
at the centre of its concerns’.'? While ethnies may appear to resemble the pre-existing
nation-like communities described by primordialists and perennialists, Smith argues
that ethno-symbolism differs in that categories of ‘nation’ and ‘ethnie’ are never

conflated: nation-states of the present arise from collective communities of the past,

but constitute a new category. 13

The concept of ethnies may appear useful when considering the cases of
Cyprus and Scotland; however, Smith’s model underplays the politically constructed
nature of nations in the late nineteenth and twentieth century, which is particularly
significant for the understanding of the political turmoil centred on Cyprus in this
period. In order to keep the concept of the nation as construct constantly in view, this

thesis will adopt the modernist definition of the age of the nation. As Breuilly argues,

'2 Anthony D. Smith, The Antiquity of Nations (Cambridge: Polity, 2004), p. 18.
13 .
Ibid.
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even if there were forms of national consciousness in existence in medieval Europe,
these were not the same as contemporary national consciousness, rendering the ethno-
symbolist, perennialist and primordialist models inadequate for the discussion of
Scotland and Cyprus as modern nations. As Breuilly explains, the age of the word

‘nation’ does not correspond to the age of the modern concept of the nation:

Only the modernist approach, which understands how
old names which have survived or have been revived
for many different reasons are appropriated for new
purposes under modern conditions, can adequately
explain why appeals to an ethnic or national past are
central in modern nationalisms."*

Modern nations oftern represent the past in ways that support the continued existence
of the modern nation. While it is true that nations did not emerge from a vacuum, it is
important to recognize that modern nationalism is different from medieval and early
modern models of group identity, and has arisen from specific historical and
technological developments of the nineteenth and twentieth centuries. Similarly,

modern uses of the words ‘nation’ and ‘nationalism’ differ from medieval usage.

Despite nationalism’s modern origins, the past and its narrative presentation
are highly significant for the articulation of national identity, as age is often seen as
synonymous with national legitimacy. Robert Crawford argues that the past can be

particularly significant for small cultural groups:

Often what small or vulnerable cultural groups need is
not simply a deconstruction of rhetorics of authority,
but a construction or reconstruction of a ‘usable past’,
an awareness of a cultural tradition which will allow

' John Breuilly, ‘How Old is an Old Nation?’, in When Is the Nation?: Towards an Understanding of
Theories of Nationalism, ed. by Atsuko Ichijo and Gordana Uzelac (London: Routledge, 2005), pp. 15-
39, (p. 19).
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them to preserve or develop a sense of their own
distinctive identity, their constitutive difference."

According to Smith, a ‘usable past’ has a number of dimensions: it can be used by
elites to manipulate mass emotions, to legitimize social change and territorial claims,
and can provide exempla virtutis in the form of national heroes.'® It is also malleable,
representing ‘a construct of present generations, to serve their needs and interests,
with each generation tending to change ‘its’ past in line with its perspective, providing

new selections of, and interpretations for, what it considers significant’."’

Thus the past as defined by the present affects the shape of the future. This is
reminiscent of Hugh Trevor-Roper’s caution regarding the power of myth in creating
the historical record: ‘at different times, and in various places, myth has played an
important part in history. For what people believe is true is a force, even if it is not
true.”'® Poetry, and literature in general, plays an important role in the creation of
‘usable pasts’, as it disseminates mythological versions of the nation’s history; in
particular, national epics tend to focus on the exploits of exempla virtutis from the
national past, such as the Archbishop in Michailidis’ ‘H Evvdtn IovAiov’, or Robert
the Bruce in John Barbour’s The Brus and William Wallace in The Wallace, attributed
to Blind Harry." Consequently, the study of poetry can give valuable insights into the
narratives underpinning national identity in different historical periods. These
narratives are particularly significant in Scotland and Cyprus, where the position of

the modern nation is uncertain, making its anchorage in the past more vital.

" Robert Crawford, Devolving English literature, 2nd edn (Edinburgh: Edinburgh University Press,
2000), p. 5.

'® Anthony D. Smith, ‘The “Golden Age” and National Renewal’, in Myths and Nationhood, ed. by
Geoffrey A. Hosking and George Scheepflin (London: Hurst & Company and The School of Slavonic
and East European Studies, University of London, 1997), pp. 36-59, (pp. 38-59).

7 Ibid, p. 38.

'® Hugh Trevor-Roper, The Invention of Scotland: Myth and History (New Haven, CT: Yale University
Press, 2008), p. xix.

" Julius W. Friend, Stateless Nations: Western European Regional Nationalisms and the Old Nations
(Basingstoke: Palgrave Macmillan, 2012), pp. 10-11.
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The significance of language

Many theorists place language at the centre of the formation of nations and national
identity. Although some, like Ernest Renan, have argued that a common language is
not a sufficient prerequisite for the formation of national identity (as he puts it, ‘la
langue invite a se réunir ; elle n’y force pas’”), it is undeniable that language often
plays a significant part in this process. In The Construction of Nationhood, Adrian
Hastings argues that the emergence of a vernacular literature is a principal

requirement in order for an ethnicity to become a nation:

ethnicities naturally turn into nations or integral
elements within nations at the point when their
specific vernacular moves from an oral to written
usage to the extent that it is being regularly employed
for the production of a literature, and particularly for
the translation of the Bible.*’

Hastings goes on to argue that in addition to being an indication of the development
of national identity in Western nations, the translation of the Bible into the vernacular
also furnished the common people with a template for the nation in the form of Israel:

‘a unity of people, language, religion, territory and government’.**

According to Benedict Anderson, European nationalisms emerging between
1820 and 1920 were all linked to the emergence of a ‘national print language’.”’
Anderson relates this to what he calls ‘print-capitalism’, and argues that the latter
enabled people to think about themselves and their relationships to others

differently.**

%% Ernest Renan, Qu'est-ce qu'une nation? (Sorbonne: Ancienne maison Michel Lévy Fréres, 1882), pp.
19-20.

! Hastings, p. 12.

22 Ibid, p. 18.

3 Benedict Anderson, Imagined Communities: Reflections on the Origin and Spread of Nationalism,
rev. edn (London: Verso, 2006), p. 67.

** Anderson, p. 37.
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Hobsbawm argues that although language may not be central to the formation
of proto-national communities, it becomes central in the case of the modern nation.
This is because a common vernacular spoken and written by an elite can easily spread
to become a language of common usage among a larger population of the
‘intercommunicating community of “the nation”.”*> Conversely, Hobsbawm argues
that ‘dead 'classical' or ritual languages, however prestigious, are ill-suited to become
national languages’,”® citing the example of Greece, where the modern nation-state
ultimately failed to revive the ancient Greek language, which it attempted in order to

legitimize the population’s claim to be descended from the ancient Greeks.

According to Hobsbawm, with the appearance of printing and linguistic

standardization practices,

a common language, just because it is not naturally
evolved but constructed, and especially when forced
into print, acquired a new fixity which made it appear
more permanent and hence (by an optical illusion)
more "eternal" than it really was.*’

Language is by nature variable; as George Steiner writes in After Babel, ‘the language
of a community, however uniform its social contour, is an inexhaustibly multiple
aggregate of speech-atoms, of finally irreducible personal meanings.”*® In modern
nations, the cohesiveness and uniformity of the national language is often greatly
exaggerated for the purpose of building a uniform national identity. The illusion of
linguistic permanence makes language useful for the ideological construction of
national identity. However, Hobsbawm contends that language in most cases is not

the unique identifying feature of national groups, and often convenience will favour

%% Hobsbawm, pp. 59-60.

28 Ibid, p. 60.

7 Ibid,p. 61.

¥ George Steiner, After Babel: Aspects of Language and Translation (London: Oxford University
Press, 1975), p. 46.
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the use of multiple languages, or languages imported from other places.29 Therefore,
while a national language can be useful for the establishment of national identity, it is

not always necessary.

In the case of both Cyprus and Scotland, language has played an important
part in defining and defending national identity. This is complicated by the fact that in
both places there is a form of diglossia, resulting from the presence of a local
language or dialect competing with an official language imported from a culturally
dominant neighbour. Diglossia is defined as a situation in which two languages or
varieties of the same language coexist in the same community by fulfilling different
social and cultural functions.”® Emmanouil Roidis coined the term in 1885 to describe
the linguistic situation in Greece, where Demotic and Katharevousa coexisted in the

same space of linguistic expression.

As Peter Mackridge describes it, Roidis’ term denoted ‘the use, by the same
speakers in different circumstances, of two lexically and grammatically distinct
varieties of Greek.”*' The term ‘diglossia’ was subsequently adopted in discussion of
other multilingual societies. In 1959, Charles Ferguson re-defined diglossia as
denoting ‘the complementary use, by the same speech community, of two forms of
the same language, each of which has a restricted range of registers (different varieties

used in different social situations)’.”> This definition can be broadened to encompass

* Hobsbawm, pp. 115, and 162.

Y OED definitions include ‘In many speech communities two or more varieties of the same language
are used by some speakers under different conditions.” quoted from C. A. FERGUSON in Word XV. 325
in 1959, and ‘a situation where a community uses both a more colloquial idiom of less prestige and
another of more learned and refined status.” (E. PALMER tr. A. Martinet Elem. Gen. Ling. v. 139, 1964).
The first definition is more in keeping with the purpose of this thesis, which does not wish to present
any one language as inferior or superior.

! Peter Mackridge, Language and National Identity in Greece, 1766-1976. (Oxford: Oxford
University Press, 2009), p. 27.

%% Mackridge, Language and National Identity, p. 27.
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any situation where there is a division of spheres of use for different languages, where

one is considered culturally superior to the other.>®

There are several competing languages in Cyprus today: Greek, Turkish,
English, and Cypriot variants of both Greek and Turkish. However, the situation
within each separate community can be described as diglossic. In the Greek-speaking
community, most people speak Cypriot Greek as their mother tongue and Standard
Modern Greek in professional or formal situations. According to Peter Trudgill and
Daniel Schreier, the two varieties function on the Fergusonian model of diglossia,
with Standard Modern Greek operating as the High language and Cypriot Greek as
the Low.?* Similarly, most Turkish Cypriots speak Cypriot Turkish as a mother
tongue, and standard Turkish in professional or formal situations, while some older
members of the population also speak Standard or Cypriot Greek.*® In both Cypriot
communities use of English has become widespread, especially among the younger

generation.

In the Greek community of Cyprus, the presence of the Greek language is used
as evidence of the descent of Cypriot Greeks from ancient Greece, and therefore as a
defence of their ‘Greek’ identity. Consequently, Cypriot Greeks are sometimes
resistant to attempts to introduce Cypriot Greek into the public sphere, as they fear
that the difference of the language from Standard Modern Greek could lead to
questioning of their Greekness. This is evident, for example, from the debate about

the nature and origins of Cypriot Greek that followed the official encouragement of

* Ibid.

3% Ulrich Ammon, Norbert Dittmar, Klaus J. Mattheier, and Peter Trudgill, eds., Sociolinguistics: An
International Handbook of the Science of Language and Society. 2nd edn (Berlin: Walter de Gruyter,
2006), p. 1887.

3 Kamil Z. Ozerk, ‘Reciprocal Bilingualism as a Challenge and Opportunity: The Case of Cyprus’,
International Review of Education 47, no. 3/4, Globalisation, Language and Education (July 2001), pp.
253-265, (pp. 261-262).
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the use of Cypriot Greek in schools in 2013 in which those supporting the wider use

of Cypriot Greek were labelled anti-Greek.*

The argument about the Greekness of their language is extended by some
Cypriot Greeks to assert the Greekness of their literature. There is an on-going debate
over whether there is a ‘Cypriot Literature’ or a ‘Greek Literature of Cyprus’. Lefkios
Zafeiriou writes in his introduction to the 1985 Anthology of Contemporary Cypriot
Literature, ‘10 KmPloKd KPATog 0ev avAGTEALEL OVTE OAAOLMVEL TO YOPOKTNPA TNG
KUTPLOKNG Aoyoteyviag 1 omoia eivon eAAnvikn.” (The Cypriot state neither inhibits
nor alters the character of Cypriot literature which is Greek.)’” This is a commonly
held position, which not only subordinates Cypriot-Greek writing to the Greek
cultural centre, but also denies the existence of Turkish-Cypriot writing. Mehmet
Yashin addresses this denial in ‘Three Generations of Turkish-Cypriot Poets’, an
essay published in Calotychos’ Cyprus and its People. He argues that according to

Greek critics, writers and poets of Cyprus, the category of ‘Cypriot Poetry’ ‘includes

®In 2012, the government of the Republic of Cyprus advised the use of Cypriot Greek in schools to
aid the teaching of Standard Modern Greek by teaching children to distinguish consciously between the
two. The introduction of the policy is described by Kyriakos Penintaex in the newspaper Xnuepivi
(Simerini) on 15/01/2012, available online http://www.sigmalive.com/simerini/news/social/455436 . A
response is  published in the same paper on 24/02/2012, available online
http://www.sigmalive.com/simerini/analiseis/other/466883 , by Prodromos Prodromou, president of the
Ivotitovto IMoMrticpod (Cultural Institute) and member of the political party Anpoxpotikdg
Yvvayeppog (Democratic Alarm) criticized the policy as an attempt to preserve and outdated language
and block progress, motivated by the desire to create a non-Greek national identity which would
marginalize the Cypriot people. This debate entered academic circles when Georgios Xenis, lecturer in
Ancient Greek at the University of Cyprus, published an article in the newspaper @ileledfepog on the
25/03/2012, in which he argued that Cypriot Greek cannot be described as a language separate from
Standard Modern Greek, and a minority of Cypriot Greeks calling themselves Neoktdmpiot (Neocypriot)
define their identity as Cypriot and not Greek, and consequently are attempting to present Cypriot-
Greek as an independent language to be used in all settings and not limited to the oral and private. This
elicited a response from Konstantinos Giangoullis, published in the same paper on 01/04/2012, in
which he criticizes the academic merits of Xenis’ article, to which Xenis responded on the 08/04/2012,
eliciting a further response from Giangoullis in Mixpogililoyike on the 09/04/2012. All articles
mentioned in the debate above center on whether the use and study of Cypriot Greek undermines the
Greek identity of Cypriot Greeks. The aggressive and defensive positions taken by all participants, with
the exception of Penintaex who merely describes the new educational policy, suggests that this was a
sensitive topic in Cyprus in 2012, highlighting the importance of language for the expression of
national identity.

*7 Lefkios Zafeiriou and Loukas Axelos, AvBoloyia Zoyypovye Komprowic Ioinonc (Athens: Stochastis,
1985), p. 11.
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only poets writing in Greek who refer to Hellenic literary traditions and who appear as

outsiders, or “minor” to metropolitan Athens’.*®

Indeed, even writers supporting the existence of an independent Cypriot
literature often argue that this term should refer only to texts written in Greek: as K.
G. Giangoullis writes in Mikpogitoloyika (Mikrophilologika), a Cypriot-Greek
literary journal, ‘ctnv xowvn cuveidnon o 6pog ‘Kumpiakn Aoyoteyvia’ [...] onuaivet
Kuplowg v eAAnvikn Aoyoteyvia g Kompov, kot ) onuacio vt &ixe avékabev,

*3% (‘In common consciousness the term ‘Cypriot

Yopig avtd v’ amotehel Adboc.
literature’ refers mainly to the Greek literature of Cyprus, and it has always had this
meaning, without this constituting an error’.) Giangoullis argues that this is the case
because between 1878, when printing presses appeared and 1974, there were very few
books published in Turkish on the island, and many Turkish books were printed at
Greek presses. From the above, it is apparent that there has been a tendency for
Greek-Cypriots to assume that a ‘national’ literature must be linguistically uniform, as
well as a tendency to either deny the existence of Turkish-Cypriot literature as in
Zafeiriou’s case, or to try and take possession of it as in Giangoullis’ argument.
Turkish-Cypriot writers, like Yashin cited above, have tried to redress this balance in
recent years, and lay claim to an identity that is neither mainland Turkish nor Greek;

however, Calotychos’ book remains one of few attempts to bring Turkish-Cypriot and

Cypriot-Greek perspectives into one volume.

In Scotland, there is a similar multilingual environment, but again linguistic

dynamics can be interpreted as mainly diglossic. The official language is English,

*¥ Mehmet Yashin, ‘Three Generations of Turkish-Cypriot Poets’ in Cyprus and its People: Nation,
Identity and the Experience in an Unimaginable Community, ed. by Vangelis Calotychos (Boulder,
CO: Westview Press, 1998), pp. 223-233, (p. 223).

** Giangoullis, K. G, “Kvrplaxny Aoyotexvia” 1 “NeogAhnvikyy Aoyotgyvia g Kompov™;’,
Mixpogpiioloyika Blog, 31 March 2008, first published in @iledevbfepog, 16 May 1990.
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with a large proportion of the population speaking Scots as their native language, and
a smaller proportion speaking Gaelic. In most cases, either Scots or Gaelic is the
language of the private sphere, while English is the language of the public sphere.
There has been a lack of consensus on whether writers should attempt to create a
Scottish literary language out of contemporary spoken and old written Scots, or
whether writers should attempt to become integrated in a greater British tradition by
writing in English.*’ In the first half of the twentieth century, Hugh MacDiarmid and
Edwin Muir embodied the two sides of this argument. MacDiarmid advocated the
creation of a Scots literary language, while Muir argued that there was not enough
literary sustenance in the Scottish tradition. This debate will be discussed in more

depth in Part 2 of this thesis.

There is a tendency in Western culture to ascribe qualitative values to
languages, and to place them in a hierarchy; in medieval and early modern times,
sacred and ancient languages such as Latin and Greek were considered to be purer,
and more able to express truth. Indeed, arguments for the sacredness of Greek were

made in Greece even in the twentieth century; as Peter Mackridge writes,

some extreme nationalist Greeks have argued that
God chose the Greek language to record and
disseminate His message, and even that Divine
Providence had ensured that in pre-Christian times
Greek had developed into a medium capable of
expressing the Word of God.*!

These arguments were put forward in the Greek parliament twice by Konstantinos
Papamichalopoulos (1852-1923), a Greek author and politician, in response to the

1901 Gospel Riots, when Greeks protested against the translation of the New

0 Though some writers have argued that Gaelic should be the national language of Scotland, the
community of Gaelic speakers has been too small in modern times for that to be practicable.

! Peter Mackridge, ‘Textual Orientations: Writing the Landscape in Elytis' “The Axion Esti”’, in
Greek Modernism and Beyond: Essays in Honour of Peter Bien, ed. by Dimitris Tziovas (London:
Rowman & Littlefield, 1997), pp. 111-120, (p. 179).
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Testament into Demotic Greek, and during a debate on the language of school readers
in 1907.* These claims of the divinity of the Greek language could be read as an
attempt to bridge the gap between Orthodox Christianity and ancient Greek culture as
the foundations of Modern Greek identity; by arguing that the ancient Greek language
was divine, the issue of the paganism of the ancient Greeks is resolved, and ancient

Greek culture can be absorbed into an identity shaped by a system of Christian values.

Though it is rare for people to argue for the divinity of languages today,
occasionally some languages are considered to be more suited to the production of
‘high’ culture than others. According to Pascale Casanova, ‘certain languages, by
virtue of the prestige of the text written in them, are reputed to be more literary than

543

others, to embody literature.””™ This can make it difficult for local vernaculars to

become established as literary languages. Yet Casanova observes that even for

languages with a literary reputation, this is an acquired status:

For a language to acquire a high degree of literariness
it has to have a long tradition, one that in each
generation refines, modifies, and enlarges the gamut
of formal and aesthetic possibilities of the language,
establishing, guaranteeing, and calling attention to the
literary character of what is written in it. This tradition
functions, in effect, as a certificate of literary value.**

Sometimes writers will attempt to establish a new literary language by producing
monumental texts in order to imbue the language with literary value. For example,
Hugh MacDiarmid’s approach to ‘Synthetic Scots’, discussed in Part 2, followed this
logic, as did the practice of translating ‘Classic’ texts into Scots and Cypriot-Greek.

For example, Montis translated Aristophanes’ Lysistrata into Cypriot-Greek in 1972.

2 Ibid, 180. For more information on the Gospel Riots, see Mackridge, Language and National
Identity, Chapter 8.

* Casanova, Pascale, The World Republic of Letters (Cambridge, MA: Harvard University Press,
2004), p. 17.

* Casanova, p. 18.
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William Neill translated Homer’s Odyssey, Douglas Young translated Aristophanes’
Birds, and Edwin Morgan translated Mayakovsky’s poetry and Cyrano de Bergerac

into Scots. *°

In addition to concerns about the literariness of languages, emerging national
identities are often concerned about proving the age of their language, as this can be
linked to claims of legitimacy. Languages, however, are constantly evolving and

changing; as George Steiner writes in After Babel,

No semantic form is timeless. When using a word we
wake into resonance, as it were, its entire previous
history. A text is embedded in specific historical time;
it has what linguists call a diachronic structure. To
read fully is to restore all that one can of the
immediacies of value and intent in which speech
actually occurs.*®

Therefore, linguistic meaning is inherently contextual, and context is determined by
time. Nevertheless, claims of linguistic continuity are often part of the nation’s

argument for its own legitimacy.

Given the importance of language in the emergence of national identities,
poetry often has a prominent role in this process. Poetry is often instrumental in the
transformation of spoken vernaculars into national languages, as Hastings argues is
the case with vernacular versions of the Bible in Christian nations. Printed poetry can
promote the standardization of vernacular languages, expand vocabulary and
functionality, and ultimately make a case for the vernacular’s literary value in its role

as a genre of ‘high culture’.

* For more detail, see Kostas Montis, Awavra (Nicosia: A. G. Leventis Foundation, 1986) and Bill
Findlay, ed., Frae Ither Tongues: Essays on Modern Translations into Scots. (Clevedon: Multilingual
Matters, 2004).
* Steiner, p. 24.
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Historical Background

The emergence of a modern Scottish nation

Scotland is a nation within the larger state of the United Kingdom. Although there
was no Scottish representative political body between 1707 and 1999, Scotland
developed a modern national identity during the same period as other European
nation-states. The fact that this was not realized in the form of an independent nation-
state has led to uncertainty about how to discuss Scottish culture. This was addressed
in David McCrone’s Understanding Scotland: The Sociology of a Stateless Nation,
first published in 1992. Although the re-opening of Scottish Parliament in 1999 gave
Scottish culture a new confidence, Scottish identity-as-nation is in particular turmoil
at present, as the lead up to September’s referendum has brought forward public
debate about what Scottishness should mean, in the form of the ‘yes’ against ‘no’
campaigns. There are compelling arguments for both sides, as Scotland has both a
strong independent identity and a long history of association with England, the

dominant nation of the United Kingdom.

Unlike Cyprus, Scotland has a past manifestation of an independent Scottish
‘nation’ onto which the identity of the modern nation can be projected, in the form of
the Scottish kingdom of the ninth to twelfth centuries. This preceded both the Union
of Parliaments and the Union of Crowns, providing a useful example of a ‘Scottish
nation’ independent of England. However, the Scottish kingdom was not a nation in
the modern sense. It was an ethnically and linguistically diverse entity, held together
by a Scoto-Celtic monarchy, in which, according to Colin Kidd, the kingdom’s

identity was located; this identity was expressed through ‘the royal genealogy recited
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as part of the coronation ritual by a Highland sennachie or bard.”*” Consequently, the
legitimacy of the nation was intimately linked to the legitimacy of the monarchy, and
the role of the poet was to declare this legitimacy in the coronation ritual. *®
Furthermore, the Scottish kingdom did not include all levels of population as active
members of the ‘nation’: national identity, if it existed at all, was limited to the elite,
along with education. Consequently, it is important not to confuse the medieval
Kingdom of Scotland with the modern Scottish nation, even if the latter roots its

identity in the former.

Some origin myths of the modern Scottish nation have their roots in the
medieval royal family’s attempts to legitimate their claim to the Scottish throne.
Associations with the great Ancient Civilisations were particularly important for the
legitimacy of European monarchies in the ninth century, even when geographical
realities made these scarcely credible. The Gathelus and Scota story locates the
origins of the Scottish Royal Line at 330 BC, in the mythical king Fergus
MacFerquhard, the descendant of Scota, daughter of an Egyptian Pharaoh, and the
Greek prince Gathelus, whose descendants, it is claimed, gradually migrated across

Europe to Scotland.

Robert Crawford argues that ‘such an origin narrative and plea for national
independence may have been fiction, but it was empowering mythic fiction’; this,
according to Crawford, underlay the spirit of the Declaration of Arbroath, now a
foundation story for the modern Scottish nation.* The Declaration itself, a letter

composed by Bernard, Abbot of Arbroath, arguing for the right of the Scottish people

47Kidd, Colin, Subverting Scotland's Past: Scottish Whig Historians and the Creation of an Anglo-
British Identity, 1689-c. 1830 (Cambridge: Cambridge University Press, 1993), p. 15.

*8 Robert Crawford, Bannockburns: Scottish Independence and Literary Imagination, 1314-2014
(Edinburgh: Edinburgh University Press, 2014), p. 21.

* Robert Crawford, Scotland's Books: The Penguin History of Scottish Literature (London: Penguin,
2007), p. 59.
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to dispose of tyrannical kings, suggests that there was a definite Scottish identity as
early as 1320. However, it would be a mistake to describe this as a Scottish nation,
since the society of the time had none of the structures or values of contemporary
nations: the letter was signed by Scottish nobles, not elected representatives. Rather
than Scotland being a nation in a world of nations, it was a kingdom in a world of
kingdoms and empires, where power was hereditary, and there was no concept of
citizenship. Nevertheless, the Declaration of Arbroath constitutes a plausible origin
myth for contemporary Scottish national identity, because its defiant spirit resonates
with concepts of liberty and citizenship which evolved in the Age of Revolutions

when the ideology of modern nationalism emerged.

The two Wars of Independence against England (1296-1328 and 1332-1357)
are also significant for modern Scottish national identity. They produced two of
Scotland’s most significant national heroes: William Wallace and Robert the Bruce.
The narrative of these wars also constructs England as the encroaching other, like the

Ottoman Empire for Greece in popular narratives of the 1821 Revolution.

In reality, Scotland has a long history of attachment to England; the two
nations have shared a monarchy since the Union of Crowns in 1603 when James VI of
Scotland acceded to the English throne, becoming James I of England and Ireland. In
1707 the English and Scottish parliaments were joined under the Act of Union,
creating the United Kingdom. Consequently, they shared a parliament from 1707 until

the new Scottish Parliament was formed in 1999.

Neither the Union of Crowns nor the Union of Parliaments resulted from
hostile action from England, yet Scottish nationalism views the relationship between

Scotland and England within the Union as one dominated by England at Scotland’s
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expense. The parliamentary Union with England had far reaching consequences for
Scottish identity, as Scottish people had to contend with a dual identity as Scottish
residents and British citizens, and the centre of power moved from the Scottish cities
to London. This led to the dominance of English as the language of government and

business, which affected the cultural standing of Scots.

The causes and effects of the parliamentary Union are complex; Thomas
Devine argues that the Scottish parliament had become more independent than
England was willing to accept, though ‘there was nothing inevitable about a
parliamentary Union between the two nations.”*” Colin Kidd, conversely, suggests it
was as a result of mutual, primarily economic, benefit; either way, the Act of Union

was a contentious development.

A series of parliamentary acts led up to the Union, the first being the English
Act of Settlement in 1701, which guaranteed English and Scottish succession would
pass to Electress Sophia of Hanover and her descendants after the death of Queen
Anne. This was a response to fears that the son of exiled James VII would attempt to
claim the throne, and was passed in haste without consulting the Scottish parliament.’’
The Scots responded with the Act of Security in 1703, asserting the Scots’ right to
choose a different successor. This could have ended the regnal union, threatening the
Jacobite restoration that the Act of Settlement had aimed to prevent. In response, the
English passed the Alien Act (1705), which defined Scots as aliens in England, and
imposed a trade embargo on Scottish goods imported into England and her colonies.’>

This was unpopular in Scotland, causing displays of anglophobia; however, both

0 Devine, T. M, The Scottish Nation, 1700-2007 (London: Penguin, 2008), p. 4.

3! Whatley, Christopher A. , ‘The Making of the Union of 1707: History with a History’, In Scotland
and the Union, 1707-2007, ed. by T. M. Devine (Edinburgh: Edinburgh University Press, 2008), pp.
23-38.

2 Kidd, pp. 42-43
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Scottish and English politicians soon realized that the degeneration in the relationship

of the two nations could only benefit France’s aspirations of European hegemony.

Although Anglo-Scottish relations were tense before the Union of Parliaments
took place, Kidd argues that the Scots saw it as an opportunity for economic
development. In addition to securing trade with England and her colonies, the Scots
were also compensated for their losses in the Darien scheme, a failed attempt to set up
a colony in America that brought the Scottish government close to bankruptcy, and is

often cited as the primary cause for Scotland entering the Union of Parliaments.

Some Scottish historians argue that too much significance is attached to the
role of the Union of 1707 in the subsequent development of the Scottish economy.
Until the nineteen-seventies, there was a trend in Scottish historiography to present
the periods immediately preceding and following the Union as analogous to darkness
and light, the Union symbolising a dawn. As Craig Beveridge and Ronald Turnbull

write in The Eclipse of Scottish Culture,

The concepts of the industrial and agricultural
“revolutions” which (though less fashionable than
formerly) are associated in the history of England
with general socio-economic changes stretching over
lengthy periods, are related here [in the discussion of
Scotland’s past] to a single event in Scottish history,
to the watershed of 1707. >*

This can be interpreted as a colonial narrativisation of the Scottish past, the Scots
being presented as a primitive people in need of the English civilising influence to
achieve progress towards modernity. Beveridge and Turnbull argue that this trend in

historiography has damaged contemporary Scottish identity, and must be countered in

>3 Whatley, p. 28.
>* Craig Beveridge and Ronald Turnbull, The Eclipse of Scottish Culture, Determinations, ed. by Cairns
Craig (Edinburgh: Polygon, 1989), p. 20.
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order for Scottish culture to evolve. This highlights the significance of narratives of

the past for the establishment of national identity in the present.

As a result of the material benefits of the Union to the Scottish middle classes,
Scottish nationalism lacked a political dimension until after the First World War. This
was because the political classes lacked the motivation to argue against the Union, as
their constituencies were benefitting from it too much to be opposed to it on
ideological grounds. It is often argued that while there was little political nationalism
in Scotland in that period, cultural nationalism survived in conjunction with the
development of a British identity. There were certainly many cultural manifestations
of Scottish identity in the eighteenth century, perhaps central among them the

activities of literary societies. According to Corey Andrews,

The artistic production of eighteenth-century Scottish
club poets contributed to the creation of a counter-
hegemonic strain that sustained nationalist sentiment
across generations alongside the dominant structures
of feeling that promoted assimilation of English
culture.”

In this case, poetic licence enabled an expression of a counter-hegemonic alternative
national identity without threatening the supremacy of official British nationalism.
The work of poets of this period, such as Robert Burns and James Macpherson, has
subsequently become significant in the assembly of texts that underpin Scottish
national identity. It is important to note that it has been historically possible to express
Scottish identity without arguing for Scottish independence: Walter Scott (1771-
1832), for example, wrote poetry and novels romanticizing rural Scotland and worked

towards the preservation of Scottish local culture, and was a Unionist and Tory.”® This

% Corey Andrews, Literary Nationalism in Eighteenth-Century Scottish Club Poetry (Lampeter: Edwin
Mellen Press, 2004), p. 8.
%6 Douglas Gifford, Alan Riach, and Susan Neil, Scotlands: Poets and the Nation (Manchester:
Carcanet, 2004), p. xxiii.
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suggests it is often possible to separate the political and cultural aspects of Scottish

identity.

The first body to represent Scottish national interests was the Association for
the Vindication of Scottish Rights, formed in 1853; its intention was to ensure fair
representation of Scotland’s interests within the Union, rather than to advocate
Scottish independence.’” According to Linda Colley, there was interest in the idea of
regional representation within the United Kingdom not only for Scotland, but for
Wales and Ireland as well before the outbreak of the First World War.”® These debates
were put on hold by the outbreak of war, which increased the power of British identity
through the shared experience of the traumas of war and shared participation in
institutions such as the British army and the Voluntary Aid Detachment, as well as the

narrative of opposition to the German other.

In the Inter-War period, arguments for an independent Scottish identity re-
emerged more powerfully. This period saw the publication of many seminal texts of
Scottish literature, including Hugh MacDiarmid’s A Drunk Man Looks at the Thistle
(1926), which marked the starting point of the Scottish Renaissance, led by figures
such as MacDiarmid and Edwin Muir.”® Increased interest in Scottish identity was
evident in political developments of the period as well: the centre-left National Party
of Scotland, of which MacDiarmid was a member, was formed in 1928 to forward the
cause of Home Rule, in contrast to the Society for the Vindication of Scottish Rights.

In 1934 it merged with the right-wing Scottish Party to form the Scottish National

57 Guibernau, Montserrat, Nations Without States: Political Communities in a Global Age (Cambridge:
Polity Press, 1999), p. 47.

¥ Linda Colley, Acts of Union and Disunion: What has Held the UK Together - and What is Dividing
1t? (London: Profile Books, 2014), p. 83.

> Gifford, Riach and Neil, Scotlands, p. xxvi.
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Party (SNP).® Yet the SNP did not enjoy immediate success either, mainly because it
had no solutions to offer to the economic problems that were at the centre of the

: . 1
voting public’s concerns.®

Following another lull in the debate of Scottish identity
caused by the unifying experience of the Second World War, the Scottish national
movement became more vocal and influential, particularly in 1966, as a result of the

discovery of North Sea Oil, which suggested the possibility of Scottish financial

: 2
independence.’

The SNP gained popularity as the party was reorganized and made more
efficient; however, its greatest boost came during the Thatcher years, when many
Scots felt their interests were being compromised in favour of the prosperity of the
South of England.®® Neil Davidson argues that the rise in Scottish nationalism runs
parallel to the successive victories of the Conservative Party in 1979, 1983, 1987 and
1992:

this heightened sense of Scottishness was not an
assertion of primordial being but a response to a
particular political conjuncture, often described as
involving a ‘democratic deficit’ whereby the majority
of Scots regularly voted for parties other than the

Conservatives, but nevertheless ended up with
Conservative governments.**

% Richard Finlay, ‘The Early Years: From the Inter-War Period to the Mid-1960s’, in The Modern
SNP: From Protest to Power, ed. by Gerry Hassan (Edinburgh: Edinburgh University Press, 2009), pp.
19-30, (p. 24).

6! Richard Finlay, ‘The Turbulent Century: Scotland since 1900°, in Scotland :A History, ed. by Jenny
Wormald (Oxford: Oxford University Press, 2005), pp. 201-224, (p. 214).

62 Guiberneau, p. 47.

83 Stewart, David, The Path to Devolution and Change: A Political History of Scotland under Margaret
Thatcher (London: Tauris Academic Studies, 2009), pp. 1-3. Also see Michael Lynch, Scotland: A New
History (London: Pimlico, 2010), p. 448.

% Neil Davidson, The Origins of Scottish Nationhood (London: Pluto Press, 2000), p.1.
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At the same time, there was a movement asserting Scottish cultural identity, led by
publications such as Daniel O’Rourke’s Dream State, a poetry anthology making a

case for Scotland as an independent nation.®®

A referendum on the creation of a separate Scottish assembly was held in
1979, but failed (by 7.1%) to attain the required 40% of the electorate voting in
favour. Another referendum was held in 1997, which was successful, with 74% of
participants voting in favour of a Scottish parliarnent.66 The Scottish Parliament sat
for the first time in 1999, and the new Parliament building opened in 2004. At present,
the Scottish National Party is in power, and a referendum on Scottish Independence is

scheduled for 18 September 2014.

5 Two editions of this book were published, one before devolution and one after: O'Rourke, Daniel,
ed., Dream State: The New Scottish Poets (Edinburgh: Polygon, 1994); O'Rourke, Donny, ed, Dream
State: The New Scottish Poets, 2nd edn (Edinburgh: Polygon, 2002)

% Guiberneau, pp. 47-48.
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The birth of modern Cyprus and the involvement of foreign powers

Cyprus today is de jure in its entirety under the authority of the Republic of Cyprus, a
member of the European Union and a nation-state recognized by the UN, but the
north is de facto controlled by the Turkish Republic of Northern Cyprus, recognized
only by Turkey. The Republic of Cyprus joined the European Union in 2004, and all
Cypriots from both sides of the border have the right to carry a passport of the

Republic of Cyprus.

The lead up to the current political situation is long and complex. Cyprus has
historically often been colonized, and was never part of a Greek nation-state. Cyprus
was part of the Byzantine Empire until it was invaded in 1191 by Richard the
Lionheart while on Crusade; he sold the island to the knights Templar. It was
subsequently occupied by the Lusignans, who established the Kingdom of Cyprus, but
it was later sold again, this time to the Venetians.®” Between 1489 and 1571 it was
under Venetian control. In 1571 it was conquered by the Ottoman empire, and
remained under Ottoman administration until 1878, when it was leased to the British
empire. Following the declaration of war in 1914, where Britain and the Ottoman
Empire found themselves fighting on opposite sides, Cyprus was annexed by the
British; the newly founded republic of Turkey relinquished all rights to Cyprus under
the treaty of Lausanne in 1923, and Cyprus was declared a Crown Colony in 1925.°®
After armed insurrections by both the Cypriot-Greek majority and the Turkish-

Cypriot minority populations, Cyprus became independent in 1960.%° In 1974, in

7 For further detail, see Peter W. Edbury, The Kingdom of Cyprus and the Crusaders 1191-1374
(Cambridge: Cambridge University Press, 1994).

68 Vangelis Calotychos, ed., Cyprus and its People: (Boulder, Colorado: Westview Press, 1998), p. 5.

% For more detail, see William Mallinson, Britain and Cyprus: Key Themes and Documents Since
World War Il (London: Tauris Academic Studies, 2011); Murat Metin Hakki, The Cyprus Issue: A
Documentary History, 1878-2007 (London: 1. B. Tauris, 2007).
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response to an attempted coup d’état by the Greek military dictatorship, Turkey

invaded and occupied the north of the island.

According to Hobsbawm, ‘for the purposes of analysis nationalism comes
before nations. Nations do not make states and nationalisms but the other way
round.””° Part of the mythology of nationhood is that the nation is in the process of
expanding to incorporate all members of the nationality in question; in the nineteenth
century, ‘national movements were expected to be movements for national unification
or expansion. All Germans and Italians thus hoped to come together in one state, as
did all Greeks.””" This idea is particularly relevant to the development of the Greek
nation-state: ‘re’-unification or enosis with ‘unredeemed’ lands was a major
component of Greek foreign policy until 1922; Greece’s borders expanded for the last
time in 1947, and hopes that Cyprus would become part of the Greek state did not

dissipate until the ultimate failure to achieve unification in 1974.

The irredentist policies of the Greek state until 1922 were carried out in
pursuit of an ideology named Megali Idea (Great Idea) by loannis Kolettis in a speech
he made in 1844. % According to Yiannis Papadakis, the Megali Idea encapsulated

three aspects of unity:

(1) the synchronic unity of people in space as
members of the same nation; (2) the diachronic unity
of the narrative of Greek history from the classical
glory of the ancients through the grandeur of the
Byzantine Empire and the modern state; (3) the
concomitant unity of the core values of Greek national
identity as “Hellenic Christian”. ”

" Hobsbawm, p. 10.

" Ibid, p. 33.

™ Gourgouris, Stathis, Dream Nation: Enlightenment, Colonization and the Institution of Modern
Greece (Stanford: Stanford University Press, 1996), p. 144.

7 Papadakis, Yiannis, ‘Greek Cypriot Narratives of History and Collective Identity: Nationalism as a
Contested Process’, American Ethnologist 25, no. 2 (1998), pp. 149-165, (pp. 154-155).
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Consequently, it was the ambition of successive governments to incorporate all people
who could be defined as culturally Greek through language and religion in one
territorially cohesive nation-state, covering the area once occupied by the Byzantine
Empire. Nevertheless, Cyprus was not considered a priority under this plan; this is
evident from the fact that at the Versailles Peace Conference of 1919, Prime Minister
Eleftherios Venizelos of Greece did not mention Cyprus to British Prime Minister

David Lloyd George, instead pressing for British support for the Greek army in

Anatolia, who were on campaign with the ultimate goal of capturing Istanbul.’

Indeed, Venizelos instructed the Cypriot deputation led by Archbishop Kyrillos III of
Nicosia, who attended the Peace Conference fringe intending to argue for enosis, to

accept the priorities set by the National Centre to avoid jeopardizing his agenda.

The Megali Idea emerged from the fact that the identity of the modern Greek

state was founded in the ancient Greek past; as Alexis Politis writes,

OLotl avtoi o1 EAANVOpmvol ftav, 1 Ba pwropovcay va
BewpnBovv, andyovor TV apyaiov EAqvov.
Kavévag aAlog dev  dekdwkovoe  €rovTnV TNV
TOVTOTNTE, Kot okOpd, KoOdG vanipye o
TOVELVPOTOTKY) OAVTIANYT Yol TV EKOVA TOV 0Py aiwV
EMnvov, n  tovtémmrta  dev  ypswldtav  va
TPOGOOPIOTEL E EOIKA YOUPOKTNPIOTIKA: CPKOVCE 1)
Kotayoyn.”

All these Greek-speakers were, or could have been
considered to be, descendants of the ancient Greeks.
Nobody else was laying claim to this identity, and
moreover, as there was a universal European
perception of the image of ancient Greeks, the identity
did not need to be established by special
characteristics: descent was sufficient.

™ Robert F. Holland and Diana Markides, The British and the Hellenes: Struggles for Mastery in the
Eastern Mediterranean, 1850-1960 (Oxford: Oxford University Press, 2006), p. 180.

™ Alexis Politis, Pouavtiké ypévia. 10éec kar vootpomics omnqyv EAada tov 1830-1880. (Athens: Eteria
Meletis Neou Ellinismou, 1993), p. 32.
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The ready-made identity founded on the Western perception of ancient Greece
reinforced the ideas of Romantic Nationalism with regard to the modern Greek state.
However, the extent to which modern Greek identity was shaped by outside interests
inevitably affected its articulation: proving descent from the ancient Greeks became a
central concern in determining the legitimacy of the modern Greek state, particularly
after J. P. Fallmerayer published a book entitled Geschichte der Halbinsel Morea
wdhrend des Mittelalters in 1830, in which he claimed that the Greek race had been
entirely replaced during the medieval period, and that there was no genetic connection
between modern members of the Greek nation and the ancient Greeks.’® This made
Greek intellectuals particularly anxious to prove cultural descent from ancient Greece,
making language more central than ever before as a determinant of Greek identity.”’
Consequently, the Greek-speaking population of Cyprus was naturally assumed to be

part of the same national community as the rest of the Greeks.

The Greek nation-state was formed as a result of a nine-year War of
Independence against the Ottoman Empire, which commenced in 1821; significantly,
the Cypriot Greeks did not join the 1821 revolution. This was partly because of a
string of pre-emptive executions of clergymen and members of the intelligentsia
carried out by the Ottoman rulers. Nevertheless, these executions are presented as a
moment of national realization for the Cypriot-Greeks, particularly in a poem written
by Vasilis Michailidis at some point after 1888 and first published in 1911, which will

be discussed in Chapter 1.

76 Fallmerayer, Jacob Philipp. Gesammelte Werke, ed. by Georg Martin Thomas (Leipzig: Wilhelm
Engelmann, 1861).

" Mackridge, Language and National Identity, pp. 159-160.

™ Lefkios Zafeiriou, H vedtepn Kvmpiaxi loyoteyvia: ypauuatoloyuco ayediaoue (Nicosia: [n.pub.],
1991), p. 22; see Chapter 1, pp. 82-93.
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However, it was also partly as a result of the role of the British Empire as a
colonial power that it seemed natural for Greek-speaking Orthodox Christian Cypriots
to assume that they would eventually become part of the Greek nation state. In
particular, since the Ionian Islands were ceded by the United Kingdom to Greece in
1864 as a gesture of support to the newly installed pro-British king George I, it was

assumed that eventually Cyprus, too, would become part of the Greek nation-state.

This assumption was given more credibility by the example of Crete, which
became autonomous in 1898 as a result of an uprising in 1896, declared union with
Greece in 1908 and became officially recognized as part of Greece under the Treaty
of London in 1913.” As Holland and Markides write, ‘both Ionian and Cretan
experiences were held to validate the ultimate triumph of a ‘steady and persistent will’
[in terms of the achievement of enosis] within Hellenic society. The complex
international and regional factors which triggered the climaxes of 1863-64 and 1912-
13 subsequently tended to be airbrushed away.’™ Indeed, Evanthis Hatzivasiliou
argues that these two Greek experiences shaped the two political schools of thought in
Cyprus between 1878 and 1974: the proponents of the ‘lonian’ model argued for a
peaceful, long-term pursuit of enosis by seeking greater independence under the
British colonial regime, while the proponents of the ‘Cretan’ model were in favour of
a more instant demand for self-determination in the form of an armed revolution.”
Until the First World War, the ‘Ionian’ model was favoured; however, the
disappointment caused by Cyprus being annexed by Britain in 1914 instead of

achieving self-determination led to the increased popularity of the ‘Cretan’ model,

" Koliopoulos, John S., and Thanos M. Veremis, Modern Greece: A History Since 1821 (Chichester:
Wiley-Blackwell, 2010), pp. 56 and 75.

% Holland and Markides, p. 162.

8! Evanthis Hatzivasiliou, Zzpazyyucéc oo Kompiaxob: n dexaetio tov 1950, 2nd edn (Athens: Pataki,
2005), p. 25.
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characterized by the attitude that ‘n elevBepia d¢ yopiletar, aAld KoTakTdTOL HE Oipa’

(‘freedom is not given as a gift, but conquered with blood”).*

Perspectives on the future of Cyprus changed somewhat after the decisive
defeat of the Greek armies in Anatolia in 1922, which was followed by a large-scale
population exchange between Greece and Turkey under the Treaty of Lausanne
(1923).* This undermined the assumption that the international community would
eventually ensure that all peoples were incorporated into the most appropriate nation
by allowing new nations to expand, as it demonstrated that homogeneous nationhood

could be achieved by the expulsion of minorities instead.

Though it ceased to be the assumed outcome, Cypriot-Greeks still considered
enosis with Greece possible and desirable; the emergence of Greek nationalism in
Cyprus resulted in the protests of 21 October 1931, when Government House was
burned down by Cypriot-Greek demonstrators. The British responded by suspending
the constitution, and taking measures to suppress Greek nationalism on the island.
During this period, the Greek government was more concerned with the maintenance
of a good relationship with Britain than the incorporation of Cyprus into the Greek
state. As a result, according to Holland and Markides, there was ‘a strong sense
amongst Greek Cypriots, born of bitter experience, that they had to look to

themselves, and not to Athens, to secure their Hellenic goals’.™

Indeed, Greece passed up several opportunities for unification with Cyprus.

Britain offered Cyprus to Greece in 1915 in exchange for the latter’s entering the First

%2 Ibid, p. 26.

% Holland and Markides, p. 182. For more detail on the 1923 population exchange, see Renée
Hirschon, Crossing the Aegean: An Appraisal of the 1923 Compulsory Population Exchange Between
Greece and Turkey (Oxford: Berghahn, 2003).

% Holland and Markides, p. 187.
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World War on the Allied side, but Greece declined;85 as mentioned above, discussions
of the unification of Greece and Cyprus during peace talks in 1919 were side-lined by
Venizelos® desire for support for the Greek campaign in Asia Minor.*® After the
Second World War, during discussions in London in September 1945, Archbishop
Damaskinos, the Greek regent, again argued for the cession of Cyprus to Greece, but
the issue was overshadowed by the planned referendum on the return of George II to
the Greek throne. Furthermore, by this point Britain had started to see Cyprus as
potentially significant in the context of its position in the Middle East, creating a
reluctance to pursue the enosis route.”” By 1954, Britain was no longer willing to
consider the possibility of enosis. This led to Greek threats to take the issue of Cyprus

to the United Nations.

The seeming impossibility of a solution through international diplomacy led to
the commencement of an armed insurgency movement against the British in the form
of EOKA (E6vikr| Opydvaoocic Kumpiov Ayoviotov; National Organization of Cypriot
Fighters), declared on 1 April 1955.% Initially, this was a conflict purely between the
Greek-Cypriots and the British colonial administration. The Turkish Cypriots were
expressly excluded from the target group. However, inter-communal strife soon
became a central feature of the conflict, largely because Turkish Cypriots came to
make up a large proportion of the Security Forces, who were targeted in retaliation
once the British administration started to crack down on EOKA terrorists.”” As Caesar
Mavratsas writes, ‘The “Cyprus problem”, as we understand it today, emerged out of

the clash between the two nationalisms and, perhaps more importantly, out of the

% Ibid, p. 177.

% Tabitha Morgan, Sweet and Bitter Island: A History of the British in Cyprus (London: 1. B. Tauris,
2010), p. 97; Holland and Markides, pp. 179-80; see p. 46 of this thesis.

¥ Holland and Markides, p. 217.

8 William Mallinson, Britain and Cyprus: Key Themes and Documents Since World War II (London:
Tauris Academic Studies, 2011), pp. 4-5.

% Tabitha Morgan, p. 232.
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% The two nationalisms wanted

manipulation of this clash by foreign interests.
different futures for the island: the Greeks wanted unification with the Greek state,

referred to as enosis (union),”’ while the Turks wanted to divide the island, a policy

referred to as taksim (partition).”

Despite the interest of foreign powers in the region, when the terms of
independence were negotiated in 1959, these were discussed by Turkish Foreign
Minister Fatin Riistii Zorlu and his Greek counterpart, Evangelos Averoff-Tossizza;
the Americans deliberately absented themselves from the talks for fear that pressuring
either nation would lead Turkey and Greece to leave NATO, while the British left it
up to Zorlu to keep them informed about the talks’ progress and to safeguard their

interests on the island.”

Cyprus was made independent in 1960, with a constitution designed to protect
the interests of both Greek and Turkish Cypriots, by providing both communities with
government representation but also by specifically prohibiting both enosis and
taksim.”* Under the constitution, there was a Greek-Cypriot President and a Turkish-
Cypriot Vice-President elected by their respective communities, and a Council of
Ministers  comprising seven  Greek-Cypriot and three  Turkish-Cypriot

representatives.”
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Unfortunately, there was insufficient co-operation between Greek and Turkish
Cypriots in government, and repeated deadlocks led Archbishop Makarios, the first
President of the Republic of Cyprus and head of the Orthodox Church on the island,
to propose a series of thirteen amendments to the constitution on 30 November 1963.
These were immediately rejected by the government of Turkey. The Turkish Cypriots
were in the process of preparing a detailed reply when inter-communal armed conflict
broke out. This prompted an intervention by the United Nations, who established
UNFICYP, a neutral peacekeeping force.”® The inter-communal fighting also led to

the de facto separation of the two communities.”’

In Greece, on 21 April 1967, the Greek military, led by Colonel Papadopoulos,
staged a coup d’état, driving tanks into the centre of Athens. This regime had little
concrete policy, and was guided by a strong, conservative Greek nationalism, leading
them to take an interest in Cyprus and the enosis question. The regime became
increasingly unpopular, as it employed brutal tactics of suppression of any opposition,
including the imprisonment and torture of dissidents, among them many artists and
intellectuals. In November 1973, students occupied the Athens Polytechnic University
for three days, demonstrating against the regime. Papadopoulos suppressed the
protests with the use of armed force, resulting in the death of several students and a

sharp drop in his popularity.

The same month, a bloodless coup led by Dimitrios loannidis, head of the

military police, displaced Papadopoulos on the pretext that he had ‘adulterated the

% Ibid, pp. 122-123.
7 For details on the separation of communities from a Turkish-Cypriot perspective, see Mete Hatay
and Rebecca Bryant, ‘The Jasmine Scent of Nicosia’, Journal of Modern Greek Studies 26, no. 2
(2008), pp. 423-449.
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principles of April 21, 1967°.°* In an attempt to improve the regime’s popularity in
Athens, and as a response to President Makarios’ attempts to reduce the interference
of the Greek military dictatorship in Cypriot affairs, loannidis staged a coup, in which
he attempted to assassinate President Makarios and replace him with Nikos Sampson,
a right-wing journalist and murder suspect.”” The assassination was unsuccessful, as
Makarios was forewarned and fled the country, so the political coup never took place;
but these events precipitated a Turkish invasion of the north of the island, which
remains occupied today. As a result of the invasion, the majority of Greek Cypriots
living north of the Green Line were displaced, losing possessions and property. Many

were killed, and others went missing and their remains have yet to be found.

It was only after the events of 1974 that unification with Greece ceased to be
seen as a viable option for Cyprus. The Greek involvement in the coup against
Makarios, coupled with the failure of the Greek army to provide military support
against the Turkish invasion and protect Cypriot Greeks and their property made the
Cypriot Greeks ‘feel betrayed by their motherland Greece’.'® According to Van
Coufoudakis, following 1974, the political leadership of the Republic of Cyprus
‘perceive their relationship to Greece as one of equals and not, any longer, as one of

dependence on the “national centre of Hellenism™”.'"!

The Turkish invasion and occupation of 1974 had a constitutive effect on the

identity of Cypriot-Greeks: the invasion created a trauma shared by the whole
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Cypriot-Greek community, which acted as a unifying force, and became the founding
principle of Cypriot-Greek identity over the past forty years. Renan defined the nation
as ‘une grande solidarité, constituée par le sentiment des sacrifices qu’on a faits et de
ceux qu’on est disposé a faire encore.’'®> Consequently, past conflicts can provide
evidence for the sacrifices made for the nation; the invasion of 1974 and the armed
conflict with the British between 1955 and 1960 are the two most significant
historical events providing a history of Cypriot-Greek sacrifice for the nation. 1974 is
particularly significant, as the communal trauma excludes not only Turks, but also
mainland Greeks, who carry a portion of the blame for causing the crisis, but were not

present to experience it.

This national trauma also forms a basis for identification of Cypriot-Greeks
with Turkish-Cypriots, as it is acknowledged that Turkish-Cypriot families and
individuals were also adversely affected by inter-communal violence, and that many
of them were also displaced between 1955 and 1974. The suffering of Turkish
Cypriots is alluded to several times in Kyriakos Charalambides’ collection @diog
(Dome), and particularly in his poem ‘Ev 'ootpi’ (‘In Utero’), in which God offers a
grieving pregnant woman the chance to bring a man back from the dead in exchange
for the loss of her land. When she hesitates, and asks if she could have some of the
land back as well, God tells her she may bring back a dead Turkish man. She refuses,
and then eternally regrets her decision. The moral of the poem, which is often
repeated in Charalambides’ work, is that conflict leads to mourning for everyone
involved, and that human lives are more precious than land. As the inter-communal
strife is often considered to have been caused, or at least exacerbated, by policies

pursued by Britain, Greece and Turkey, communal trauma is seen as a shared burden

192 Renan, p. 27.
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among Greek and Turkish Cypriots. As Smith writes, ‘myths of war and sacrifice
have helped to forge powerful bonds between the dead, the living and the yet unborn,
often through monuments and ceremonies for the fallen, creating a cult of the
“olorious dead™.'®” In Cyprus, there is both a cult of the ‘glorious dead’ and a cult of
the ‘mourning mother’, which can both form a basis for division of the two main
communities and a common ground on which they can identify with each other. This

is apparent in much post-1974 poetry, which will be discussed in Part 3 of this thesis.

Though many attempts have been made, the Cyprus Problem remains
unresolved, and the island remains divided. The borders have been open since 2003,
allowing Cypriots and visitors to move between the two parts. Since Cyprus joined
the EU in 2004, there have been hopes that the tensions on the island will dissipate
through integration into a broader European community, which may come to include
Turkey as well as Greece, rendering the territorial dispute obsolete. However, this is a
long way from being realized, and the victims of both the inter-communal violence
and the invasion have never been compensated for their losses. This makes the search
for an identity by Cypriot writers on both sides fraught with difficulties, as there are
multiple internal contradictions caused by the relationship of each with their
respective culturally dominant neighbour, as well as unresolved tensions between the

two communities which claim the same homeland.

Negotiations have recently reopened as a result of the discovery of natural gas

off the coast of Cyprus. '*

Both the Cypriot-Greek and the Turkish-Cypriot
community see benefits in being united for the exploitation of this mineral wealth,

which could be the answer to the financial problems faced by the Republic of Cyprus

19 Smith, The Antiquity of Nations, p. 20.
1% Michael Emerson, ‘Fishing for Gas and More in Cypriot Waters’, in I4] Research Papers ([n.p.]:
Edizioni Nuova Cultura, 2013), pp. 65-84.
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since 2008. Turkish Cypriots could benefit more from being part of a financially
secure Cypriot Republic or Federation, as it has been argued that they would get a
higher proportion of the oil and natural gas income than if the resources were to be
exploited by Turkey. The Republic of Cyprus can potentially offer Turkish Cypriots
the opportunity to become a significant part of a small but fiscally secure nation,
rather than a marginal province of a large nation. It remains to be seen whether the

traumas of 1963-1974 have healed sufficiently to allow reconciliation.
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The official history of the nation is often structured as a myth of origin. Past events
are built into a narrative structure that depicts the emergence of the modern nation as
the inevitable evolutionary result of its prior incarnations, thus legitimizing its
existence. All histories are to some extent subject to the imposition of external

narratives. As Hayden White describes it,

No given set of casually recorded historical events can
in itself constitute a story; the most it might offer to
the historian are story elements. The events are made
into a story by the suppression or subordination of
certain of them and the highlighting of others.'"

Poetry, and literature in general, can be instrumental in creating and perpetuating
images of the past, as it is often more readily consumed by the public than academic
histories. It is also easier to embed poetry in the day-to-day reality of the nation:
poems can be engraved on monuments or displayed on public transport, and regularly

form a significant part of primary education.

One aspect of poetry which makes it particularly appealing for the
establishment of national identities is its relationship with form; the visual appearance
of the poem’s text on the page is an important component of the way poems make
meaning. This concept interests Modernist poets, who frequently play with the
relationship between language and presentation in genres such as concrete poetry. In
these cases, the poem appears to be what the nation purports to be: a defined object,
permanent and fixed in form. A poem’s essence does not consist of its message, or

plot, or atmosphere: it cannot be paraphrased, because it is an object of fixed form, the

19 Hayden White, ‘The Historical Text as Literary Artifact’, in The Norton Anthology of Theory and
Criticism, ed. by Vincent Leitch et al. (London: Norton, 2001), pp. 1712-1729, (p. 1715).
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precise words and rhythms used to express its content as significant as the content

itself.

In these circumstances, a poem can function in the same way as a physical
monument designed to embody national identity, such as archaeological sites or
government buildings. It is interesting to compare poems to Anderson’s description of

the national function of cenotaphs:

No more arresting emblems of the modern culture of
nationalism exist than cenotaphs and tombs of
Unknown Soldiers. The public ceremonial reverence
accorded these monuments precisely because they are
either deliberately empty or no one knows who lies
inside them, has no true precedents in earlier times. '°°

Similarly, a poem constitutes a stable text that can be imbued with a variety of
meanings and interpretations, which may change over time. In fact, a poem could be
seen as the opposite of a basic plot, such as those found in folk tales: the form is
closed, but the meaning transferred remains open to interpretation. Consequently,
while cenotaphs are physical structures, and poems are verbal constructs presented in
print, the two can perform a similar symbolic function in the context of nation-

building.

As Gilbert Murray describes it, ‘poetry, in the old Aristotelian view, is an
“artefact” — I mean it is a thing made. The poem consists in the written or spoken
words, and the chief art of the poet consists in choosing and arranging these words.”'"”’
Partly as a result of this stable form, poetry has a privileged relationship with
language. Elements of form, such as rhythm, rhyme and line separations, enable

patterns of association to develop within poems in a more controlled manner than in

prose, allowing poetry to develop a more freely associative relationship with

1% Anderson, p. 9.
"7 Gilbert Murray, The Classical Tradition in Poetry (London: Oxford University Press, 1927), p. 243.
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language, and to exploit more levels of linguistic meaning. As Anthony Easthope
writes in Poetry as Discourse, ‘a poetic discourse is distinguishable from other, non-
poetic discourses by the way it accords precedence to the signifier.” '®® This
precedence of the signifier allows poetry to make more free associations with the
signified: poetic features such as rhythm, rhyme and line breaks emphasize the
interaction between words within the text, drawing the reader’s attention to features
such as the word’s sound and appearance. Furthermore, poetic devices such as
metaphor and metonymy encourage readers to explore the multiple potential
meanings of each word. Poetry’s privileged relationship with language is particularly
important if a writer wishes to extend the range of a language, as in the case of Hugh

MacDiarmid’s creation of Synthetic Scots.

Although other types of literary texts can be considered national (such as Jane
Austen’s novels, or Shakespeare’s plays in England) poetry is arguably more
permanent and more adaptable than prose or drama, a more effective medium for texts
representing an evolving national identity which is imagined as static, precisely
because of its alleged fixity of form described above. This makes poems ideal vessels
for a narrative of national identity that imagines the nation as spatially fixed and
chronologically infinite, glossing over evidence of change. In addition to lending
themselves to public display in their written form, poems can also be performed at
commemorative events for significant moments in the nation’s past in an almost ritual
repetition. By setting a historical moment in verse, the poet transforms the narrative
into a cultural memory with a fixed interpretation, which is defined both by the stable
form and associations within the poem, and its contextualization in commemorative

ceremonies.

1% Antony Easthope, Poetry as Discourse (London: Methuen, 1983), p. 17.
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Poetry often challenges linguistic norms; however, it can also preserve old
linguistic dynamics or nuances. Consequently, poetry can be instrumental in the
development of a language, both through the coinage of new terms, and the re-
integration of old words and forms into the contemporary language. At the same time,
it can be argued that a poem can only ever be fully expressed in the language of

composition, making poetic translation a difficult and contentious subject.

However, the conception of poetry as formally fixed does not always apply. In
Strange Likeness, Chris Jones observes that one tends to discuss Beowulf as ‘the
poem’, regardless whether the text being read is the original Old English version, or
any of a number of translations of varied style: ‘despite the material constitution of
the text being fundamentally different in each case, we tend to assume that we can all
discuss ‘the poem’ underlying these differing verbal manifestations’.'" In this sense,

Beowulfis something like a cenotaph in reverse: rather than a fixed empty vessel to be

imbued with meaning, it is a malleable representation of a ‘fixed’ content.

It 1s possible that this is as a result of the underlying narrative of the poem,
which is a traditional epic tale that can survive many permutations, as it has its origins
in an oral tradition. One could argue that the same analysis could be applied to the
approach of readers to the /liad and Odyssey; perhaps once a language is classed as
dead, its poetry enters the public domain, and its classics retain their significance in
translation. For marginalized national literatures written in vernacular languages,
translation is far more problematic, as there is ideological significance attached to the
original language of composition. Consequently, many writers argue that their work is

untranslatable (for example Kostas Montis, who will be discussed in Part 2).

19 Chris Jones, Strange Likeness: The Use of Old English in Twentieth-Century Poetry (Oxford:
Oxford University Press, 2006), p. 148.
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Ultimately, arguments made about poetry in this thesis are applicable to other
types of literature as well. However, poetry is a particularly interesting genre to study
as regards the interaction of literature with national identity in the twentieth and
twenty-first centuries, because although it currently has limited popular appeal, it
appears disproportionately significant in the creation of national literatures and the

promotion of national identity.
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Outline of Chapters

The main body of this thesis is divided into three parts:

Part 1 examines the emergence of a ‘national literature’ in Scotland and
Greek-speaking Cyprus, in the context of the emergence of nationalist discourses
between the late eighteenth and early twentieth century. In Chapter 1, the institution
of the national poet and its emergence in each nation is examined through readings of
the works of Vasilis Michailidis (1853?-1917) and Robert Burns (1759-1796).
Chapter 2 explores the effects of Romantic nationalist ideas about vernacular
language and folk literature on European high literary cultures, with particular focus

on the works of Walter Scott (1771-1832) and Dimitris Lipertis (1866-1937).

Part 2 focuses on revisions of both poetic form and the discourse of national
identity in the twentieth century, in the context of the Modernist movement as a
response to historical events and technological and industrial changes of the period. In
both Scotland and Cyprus, the works of the national poets became inadequate vehicles
for the expression of a contemporary national identity, leading twentieth-century
poets to produce works reinterpreting the literary canon and the national past, in an
attempt to represent the experience of contemporary citizens. These themes are
explored through the works of Hugh MacDiarmid (1892-1978), Edwin Morgan
(1920-2010) and Kostas Montis (1914-2004). Chapter 3 focuses on their

interpretations of the nation’s past, and Chapter 4 on their interactions with language.

Part 3 examines the function of poetry in modern discourses of national

identity. Chapter 5 explores the role of poetry in the transformation of a nation’s
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landscape into the homeland, both through poetry written about the national landscape
and through poetry which romanticizes the physical imprints of the nation on the
landscape, such as cities, industrial structures, ancient ruins and monuments. Chapter
6 examines poetry addressing communal trauma. While the inter-communal violence
in Cyprus between 1964 and 1974 and the Turkish invasion of 1974 have no exact
parallel in modern Scottish history, poets in the two places have a similar view of the
responsibilities of the poet towards their home nation and the reading public.
Furthermore, Scottish poets responded to the trauma of the First World War in a
similar way to Cypriot poets responding to intercommunal violence and the 1974
invasion. In Cyprus trauma has had a constitutive effect for the independent identities
of Greek Cypriots. In Scotland, on the other hand, traumas such, as the World Wars,
have historically functioned to strengthen British identity. Yet it is possible that the
First World War functioned as a catalyst for the Scottish Renaissance, led by Hugh

MacDiarmid.

The concluding chapter will draw together the observations made about the
relationship between poetry and national identity in the three parts of the thesis, and
assess how the similarities and differences of this interaction in Scotland and Cyprus
can give new insights into the function of literature in society. Finally,
recommendations will be made for future studies, as particularly in the case of
Cypriot poetry there are many gaps in academic scholarship, and filling these would

make works more accessible for study and general consumption outside Cyprus.



Part 1

PART 1:

THE INVENTION OF A NATIONAL LITERATURE

64
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Introduction

The creation of a national literary canon is a complex process in any nation, involving
a broad cross-section of society, from government policy-makers and institutions to
publishing companies, authors and readers. Part 1 of this thesis aims to locate the
origins and chart the establishment of national literatures in Scotland and Greek-
speaking Cyprus. The emergence of ‘national’ literatures is, unsurprisingly, linked to
the emergence of the nations they claim to represent, whether this is the emergence of
the nation-state as a political entity, or of a national consciousness within a different
political structure. Discussion in the following two chapters will focus on concepts,

ideologies and institutions involved in the creation of national literatures.

Chapter 1 deals with the institution of the National Poet. Modern nation-states
can be given ideological foundations and shape by the selection of a national poet. In
Scotland, this is indisputably Robert Burns (1759-1796). In Cyprus, on the other
hand, the title is applied to both Vasilis Michailidis (1853?-1917) and Dimitris
Lipertis (1866-1937). Furthermore, it is applied interchangeably to the above and to
Dionysios Solomos (1798-1857), author of the national anthem and national poet of
Greece. Michailidis and Lipertis have different ideas about what it means to be a
Cypriot Greek, while Solomos is not Cypriot at all. The fact that they are all described

as ‘national poet’ of Cyprus suggests there Cypriot-Greek national identity is fluid.

Chapter 2 looks at the works of Walter Scott (1771-1832) and Dimitris
Lipertis, who were highly influential in the search for a ‘national character’ in
Scotland and Cyprus respectively. Though Scott lived a century before Lipertis, both

responded to the idea that folk culture was a significant source for determining
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‘national character’, and both engaged with folk poetry, traditions and vernacular

language in their work.

In the eighteenth and nineteenth century, nations justified their emergence
based on a combination of the arguments of ethnicity and descent; folklore played an
important part throughout Europe in the quest to divide the populace into
homogeneous nations, and was particularly popular with Romantic nationalists as a
means of justifying the nature and boundaries of new nations. According to Anthony
Smith, Romantic nationalists believed each nation had a ‘national character’; this
precipitated the rise of historicism, where ‘national genius’ was explained in terms of
each nation’s own historical development. Within the discourse of historicism there
were two cultural patterns: neo-classicism and nativism or medievalism. According to
Smith, neo-classicism ‘derived from a reading of classical antiquity as a plateau of
civilization that was being realized again in modern Europe but on an even higher

110
plane.’

In the period between the classical model and its modern realization, it was
believed there was a return to a barbaric, rural feudal society. It was this rural society
that interested the nativists or medievalists, who believed that vernacular traditions
and ancestral heritage were important for national identity. ‘Literary medievalism’
was the movement of return to the European past through medieval literature.
According to Smith, ‘the movement began in poetry, mainly in Britain, with the cult
of ancient British poetry, Ossian and the Edda’.'"" Smith observes that despite their
differences, the two cultural patterns were often combined in official nationalism; he

writes ‘both neo-classicism and medievalism (or nativism) are variants of a wider

"% Anthony D. Smith, National Identity (London: Penguin, 1991), p. 88.
" Ibid, pp. 88 and 90.
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romanticism, a yearning for the ideal golden age and a heroic past that can serve as

exemplars for collective regeneration in the present’.'"

Medievalism was founded on the Herderian idea that the ‘national character’
of modern nations resided in Volk. Herder did not define the Volk clearly, but
indicated that the group excluded ‘the rabble’, meaning vagrants and the urban poor,

and the aristocracy. As Bauman and Briggs explain,

In its most general use, Volk designates a nation, a
people, but it may also designate that portion of a
more complex, stratified society that remains most
firmly grounded in its inherited language and
traditions and still open to feeling, as distinct from
those who have been distanced from their roots and
their feelings by over-rational refinement or the
cosmoR(S)litan adoption of foreign languages and alien
ways.

Herder believed that people were shaped by their languages, which were in turn
shaped by the landscape, and that therefore the culture of the common people, or
Volk, was the true manifestation of ‘national character’. According to Bauman and
Briggs, for Herder ‘the true Volk are the source of authentic poetic expression and the
bearers of poetic tradition’.'"* The interest in the common people and their culture and
traditions made folklore studies popular, leading many European poets to engage with
traditional texts in their writing. As connections to folk culture were viewed as

evidence of artistic value, critics often emphasized poets’ engagement with the Volk,

occasionally exaggerating the evidence.

In Greek-speaking Cyprus, folklore studies were influenced by the desire to

show a clear line of descent between ancient and modern Greeks. In addition to

"2 Smith, National Identity, 91.
'3 Richard Bauman and Charles L. Briggs, Voices of Modernity: Language Ideologies and the Politics
of Inequality (Cambridge: Cambridge University Press, 2003), p. 183.
114 1.
Ibid.
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various traditional poems collected in the nineteenth and early twentieth century,
Cyprus also had a living tradition of oral poetry until the mid-twentieth century, in the
form of poietarides (mouyrdpndec).'’” Poietarides participated in various activities
relating to vernacular poetry: they performed poetry in informal settings, such as at
village fairs and at weddings, they competed against each other in improvised verse,
and sold written poems in broadsheet form. Most poietarides were familiar with
traditional oral songs, which they relied on for phraseology, diction and meter, yet
they seldom performed these publicly.''® After independence in 1960, there was a
revival of folklore studies focused on the poietarides as evidence of the Greek identity
of the Cypriot people, because the right wing believed there was need to prevent the
‘de-Hellenization” of Cyprus.''” This resulted in the poietarides becoming absorbed
into the general tradition of the Greek folk song, so that when critics trace the
connection of Cypriot poets to the poietarides, really they are making an argument for

their pure Greekness.

Within any national literature, poets described as ‘National’ are particularly
significant, as they constitute a template for what the ‘national character’, and
therefore national literature, should be. In addition to National Poets, poems which are
said to originate in a heroic national past also contribute to the emergence of a
national literature. The following two chapters explore the role of national poets and
the invention of national literatures in the emergence of modern national identities in

Cyprus and Scotland.

'5. Roderick Beaton, Folk Poetry of Modern Greece (Cambridge: Cambridge University Press, 1980).
' George Syrimis, ‘Ideology, Orality and Textuality: The tradition of the Poietaridhes of Cyprus’, in
Cyprus and its People: Nation, Identity and Experience in an Unimaginable Community, 1955-1997,
ed. by Vangelis Calotychos (Oxfrod: Westview Press, 1998), pp. 205-222, (p. 208).

"7 Syrimis, p. 211.
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Chapter 1: National Poets: Robert Burns and Vasilis Michailidis

The figure of the National Poet plays a significant role in the creation of a coherent
national identity, as the poet in question is represented as the embodiment of ‘national
character’. In many cases, the figure of the National Poet becomes established when
the discourse of nationhood emerges. However, this does not necessarily coincide
with the time in which the National Poet is publishing, nor with the time the National
Poet writes about; in most cases a poet becomes National Poet after death, and having

written about a historical moment onto which the nation wishes to project its birth.

Thus the National Poet is of fixed character, and deals with significant events
from a historical past-perfect, which have been fixed into a narrative of cause and
effect and are no longer evolving. Although National Poets are subject to fashion in
academic circles as much as any other writer, in educational and political contexts
they are imagined as eternal figures ‘looming out of an immemorial past’, and
‘gliding into a limitless future’, much as Benedict Anderson argues that nations are.''®
This contrasts with Poet Laureates or the Scots Makar, who are living poets invited to
fulfil an official role by the government, which involves responding with poetry to
current events and the real contemporary nation. Poets in this role often try to
challenge mainstream conceptions of national identity, and to bring the literary image
of the nation in line with its reality. Furthermore, often part of their role is to promote
poetry. The Scots Makar’s job description was ‘to represent Scottish poetry in the
public consciousness, to promote poetic creativity in Scotland, and to be an

ambassador for Scottish poetry’.'"’

"® Anderson, pp. 11-12.
"% “The Scots Makar’, published on The Scottish Government Website.
http://www.scotland.gov.uk/News/Releases/2004/02/5075, accessed 23 August 2014.
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By contrast, the creation of the National Poet generally results from several
kinds of discourse labelling the poet as such, including academic writing, media
representation, government propaganda and educational discourses. While a poet
laureate’s function is to address poetry into the nation, the image of the National Poet
is often projected outwards towards other nations as a manifestation of national

character.

The transformation of poet into National Poet is achieved through publications
such as biographies and complete works editions, commemorative events, the erection
of physical monuments, as well as critical and journalistic writing which defines a
particular poet as the National Poet. Once the title is bestowed, the way the National
Poet’s works are read is affected: it becomes asuumed that their poetry captures the
nation’s ‘character’. Furthermore, knowledge of the National Poet’s work becomes
synonymous with the expression of national identity; thus, for example, many
Cypriot-Greeks can spontaneously recite excerpts of Vasilis Michailidis’ ‘H Evvdn

TovAiov Tov 1821°.

Poetry, like other forms of literature, is inextricably linked to two of the
primary determinants of national identity: language and education.'*® The language
poets choose to write in inevitably has implications for the way their work is read,

while the experience of education gives them a common knowledge-base with fellow-

120 Occasionally poets may manage to escape the confines of national identity; for example, Grigor
Parlichev, a Bulgarian writer and translator, won the Rallis Greek National Poetry Competition in
1860, entered under the name Grigorios Stavridis, with his poem ‘O Apuoatoidc’. At the time of the
competition, if anything his Bulgarian roots made him a more desirable contestant. As Moullas writes,
‘on caressait avec plaisir 1’idée que 1’Université d’Athénes devint un centre de rayonnement
international et que la langue grecque, en dehors de son role dans 1’unité nationale, obtint une audience
plus large.” (Moullas, Panayotis, Les Concours Poétique de I'Université d'Atheénes: 1851-1877 (Athens:
Secrétariat général a la Jeunesse, 1989), p. 154.)However, after 1862, Stavridis changed his name back
to Parlichev and became a supporter of Bulgarian nationalism, advocating that schools change the
language of instruction to Bulgarian instead of Greek. (Ibid, p. 153.) This led to heated debates over
whether he could still be the victor of a Greek National Poetry Competition.
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members of their national community. The significance of language choice is
heightened in communities like Greek-speaking Cyprus and Scotland, where there are
competing languages which represent either local identity (Cypriot-Greek, Scots) or a
broader national identity (Mainland Greek, British), where the broader national

identity is under the influence of a culturally dominant neighbour (Greece, England).

Poets are governed to a certain extent by the discourse of nationhood that
surrounds them, whether they deliberately contribute to it or not, as this discourse
permeates language, education and historical narratives. Furthermore, the work of
each poet is to some extent the product of interaction with poets of their national
canon, because poetry shapes the definition of poetry. As T.S. Eliot observes in his
essay ‘Tradition and the Individual Talent’, ‘we shall often find that not only the best,
but the most individual parts of [a poet’s] work may be those in which the dead poets,
his ancestors, assert their immortality most vigorously’.'*! This poses a challenge for
the poets discussed in the next two chapters; as there was no fully established poetic
tradition in either Scotland or Cyprus, Burns and Michailidis had to invent their own
traditions. Their work laid the foundations for later poets, such as MacDiarmid and

Morgan in Scotland and Montis in Cyprus, to elaborate on these traditions and create

their own poetic genealogies.

The Scottish and Cypriot poets discussed in this chapter are acutely aware of
their relationship with and debts towards the literary past; rather than lightening the
effects of the past on their work, this awareness makes them more emphatic. Because
they are representing a minority culture, they have to work towards building a literary

genealogy to which they can belong, and which can be differentiated from those of

"I Eliot, T. S. ‘Tradition and the Individual Talent’, in The Sacred Wood: Essays on Poetry and
Criticism (London: Methuen, 1920), pp. 42-54, (p. 43).
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their culturally dominant neighbours; rather than emphasising individuality, these
poets prefer to emphasize tradition. Thus, for instance, Vasilis Michailidis used the
metre associated with Greek folk songs in his poetry. Robert Burns used the Standard

Habbie, or Scottish stanza, so frequently it was renamed the ‘Burns Stanza’.

There are three commonly appearing characteristics in National Poets of
marginal literatures; firstly, there is an engagement, in their poetry, with a significant
historical moment at which the nation’s birth is located. Secondly, they commonly
display a connection to the physical landscape of the nation, often suggesting that
their poetry is inspired directly from this association, rather than a knowledge of
methods of poetic composition, or exposure to large volumes of other poetry.
Consequently, poets who become ‘National’ often play down their formal education,
or critics play it down for them. Finally, in places like Cyprus and Scotland, where
there is a marginalized vernacular language, the National Poet often writes in this

language, and tests its literary capabilities.

Robert Burns (1759-1796) is widely referred to as the National Poet of
Scotland, in addition to being an internationally popular poet, renowned for being
both reveller and rebel. In 1786 Henry Mackenzie described him as a ‘Heaven-taught
ploughman’, a phrase which captures both the way Burns was seen by admirers and
critics, but also the way he liked to present himself: a poet inspired directly by the

122
Burns’ endorsement

national landscape and unencumbered with formal education.
of this image is evident from the way be presented himself and his poetry to friends

and patrons in his letters, and from friends’ reminiscences.

2 Donald A. Low, ed., Robert Burns, the Critical Heritage, The Critical Heritage Series, (London:
Routledge and Kegan Paul, 1974), p. 70.
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In Cyprus, as discussed above, there is some confusion over the identity of the
national poet in the Greek-speaking community, which demonstrates the hybrid
identity of Cypriot-Greeks. Many consider themselves Greek and then Cypriot, few
consider themselves Cypriot and then Greek, and some believe that the two terms are
synonymous. Dionysios Solomos’ position as national poet is supported by the fact
that his “Ypvog g1 tnv EAevBepiov’ (‘Hymn to Liberty’), national anthem of Greece
since 1865, was adopted as the national anthem of the Republic of Cyprus in 1966.
‘Hymn to Liberty’ is a poem of 158 stanzas written in 1823, during the Greek war of
independence, which was set to music by Nikolaos Mantzaros. Mantzaros’ 1829
setting of the first two stanzas became the national anthem of Greece in 1865, because
King George heard it on a visit to the newly acquired Ionian Islands and chose it as
national anthem. Many Greek intellectuals objected to the fact that it was written in

Demotic Greek and not Katharevousa.'?

The poem is about the liberation of the Greeks from the Ottoman Empire, and
is built on the personification of Liberty as a woman, which is reminiscent of the
appearance of ‘Liberty’ in paintings depicting the French Revolution. Solomos was
not from Cyprus, but he was not from the centre of the Greek establishment either, as
he was from the Ionian Islands, and was famously bilingual in Greek and Italian. The
Ionian Islands were not made part of the Greek nation-state until 1864; consequently,
they retain some of their cultural individuality, which enables Cypriot Greeks to adopt
Solomos as a national poet without fully embracing the Greek identity of the centre,
as dictated by Athens. Furthermore, the ‘Hymn to Liberty’ personifies general
principles such as Liberty herself, popularized by the discourse of the French and

American Revolutions which form the foundations of republican nationalism. Thus it

' Mackridge, Language and National Identity, p. 172.
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can function as a foundation text for Cypriot-Greek national identity even though it is

about a revolution in which they did not participate.

In parallel with Solomos, Vasilis Michailidis has long been described as the
national poet of Cyprus, or even just ‘the poet of Cyprus’, as he is called by Yiannis
Lefkis in his 1937 biography of the poet. Michailidis represents a local Cypriot-Greek
identity which cannot find expression through Solomos’ poetry, as the latter had no

connection to Cyprus. Lefkis describes Michailidis as follows:

O mo yvolog TOMTAG TOL TOTOL OVTOV” O TPDTOG
OV UTOPECE VIKOVTOG TNV TVELHOTIKY KOl YAMGOIKY|
KOKOUOPLd TOv KapoL Tov, va Eavaddoel Lo otnv
nebapévn  momTikn  WOPAS0oT]  TOL  TOMOL KOl
TaipvovTog ota XEpla ToLv TNV moAld LuboAoyikn Avpa
TOV XT0CIVOL VO TPOYOUONOEL LE HOCTOPLY KOl
dvvapun Ayvootn mg TOTEG d® KATOV, TIG GLUPOPES Kot
T OVELPO, TNG UIKPNG TOV TATPIOOG.

The most genuine poet of this place; the first who
succeeded in, by defeating the cultural and linguistic
meanness of his time, revitalizing the dead poetic
tradition of his home and taking in his hands the
mythic lyre of Stasinus singing with art and power
heretofore unknown down here, the woes and the
dreams of his little fatherland.

In his introduction to the 1942 edition of Michailidis’ selected poems, A. Indianos
describes him as ‘0 peyaAdtepog, o gvdo&dtepog, o eBvikdtepog Kumpidng momtig
towg 6Awv TV advev g Kumplakng Aoyotexyvikng Iotopiag’ (‘the greatest, the
most glorious, the most national Cypriot poet, perhaps of all the ages of Cypriot
Literary History’).'? In this context, the adjective ‘cOvicotepoc’ (‘most national’) is
an endorsement of Michailidis’ work, suggesting both that Cypriot-Greeks need a

national poet, and that poetry of a national kind is good. However, neither Indianos

12* Yiannis Lefkis, Baoidnc Miyaniione, o momtic e Kompov (Nicosia: Typografeio Kyriakidi, 1937),

p. 2.
2% Vasilis Michailidis, Exloys ané ta moujuoza. ed. by Antonios K. Indianos (Nicosia: ‘Neos Kosmos’,
Typografeio Kyriakidi, 1942), p. o’
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nor Xioutas, editor of the 1960 edition of I{oiqjuoza, describe him as the national poet.
The process of Michailidis’ becoming the national poet of Cyprus begins in 1953,
with the creation of a committee in Limassol to discuss the production of a Complete

Works and biography of the poet.

The publication in question was intended to be an exhaustive collection, both
of Michailidis’ complete works and ‘mavtog 6t oyetiCeton pe ™ Lonv kot To Epyov
tov ooV’ (‘everything related to the life and works of the poet’). In practice, this
endeavour was unsuccessful, because of lack of cooperation from some of the owners
of Michailidis archives. As a result, the objective was revised to be the production of
a volume of selected poems, accessible to the general public, which was realized in

the form of the 1960 Iomjuaza.

It is no accident that this volume was published in the year that Cyprus was
declared independent; in its introduction, the 1960 edition of Vasilis Michailidis’
poetry is presented as fulfilling an urgent need for the Cypriot nation. Nikos Xioutas
describes the committee’s decision to produce the volume as ‘amd@oon
v’ avtamokpifel og v queorn mvevpatikny ovaykn tov Iaykvmpiov’ (‘a decision to
respond to an immediate cultural need of the entirety of Cyprus).'*® Michailidis is
referred to as ‘EOvikog Bapdog g Kompov’ (National Bard of Cyprus). Xioutas’ use
of the word ‘IMayxvrpiov’ is remarkable, as it refers to an ‘entire Cyprus’ as opposed
to Cyprus as a part of the ‘TTaveAAqvio’ (‘the entirety of Greece’). This suggests that
in 1960 there was a need to express a Cypriot-Greek identity independent of Greece,
even if this was not directly acknowledged, a need which was addressed by the

publication of specifically Cypriot texts.

120 Vasilis Michailidis, ITojuaza, ed. by Nikos Xioutas (Nicosia: Ekdosis Dimotikis Vivliothikis
Lemesou, 1960), p. 4.
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The ambition of producing an exhaustive publication on Michailidis was
finally realized in 1987, with the publication of a two-volume edition (complete
poems and biography), funded by the Cultural Foundation of the Bank of Cyprus.
Indeed, one can trace a direct connection to the 1960 selected poems, as the
biographical volume is entitled Bagiinc Miyoniions: H {wn kou to épyo tov (Vasilis
Michailidis: His life and works), echoing the phrase describing the original intentions
of the 1960 edition. Yiannis Katsouris, author of the biography, writes from a neutral
perspective and only mentions the term national poet in his conclusion, where he
describes Michailidis as a poet ‘mov otnv Kdmpo yopaktnpileton og “ebvikods™ (‘a

12 . . ere e
7 Katsouris seems to see Michailidis

poet who in Cyprus is described as “national’”).
as a Greek poet who happened to be from Cyprus. Yet in the introductions to both the

biography and the complete works volumes, Michailidis is referred to as the national

poet of Cyprus.

It is evident that his position as national poet of Cyprus is currently strong;
Giorgos Kechagioglou and Lefteris Papaleontiou, in their 2010 Iloropia tnc Nedtepng
Kovnpiaxns Aoyoteyvias (History of Modern Cypriot Literature), state that Michailidis
‘Bempeitar 0pha, iowg, o “eBvikdc” momtg g vedtepng Kompov. Eivor kat o mpdtog
pn “ONUoTIKOS” TOMTNG TV SO TEAELTOIMV CLMVOV TOL TOAUNGE Kot KatopOwaoe va
KaTOEIDOEL AOYOTEXVIKG TO YAWOOWKO 1Simpa Tov viotod tov.”?® (‘Michailidis] is
considered, perhaps correctly, to be the «national» poet of modern Cyprus. He is also
the first non «folk» poet of the last two centuries who dared and managed to put the

local language of his island to literary use.’)

127 Yiannis Katsouris, Bacitnc Miyaniionc: n (i xoi o épyo tov (Nicosia: Chrysostomou Andreou,
1987), p. 307.

'8 Giorgos Kechagioglou and Lefteris Papaleontiou, Iotopio ¢ veérepne Kvmpraxic loyoteyviag
(Nicosia: Kentro Epistimonikon Erevnon Kyprou, 2010), p. 223.
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Like Burns, Michailidis is often presented as lacking in formal education,
although there is little documentation available to either confirm or disprove this.
Michailidis writes in both registers of Mainland Greek, Katharevousa and Demotic, as
well as Cypriot Greek. Most of his mature poetry is written in Cypriot Greek. On the
one hand, this makes the texts inaccessible to many Greek readers; however, it also
gives him insider status. Cypriot Greek is the language of the private sphere, as
opposed to Mainland Greek which is and historically has been the language of

education, but also of the culturally dominant neighbour.

In order to discuss the establishment of Michailidis and Burns as National
Poets, this chapter will focus on representations of the poets’ education, interactions
between their poetry and history, and commemorations of the poets after their deaths.
These three areas are significant in the creation of the figure of the National Poet, who
is imagined as being able to channel the spirit of the nation through his natural

attachment to the landscape and understanding of the nation’s past.
Illusions of continuity: the past in poetry

The creation of a national history is frequently cited as one of the chief necessities for
the emergence of a national identity; as Anderson describes it, the nation ‘is
conceived as a solid community moving steadily down (or up) history’.'*” In order to
imagine the nation as a solid and permanent object, a specific view of history is
required; as Gourgouris explains, ‘unconcerned with the actual workings of societal

memory, oblivious to its own oblivion, national history is a lithe genre, aspiring to the

creation and justification of a legendary object’."*” Michailidis and Burns have both

129 Anderson, p. 26.
1% Stathis Gourgouris, Dream Nation: Enlightenment, Colonization and the Institution of Modern
Greece (Stanford: Stanford University Press, 1996), p. 242.



78
Part 1

contributed to the creation of a national historical narrative in their respective

homelands.

In both Scotland and Cyprus, the nation is imagined as a complete entity in the
past that has been disrupted by historical developments. However, in each period, the
perception of the past changes depending on present realities. As Alexis Politis puts it,
‘Yo kaBe €Bvikn ovveidnomn, n wotopio elvar o poykdg KabBpEPs. Asgiyvel 6010
npdomno (nricel 1 kabe emoyn’ ! (for every national consciousness, history is the
magic mirror. It shows whichever face the period demands). So, for example, in
Michailidis’ Cyprus the exclusion of the island from the Greek nation-state was seen
as a disruption of the natural historical trajectory of the Greek people of Cyprus, while
after 1974 the Turkish invasion of the North is seen as the chief factor disrupting
Cypriot national integrity, and the need to be united with Greece is becoming

increasingly irrelevant to the expression of Cypriot-Greek identity.

Politis argues that in the eighteenth century Greek historians were interested in
world history, and there was no concept of a ‘national history’ of Greece. By the
middle of the nineteenth century, a proliferation of publications on the subject
suggests an interest in the above had developed. The creation of a historical narrative
for the modern Greek people affected the expression of Greek identity on Cyprus, as
most Christian, Greek-speaking Cypriots identified themselves un-problematically as
Greek. The most significant new history was Konstantinos Paparrigopoulos’ Iozopia
700 eAnvikod éBvoug (History of the Greek nation), first published in 1853. It was re-
issued in an expanded five-volume edition between 1860 and 1874, '*? which

Paschalis Kitromilides claims ‘could be characterized without serious exaggeration as

Bl Politis, Pouavtixd Xpovia, p. 36.
%2 Ibid.
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the most important intellectual achievement of nineteenth-century Greece.’'* This
publication reflects two significant changes to the perception of Greek history: both
the Macedonian and the Byzantine empires, which were previously described as
conquerors and oppressors, have been absorbed into the Greek narrative of the past,
and are described as Greek."** Thus Paparrigopoulos creates a continuous narrative of
Greek history, stretching uninterrupted from ancient times through the Byzantine

period to the present day.

This had a significant impact on Greek political thought; as Kitromilides

explains, Paparrigopoulos

was instrumental in establishing the image of the
Byzantine Empire under the Macedonian and
Comnenian dynasties, into a form of teleology for the
Greek state: [...] into an ideal territorial and
geographical model which was felt in Greek political
culture to be a pointer to the future destiny and
mission of Greece.'”

Paparrigopoulos’ model of historical continuity for the Greek nation has been
extremely influential on popular conceptions of the nation, and is often reflected in
literature produced all over the Greek-speaking world. Paparrigopoulos divided Greek
history into five periods: ancient, Macedonian, Christian, medieval and modern. In
this narrative construction, the Ottoman period from 1453 until the declaration of the
Greek Revolution in 1821 is seen as a dark age, interrupting the freedom of the Greek
people. This schema is reproduced in many Cypriot-Greek poems, despite the fact that

Cyprus did not participate in the Greek Revolution. Furthermore, Paparrigopoulos’

133 paschalis Kitromilides, ‘On the Intellectual Content of Greek Nationalism: Paparrigopoulos,
Byzantium and the Great Idea’, in Byzantium and the Modern Greek Identity, ed. by David Ricks and
Paul Magdalino (Aldershot: Ashgate, 1998), pp. 25-33, (pp. 27-28).

% Politis, Pouavrixd Xpovia, pp. 39-46.

1% Kitromilides, p. 31.
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schema cast Cyprus as a rightfully Greek land, leading to the emergence of Greek

identity on the island, predicated on the dream of enosis.

Within the national historical narrative, one may locate a point of origin for
the nation. If, as Antonis Liakos describes it, the national historiography is a
‘biography of the nation’, there is a necessity to imagine a moment of the nation’s
birth."*® In most cultures this is a moment of violent conflict where the identity of the
nation is tempered with blood, its birth firmly connected to the ‘cult of the “glorious
dead”, as described by Smith."?” Although these moments are based on historical
facts, it is their re-enactment through various cultural discourses, such as poetry, folk
song or commemorative ceremonies, which mythologizes them as points of origin for

the nation.

For Cypriot-Greek identity, the primary historical event onto which their
national origins are projected is the execution of the Archbishop Kyprianos by the
Ottoman rulers of the island on 9 July 1821, which is the subject of Michailidis” most
famous poem. While the events of 1974 hold a more prominent place in contemporary
Cypriot-Greek consciousness, as a result both of their recent occurrence and their
traumatic nature, the Turkish invasion and division of the island constitute a
disruption of the Cypriot-Greek historical narrative rather than a point of origin. It is
worth noting, however, that it was the events of 1974 that put an end to hopes of

enosis for the Cypriot-Greeks, and led them to look for a Cypriot-specific origin of

1361 jakos, Antonis, ‘Historical Time and National Space in Modern Greece’, in Regions in Central and
Eastern Europe: Past and Present, ed. by Tadayuki Hayashi and Hiroshi Fukuda (Sapporo: Slavic
Research Center, Hokkaido University, 2007) pp. 205-227, (p. 208).

7 Smith, The Antiquity of Nations, p. 20, see p. 54 of this thesis.
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Greek identity, enhancing the significance of the events of July 1821 for Cypriot-

Greek identity.'*®

Vasilis Michailidis’ ‘H Evvatn IovAiov tov 1821 &v Agvkwoia [Kompov]’,
(‘The Ninth of July 1821 in Nicosia [of Cyprus]) tells the story of the execution of
Archbishop Kyprianos and three of his colleagues by the Ottoman authorities,
beginning with the Ottoman meeting where it is decided they should be killed, and
ending with the bodies of the four men lying unburied after their execution. The poem
is written in Cypriot Greek, in a style influenced by Greek folk songs, and has become

an emblem of Cypriot Greek national identity. According to Indianos,

«H 9" TovAiov» [...] givon o "Emog tg Kdmpov, mov
e OAEG TIG YOPOKINPIOTIKEG €vOTNTEG, W OAN 1M
Covtédvia Tov, W OAn Vv apuovio VANG Ko
TVELUOTOG, TPOTACEWV, @ploewv, TOVOV, MNYOV,
mapnynocwv, avePaivel amd ™ I'm mpog Tov ovpavod

évoL VTéPOYo KoATéyn e

“The 9™ of July” [...} is the Epic of Cyprus, which
with all its characteristic units, with all its liveliness,
with all the harmony of substance and spirit,
sentences,  phrases, tones, sounds, echoes,
alliterations, rises from the Earth towards the sky a
fabulous work of art.

The poem is a fitting National Epic of (Greek-speaking) Cyprus, as the image of a
specifically Cypriot Greek nation emerges over the course of the text through the
Cypriot-Greek community’s juxtaposition with Turkish Cypriots, mainland Turks and
mainland Greeks. Within a landscape of shifting and conflicting identities and
loyalties, Cypriot Greekness is defined by the willing sacrifice of Kyprianos, which is

expressly defined as being for the Cypriot Greeks, rather than any of the other groups

"% The effects of 1974 on Cypriot poetry will be discussed in more detail in Part 3.
% Michailidis, Exloy#, ed. by Indiano (1942), p. 1’
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mentioned above, setting the Cypriot Greeks apart from the mainland Greeks, as well

as the Ottomans and Turkish Cypriots.

‘H Evvartn lovAiiov tov 1821’ consists of fifty-six ten-line stanzas in iambic
lines of fifteen syllables, and with an ababccdede rhyming scheme. Iambic lines of
fifteen syllables are characteristic of Greek folk songs (referred to in Greek criticism
as ‘lamvicos dekapentasyllavos’), a form which is considered characteristically
Greek; as Indianos, describes it, ‘0 mMpwikdg odekomevtacOAAAPBog, 0 UOVOG
KATAAANAOG, mov Oa pmopovoe v’ avapetpnlel pe to vrépynio Bépa Kot vo yopEoet
pésa tov v EExethn, duvarn, motprwtikny wvor|’ (‘heroic fifteen-syllable verse, the
only suitable, which could contend with the loftiest subject and fit within itself the

overflowing, powerful, patriotic breath.”)'*

Indianos’s superlative appreciation of the
fifteen-syllable form is indicative of its value in Greek literary criticism. However, the
Greekness of the poem is given a distinctive local identity, as Michailidis chooses to

write in Cypriot Greek, and uses rhyme, which is reminiscent of the Cypriot

poietarides rather than of Greek folk song.

It is believed that the poem was composed between 1884 and 1895, but it was
only published in the 1911 Iloijuaro. (Poems), ninety years after the events it
describes. Lefkios Zafeiriou dates its composition after 1888, since he argues that
Michailidis used a memoir, Amouvyuoveduazo twv kota to 1821 ev m vijow Kompw
tpayikv oknvav (Memoir of the tragic scenes on the island of Cyprus in 1821) by
Georgios 1. Kipiadis as a source for his poem, which was published in Alexandria in

1888.141

19 Michailidis, Exioys, ed. by Indiano (1942), p. 18’
141 Zafeiriou, H vedtepn xompioxii oyotsyvia, p. 22.
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The poem opens with the description of a gathering storm over Turkey. The
storm proceeds to break over the ‘Morea’, now known as the Peloponnese, where the
Greek Revolution began. The sublime imagery and the ascription of emotions to
nature are reminiscent of Romantic poetry; the presentation of the Greek revolution
against the Ottoman Empire as a storm suggests that it is an inevitable natural
phenomenon, implying that the Greek nation-state is destined to break away from the

Ottoman Empire.

Michailidis presents Kyprianos’ execution as a willing sacrifice, necessary for
the salvation of his people. This is reminiscent of the role of Jesus in Christianity. As
discussed in the introduction, Orthodox Christianity plays an important role in
defining the identity of Cypriot Greeks. Therefore, it is not surprising that Michailidis
uses the trope of martyrdom to establish Kyprianos as a national hero. Indeed, the idea
of Kyprianos as martyr is not confined to Michailidis’ poem; he is popularly referred
to with the adjective ‘eBvopdptupoc’ (ethnomartyras), which literally translates as
‘national martyr’. The term pre-dates Kyprianos’ execution, as it was used to describe
other martyrs of the 1821 revolution, including Grigorios V."** It is through texts such

as Michailidis’ poem that Kyprianos has been constructed as an ‘ethnomartyras’.

There are two principal discourses in the poem which construct Kyprianos as a
national hero, and martyr of the nation. The first is Kyprianos’ claim that the Greek
people'*® can never be destroyed in response to Mousselim-Agas’ threat to annihilate
them. The second is Kyprianos’ three refusals of help from the Turkish Cypriots,
reminiscent of Jesus’s temptations in the Judaean desert. Although the temptation

scenes are significant in constructing Kyprianos as national martyr, the moment which

12 Clogg, Richard, 4 concise history of Greece, 2nd edn (Cambridge: Cambridge University Press,
2002), p. 36.
' Michailidis uses the word ‘puAn’ (“fili’), which means race.
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establishes him as a national hero is his refusal to accept Mousselim-agas’ charges of

treason, which is the most frequently cited section of the poem.

The scene of his arrest establishes Kyprianos as ‘ethnomartyras’ of the Cypriot
Greeks specifically, and not the Greek nation as a whole: it is made clear that the
Cypriot-Greeks are being unjustly punished for the mainland Greek revolution in
which they want no involvement. Kyprianos tells the Turkish officials that it was a
mainland Greek who was spreading propaganda about the revolution, and that he was

sent away. He also reminds:

Ev 10’ nptav Movcoehp-ayd, mveo otov Tomov dAlot

L g@épav dppata Kpued Tl EVVEL OGS KATOYVMOGELS.
Edoxapév cov 1’ dppata oOAoL piteoi Ko pidiot

€VTOG OTL TCL £YVPEYEG VO oG 1-E0PLATAGELS.

Eitvta Aorg eBéhapev epeig v’ appotwbovpey

tlat va opytodpe i GAhovg Aag ot va oag mohepodpey;

No strangers came, Mousselim-aga, to this place

and brought weapons secretly and you would condemn us.
We gave you our weapons all of us, young and old

as soon as you sought to disarm us.

Why should we want to arm ourselves

and join with other peoples and fight you?

This statement differentiates Cypriot Greeks from the Revolutionary Greeks, and
declares loyalty to the mixed community of the island’s inhabitants. In addition to
differentiating the Cypriot Greeks from the Greeks participating in the Revolution,
this protestation of innocence casts Mousselim-agas’ decision to execute their leaders

as a betrayal, as well as an act of oppression.

Mousselim-agas declares his intention to execute the leaders of the Cypriot
people, and refuses to listen to Kyprianos’ logical arguments about the absence of

desire for uprising among his flock, cited above. He says he will never change his

' Vasilis Michailidis, Howjuaza: 5 éxdoon tov 1911, Epya Baciin MiyomAidn, ed. by Kostas Vasiliou
(Nicosia: Aigaion, 2007), p. 97.
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mind, and would like to kill all the Greeks in Cyprus, and if he could he would kill all
the Greeks in the world; Kyprianos’ response in stanza 18 is the most commonly

quoted section of this poem:

H Popoovvn v’ v cuvotliaipn tov KOGHOov,
Kavévag ogv evpédnkev yia va v 1-EnAetyet,
KOVEVAG, YOl GLETEL TNV IOV T Ay 0 OgdG Lov.

H Poptocdvn ev’ va yobei, ovtag o koopog Asiyet.'®

The Greek race is as old as the world,

nobody has been found who can eradicate it,

nobody, because it is protected from on high by my God.
The Greek race will only be lost when the world is gone.

Kyprianos’ statement lists the elements Anderson identifies in the nation: the first and
last lines establish the Greek nation as originating in the distant past and gliding into a
limitless future. In the middle lines, Kyprianos claims invincibility and divine
protection for the Greek people. This statement declares the legitimate nationhood of
the Greeks. It also claims that they are a more legitimate nation than the Turks, as
they, according to Kyprianos, have God’s protection. Kyprianos’ faith in the
indestructibility of his nation in the face of his own death also constructs him as
heroic, and suggests that it is the willingness of individual members of the nation to
sacrifice themselves which makes the nation indestructible. This is reminiscent of
Renan’s assertion that the nation consists of sacrifices its members have made and are
willing to make in the future.'*® Furthermore, his protestation of innocence constructs

the Turkish rulers as unjust oppressors, further emphasising the value of his sacrifice.

Michailidis choses the word ‘Poptoctvn’ (Romiosini) to describe the Greek
people, both within and outside Cyprus. ‘Popoctvn’ was used in the nineteenth

century to refer to the broad category of the ‘Greek people’, who were not necessarily

1> Michailidis, [Howjuaza, ed. by Vasileiou (2007), p. 98.
1% See p. 54
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living within the Greek nation-state. A rival term for this group was Ellinismos.
According to Artemis Leontis, ‘Romiosini is a vernacular coinage [...]. It signifies the
national-popular body and its Byzantine-Ottoman-Christian popular heritage, the
traditions and language of the Volk.”'*’ Consequently, Michailidis appears to be
constructing Cypriot-Greek identity in the context of the Byzantine and Ottoman
Empires, as opposed to connecting it to an ancient heritage, which was a more
common strategy at the time. This association of national identity with the Volk is in
harmony with his decision to write poetry with literary ambitions in Cypriot-Greek, a

local language.

Romiosini is also associated with the church, as Orthodox Christians within
the Ottoman Empire, referred to as the Millet-i Riim, came under the ecclesiastical
jurisdiction of the Patriarchate of Constantinople, which was granted many
independent powers by the Sultans, provided the ecclesiastical leaders guaranteed the
loyalty of their flock to the Ottoman empire.'*® In this context it would be a fitting
description, as Kyprianos is being executed for his alleged failure to prevent his flock
from joining the Revolution, which was his responsibility under the Millet system.
Yet it is important to note that although Michailidis slips into generalization in this
passage, throughout the poem Kyprianos emphasizes the significance of his sacrifice

as local and specific to the Cypriot Greeks.

The three scenes of temptation, in addition to highlighting the heroic nature of
Kyprianos’ sacrifice, draw a parallel between Kyprianos and Christ, as they mirror
Christ’s three temptations in the Judaean desert. The fact that the national hero for

Greek Cyprus is a church leader, as well as the way he is portrayed as a Christ-like

47" Artemis Leontis, Topographies of Hellenism: Mapping the Homeland (Ithaca, NY: Cornell
University Press, 1995), p. 80.
% Clogg, p. 11.
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figure in the poem, is indicative of the centrality of Orthodox Christianity in Cypriot-

Greek national identity.

The first temptation is delivered by ‘Kxidp-oyAovg mov’tovv kaAn, mOAAGL
koA’ n yoou tov’ (Kior-oglous who had a good, very good soul), a Turkish Cypriot,
who leaves the meeting the poem begins with to warn Archbishop Kyprianos that he
is in danger. He offers to save Kyprianos by smuggling him away from Nicosia before
he is arrested.'*’ After considering Kior-oglous’ offer, Kyprianos graciously declines,

explaining that his escape would result in retaliations against Greek Cypriots:
Ev pedkm, Kkiop-oylov, yiati av ¢Om, 0 evkds pov
ev’ va yevel Bovotikov €1¢ TOVS pOUOVG TOV TOTOV.
Noa BéAwm v cuptodnieldy €1g ToV Adpdv T0V KOGLOV;

[Topdv 1o yaipoav Toug TOAAOVG v’ KAAAOV TOVL TIGKOTOVL. (stanza 5, p.
92)

I won’t go, Kior-oglous, because if I go, my leaving

will cause slaughter among the local Greeks.

Should I place the noose about the people’s neck?

Rather than the blood of many better to shed the Archbishop’s.

With this statement, Kyprianos establishes himself as protector of his people.
Furthermore, his choice to stay transforms his execution into a willing sacrifice,

transforming Kyprianos from victim to hero.

The second temptation takes place when Kyprianos and his colleagues are
praying in their cell, awaiting execution. This scene is reminiscent of Christ’s vigil in
the garden of Gethsemane before his crucifixion, where his disciples fall asleep when
they are meant to be keeping watch over him."*° The junior bishops, like the disciples,

fail to properly support Kyprianos in his vigil. They protest the injustice of being

"Michailidis, ITorjuaza, ed. by Vasileiou (2007), p. 91, stanza 3, hereafter references in parentheses
in main text.
1% Matthew 26: 36-46
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executed for something they have not done. Like Jesus, Kyprianos is the only one

who understands the necessity of sacrifice for the salvation of his people.

The moment Kyprianos says their fate is sealed, the son of Kior-oglous
appears. He is described in idealized terms: ‘maidkiog Opop@og, poakpvg tlion
OTOMGUEVOS, / Yopovoiog, Tl epaivetovy mov yaipov Tl mov coptav’ (p. 106,
stanza 33, lines 2-3: a handsome boy, tall and adorned, /happy, and seemingly of good
family and fortune). The boy’s attractive appearance emphasizes the temptation
facing Kyprianos when the boy offers to rescue him: like the boy, the prospect of
survival is attractive. He opens a secret door, and offers to smuggle Kyprianos to
safety. Kyprianos refuses as before, but the boy protests that he is too embarrassed to
return to his father alone. At this point, it appears Kyprianos’ resolution to die may
falter, as allowing himself to be rescued would protect the boy from his father’s
wrath, making the choice to live no longer entirely selfish. This shows that even the
pure of heart can be tempted. A noise at the main door scares the boy away, saving

Kyprianos from making a decision.

Ironically, the noise heralds the third temptation, an unnamed Turkish Cypriot,
who offers to sabotage the execution by demolishing the gallows and shredding the
execution orders. Although it is possible that he is meant to be mocking the
incarcerated bishops, he does not get an opportunity to reveal his temptation as a

hoax. He is refused most forcefully of all; Kyprianos tells him:

[Taye 10 ev’ kpipav Tl ddkov Ta A0y 6oV VoL XAVVELS
dvov va @UEgLg YAN0pa, VO TG €15 TNV OOVAELLY GOV
11 0 XApOog v YAUKVTEPOS OOV TNV GLVTVGLAY Gov. (stanza 39)

Be silent, it is a crying shame for you to waste your words;
get up and go quickly, get back to your own business
because Death is sweeter than your words.
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The progression from polite to firm refusal makes the temptation of the Archbishop
with freedom reminiscent of the temptation of Christ in the desert. Although the Devil
tempts Christ with different things, the refusals increase in firmness; to the first
temptation, Christ responds ‘I'éypomtar, Ovk én’ dpto uoéveo (Moeton 6 avOpwmog,

3 9\ N e ) 4 \ I3 ~ 151
OAA’ €ml TovTi PHOTL EKTOPEVOUEVE® 010 OTOMOTOG BE0D.’

(It is written, Man shall
not live by bread alone, but by every word that proceedeth out of the mouth of
God.'™®) To the next, he responds ‘IIdhv yéypomrar OVK EKTEPEOELC KOPLOV TOV

*133 (It is written again, Thou shalt not tempt the Lord thy God’'**) Both of

Bedv cov.
the above are implied refusals given through explanation about why he cannot
comply. This is similar to Kyprianos’ refusals of the first two offers of salvation: he

explains that he cannot save himself because his departure would leave his people

exposed.

However, Kyprianos’ third refusal is more abrupt; he says ‘Death is sweeter
than your words’, and he tells the Turk to ‘get up and go quickly’. Christ’s response to
the Devil’s final temptation when he offers Christ the world if he will worship him, is
similarly final: ““Yraye, Zatava: yéypamtor yap- Kopiov 1ov Be6v 6ov TpocKuvinGELS

5155

Kol avT® puoéve Aotpevoeic.’” ~° (‘Get thee hence, Satan: for it is written, Thou shalt

worship the Lord thy God, and him only shalt thou serve.’'>®

) In his final refusal,
Christ tells the devil to be gone, and then declares his loyalty to God’s word as his
previous refusals. This emphasizes Christ’s agency in this situation: it is his decision

to refuse temptation, because he believes in God’s word, it is not God who is forcing

him to be loyal.

151 Matthew 4:4

132 Matthew 4:4, King James edn..
13 Matthew 4:7

'3* Matthew 4:7, King James edn..
133 Matthew 4:10

1% Matthew 4:10, King James edn..
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In his refusal to be saved by the Turkish Cypriots, Archbishop Kyprianos
makes the distance between the Turkish Cypriots and Greek Cypriots clearer. By
becoming the sacrificial victim for the Greek Cypriot community, Kyprianos enables
their becoming a nation distinct from the Turkish Cypriots, for whom he is making no
sacrifice; indeed, the sacrifice to the Turkish Cypriots would be for Kyprianos to save
himself to assuage their feelings of guilt and sadness, which all of them convey.
Narrating his execution as a deliberate sacrifice rather than an imposition gives

agency to Kyprianos, transforming him from victim into hero.

Michailidis also distinguishes between Turkish Cypriots and Ottoman Turks;
the Turkish Cypriots, as exemplified by Kxiop-oyrovc and his son, are sympathetic
characters, while the Ottomans are the agents of oppression. As Kechagioglou and

Papaleontiou put it,

0 TOMTNG, TOPOLO OV OTOJIOEL APVNTIKAL TIC LOPPES
TV ofouavav aSltopatovyov, ovaeépetar Betikd
otovg  Tovpxoxvrmpiovg:  Oaypagovtor  TOAD
ocoumodNTIKd — £€mG, KAMOTE, Kol HE UEWOUEV
aAnBoedvelo — o1 poppég Tov KaAov Tovpkokvmpiov
Kxtop-oyrov kot Tov Y100 Tov.

The poet, even though he presents the Ottoman
officers in a negative light, referes positively to the
Turkish Cypriots: the figures of the good Turkish
Cypriot Kkior-oglous and his son are outlined very
sympathetically — even, sometimes, reducing the
authenticity of their representation.

The positive representation of Turkish Cypriots in Michailidis’ poem suggests that in
the late nineteenth century Cypriot Greeks saw Turkish Cypriots as a benign presence
on the island, and did not assume them to be the agents of the Ottoman rulers. As is
evident in Dimitris Lipertis’ poem ‘Xtovg tlnpidteg paptopeg s evvarng loviiov

tov 1821, discussed in Chapter 2, this attitude changed by the twentieth century.

17 Kechagioglou and Papaleontiou, p. 229.
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Michailidis’ poem also forges a connection between the executed clergymen
of the poem and the physical landscape of Cyprus. In stanza 55, Michailidis describes
the blood of the executed clergymen and the murdered shepherd Dimitris who was
forced to betray them at start of the narrative, pooling on the ground, and describes

the Turks going off to pray and leaving the bodies unburied:

To yaipav ekoddunmoev yopai oty ynv 11 ennécav
(1 ehaytapovoay Ta kopd Tt o1 tliepardoeg péoa.

AxobotnV €1g Tov pvapéy oeilg Tl emoocTacTHKAY,

{1 epvaoty (1 agrKay Tovg diyme dapkiov ot pvipay. >

The blood pooled there on the ground and in it fell
and languished the bodies and the heads.

[...]
From the Minaret the evening prayer was called and they were torn away
and went and left them without burial and gravestone.

In the final stanza, representatives of the surviving Cypriot-Greeks go to ask
Mousselim-Agas for permission to bury the bodies, and he decrees that they must be
left unburied for three days. The denial of proper burial as a means of oppression is
reminiscent of the premise of Euripides’ Antigone; but the detailed descriptions of the
blood and the bodies in relation to the nation’s soil is part of a narrative which
assimilates the nation’s dead into the landscape, as will be discussed in relation to

Lipertis’ poem about the same incident in Chapter 2.

Overall, though this was not his intention, Michailidis’ poem ‘H Evvdmn
IovAiov’ enables the establishment of a Cypriot Greek national identity. Archbishop
Kyprianos is established as national hero, and the Cypriot Greeks, defined against
both Cypriot Turkish people and Ottomans are reborn through the hero’s sacrifice.
The Cypriot Greeks are also differentiated from the Greeks participating in the

Revolution, as it is the Revolutionaries who have indirectly caused the death of

1% Michailidis, [Towjuaza, ed. Vasiliou (2007), p. 117.



92
Part 1

Archbishop Kyprianos by attempting to involve the Cypriot Greeks, who decline to
participate because they are peaceful by nature. Consequently, this poem is ideally
suited to becoming an emblem of Cypriot-Greek national identity. Yet Michailidis
strongly believed in the Greek identity of Cyprus, as is evident from his poem ‘To
Opapa tov Popod’ (‘The Vision of the Greek’) written shortly before he died in

1917.

Scotland is an older political entity than Cyprus and its recent past is
significantly less violent. The moment of the nation’s birth is located further in the
past, in the Scottish Wars of Independence, fought against England. Robert Burns has
written poetry about the Scottish past, but he approaches the topic quite differently
from Michailidis. While Michailidis’ ‘Evvétn lovAiov’ is long, and has aspirations of

historical accuracy, Burns’ poems are more lyrical and anthemic.

Like many national poets, Burns celebrates the idea of liberty in many of his
historical and political poems. His support of Scottish heroes, the French Revolution
and the American war of independence identifies Burns as a supporter of the
oppressed and voiceless, a characteristic which appeals to minority literary cultures
when choosing a national poet. However, this occasionally made him unpopular with
contemporary critics. For example, Robert Nares deplores Burns’ support of the

French Revolution in an anonymous review published in 1800 in British Critic."”

In his autobiographical letter to John Moore (August 1787), Burns provides a
narrative of his intellectual development, and locates the origins of his poetic

inspiration.

9 Low, p. 156.
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The first two books I read in private, and which gave
me more pleasure than any two books I ever read
again, were, the life of Hannibal and the history of Sir
William Wallace. — Hannibal gave my young ideas
such a turn that I used to strut in raptures up and down
after the recruiting drum and bagpipe, and wish
myself tall enough to be a soldier; while the story of
Wallace poured a Scottish prejudice in my veins
which will boil along there till the flood-gates of life
shut in eternal rest.'®’

Thus Burns himself links his earliest literary inspiration to a Scottish national hero,
lending his compositions national credibility by association. His professed source of
poetic inspiration connects his discovery of poetry to the awakening of his Scottish

national consciousness.

This link is a manifestation of the poet’s attempts to cast himself as uniquely
Scottish in his inspiration. At the same time, it is potentially through this text that
Burns himself acquired the desire to become National Poet of Scotland: Hamilton, the
translator of Blind Harry’s William Wallace, was an Ayrshire local, so the biography
was littered with place names which would have been familiar to Burns, helping him

to link the idea of the Scottish nation to his local roots.'®!

Burns’ Scottish poetic roots find their expression in ‘Robert Bruce’s March to
Bannockburn’, which he sent to his publisher George Thompson on 30 August
1793."% In the accompanying letter, Burns explains that it is traditionally believed
that the air Hey Tutti Taitie was Robert Bruce’s March at the battle of Bannockburn,
which inspired him to write the poem. However, he clarifies that the past alone was
not sufficient inspiration: ‘I had no idea of giving myself trouble on the Subject, till

the accidental recollection of that glorious struggle for Freedom, associated with the

190 Robert Burns, The Letters of Robert Burns, ed. by J. De Lancey Ferguson, 2 vols. (Oxford:
Clarendon Press, 1931), I, p.104.

1! Robert Crawford, The Bard: Robert Burns, a Biography (London: Jonathan Cape, 2009), pp. 47-48.
12 George Scott Wilkie, Robert Burns: A Life in Letters (Glasgow: Neil Wilson, 2011), pp. 344-345.
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glowing ideas of some other struggles of the same nature, not quite so ancient, roused
my rhyming Mania’.'®® This suggests that Burns’ real inspiration for the poem was the

French Revolution and the ideals it represented; hence Nares’ disapproval.

According to Anne Dhu Shapiro, ‘originally a bawdy drinking song, [Robert
Bruce’s March] was converted by Burns into a stirring patriotic rallying cry,
supposedly addressed by Robert Bruce to his men at the battle of Bannockburn in
1314.”'* The poem connects the two national heroes of Scotland, by making Robert
the Bruce call on his soldiers in the name of William Wallace. It opens with a
reference to bleeding, which establishes the link between nation and landscape

through a historical blood sacrifice, like Michailidis’ ‘9" IovAiov 1821°.

Scots, wha hae wi’ Wallace bled,
Scots, wham Bruce has aften led,
Welcome to your gory bed,

Or to victorie!'®

The significance of the blood and bodies on the battlefield is reminiscent of Renan’s
idea that the nation is founded on past sacrifices (see p. 54); the order of terms in this
stanza almost suggests that victory is the consolation prize that true nationhood can
only be achieved by fusing one’s body with the national landscape through death in

battle.

The direct tone of the poem gives the sense that it is a call to arms for Burns’
readers as much as it is for the long-dead soldiers. The poem covers many of the
5. 166

National Poetic themes, similar to Solomos’ ‘Hymn to Liberty’; ™ there is a

glorification of liberty, and reference to the English oppressors, prompting an

19 Wilkie, pp. 344-345.

' Shapiro, Ann Dhu, ‘Sounds of Scotland’, American Music, no. 8 (1990), pp. 71-83, (p. 78).

195 Robert Burns, The Poems and Songs of Robert Burns, ed. by James Kinsley, 3 vols. (Oxford:
Clarendon Press, 1968), 11, 707.

1% See pp. 129-130.
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identification of the Scottish self against the English other, and associating this

Scottish self with liberty in the process.

In this poem Burns expresses the French Revolution ideal of Liberty as

Citizenship, pledging blood in exchange for freedom:

Wha for Scotland’s king and law,
Freedom’s sword will strongly draw,
Free-man stand or Free-man fa’,

Let him follow me. —

By Oppression’s woes and pains!

By your sons in servile chains!

We will drain our dearest veins,
But they shall be free!

Lay the proud Usurpers low!
Tyrants fall in every foe!
Liberty’s in every blow!

Let us Do — or Die!!!"®’

Burns uses many emblems of the French Revolutionary discourse: the sword of
freedom, the chains of servitude, and crucially, the idea that freedom is attained
through the sacrifice of blood. These concepts appear in many poems of the Greek

Revolution of the 1820s, as will be discussed below.

According to Murray Pittock, the poem has a resonance in Burns’

contemporary Scotland as well as events in the past. He writes:

‘Scots Wha Hae’ [...] was written in combined
reference to the valiant struggles of “the desperate
relics of a gallant Nation, devoting themselves to
rescue their bleeding Country, or perish with her!” in
the fourteenth century, and Thomas Muir, the
contemporary nationalist radical with whom Burns
identified as the inheritor of the Wars of
Independence.'®®

1" Burns, Poems and Songs, 11, 707-708.
1 pittock, p. 151.
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Consequently, the poem functions on three historical levels: Robert Bruce, the
speaker in the poem, refers his audience back to William Wallace, while Burns is

projecting these historical struggles for Scottish independence onto the present.

However, Robert Burns’ ideological expressions were of necessity nuanced.
As Marilyn Butler points out, Burns’ employment by the government as an exciseman
meant that he needed to be discreet about any radical ideas he had.'® Indeed, he faced
criticism for being present at an incident at Dumfries Theatre where part of the
audience sang ‘Ca ira’ instead of ‘God Save the King’.'”® Consequently, his decision
to join the Dumfries Volunteers, and the patriotic verses he wrote during this period,
were as much a survival strategy as an expression of a political position. Butler
observes that even in his most loyalist verses, Burns remains ambiguous.'’’ For

example, ‘The Dumfries Volunteers’ ends as follows:

Who will not sing, God Save the King
Shall hang as high’s the steeple

But while we sing, God Save the King
We’ll ne’er forget the People! '

Crawford argues that it is ‘hard for anyone with a knowledge of Burns and his work’
to read the end of the poem ‘without suspecting that what is being signalled here is
that it is alright to pay lip-service to the king as long as the cause of the people is
always remembered.”'”> Crawford argues that in Burns’ original manuscript he does
not follow the contemporary conventions of capitalisation, writing ‘king’ in small
letters, and capitalising ‘People’, suggesting this betrays a republican tendency in

Burns’ thinking. Whatever the case, Burns was careful not to be direct with his

1% Marilyn Butler, ‘Burns and Politics’, in Robert Burns and Cultural Authority, ed. by Robert
Crawford (Edinburgh: Edinburgh University Press, 1996), pp. 86-112.

170 1bid, p. 95.

! Ibid, p. 96.

172 Burns, Poems and Songs, 11, 766.

173 Robert Crawford, ‘Robert Burns and the Mind of Europe’, in Robert Burns in Global Culture, ed.
by Murray Pittock (Plymouth: Bucknell University Press, 2011), pp. 47-62, p. 56.
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expression of radical views, which is why the historical theme of ‘Robert Bruce’s
March to Bannockburn may have functioned as a helpful smokescreen for the

exploration of a radical agenda.

Robert Burns and Vasilis Michailidis engage with the historical past
differently, in terms of the way they narrativize events: while Michailidis goes to
great lengths to narrate the events of July 1821 in detail, in ‘Robert Bruce’s March to
Bannockburn’ Burns does not even explain whom the Scots are being roused against-
one reference to ‘proud Edward’s power’ suffices for his audience to know that the
enemy are the English, so it seems Burns assumed his readers would have prior
knowledge of the events at Bannockburn, which is mentioned only in the title, which
is not included in all editions.'”™ Similarly, with the exception of the title, Burns does
not indicate that Robert the Bruce is the speaker, allowing the voice of poem’s
speaker and poet to merge. In particular, the final line of the fourth stanza, ‘Let him
follow me!” casts the poet in the role of the patriotic leader, blurring the line between

national poet and national hero.

‘Robert Bruce’s March to Bannockburn’ is in a language easily understood by
readers of Standard English. This allows Burns to ensure the exportability of his
message, by allowing the poem to be read and understood by a broad range of English
language users. However, he subtly signposts the Scottishness of his poem. For
example, the regular rhyme between the final line of each stanza, ‘victorie’, ‘flee’,
‘me’, ‘free’ and ‘die’ highlights the Scots pronunciation of ‘Let us do or die!” without
obscuring the meaning for readers of standard English. Burns succeeds in finding the

linguistic middle ground, making his voice Scottish enough that it can inspire a

74 Burns, Poems and Songs, 11, 707.
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Scottish audience to nationalist feelings, but not quite so Scottish that it alienates
foreign readers in search of quaint Scottish character. One is inclined to agree with
Pittock’s claim that Burns ‘brought the songs of a literature which engaged critically
with England into English drawing-rooms’.'”® The message of ‘Robert Bruce’s March
to Bannockburn’ is both exportable and locally relevant. Burns’ poetry is instrumental
in the construction of contemporary Scottish identity; as Nairn argues ‘nationalism
involves the reanimation of one's history,” a project with which Burns’ poetry

certainly engages.'’®

The (un)education of national poets

The issue of education is often prominent in the discussion of the works of both Burns
and Michailidis, as it is closely connected to the way that both poets and their work
were perceived at the time of publication. It is also considered an important
determining factor in their choice to write in their respective local vernaculars. There
was, and in many circles still is, a desire to see them as divinely inspired uneducated
poets, as this would make them reliable vessels for national identity, uncorrupted by
outside influence. Neither poet received higher education, so they lend themselves to
this image; however, both received some degree of literary training, which is often
played down by critics, and both were more educated than the average person of their

time.

Raised on a farm by a poor father with seven children to support, Burns had
little formal education. When he was six, Burns’ father hired John Murdoch, a recent

graduate of Ayr Grammar School, to teach his two eldest sons, Robert and Gilbert.

175 pittock, p. 164.
"7 Tom Nairn, The Break-Up of Britain: Crisis and Neo-Nationalism, 2nd expanded edn (London:
NLB, 1981), p. 132.
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Burns’ father, William, was educated enough to examine Murdoch before hiring him,
and was important for Robert’s development after Murdoch left. William encouraged
his sons to read, even though he needed their help on the farm, and did his best to aid

their intellectual development through conversation.'”’

As mentioned on page 95, Burns wrote an account of his own education in an
autobiographical letter to John Moore in 1787. The letter tells Burns’ life story from
his birth until the publication and success of the Kilmarnock edition of his poems,
which caused him to abandon a plan to emigrate to Jamaica, and move to Edinburgh
instead. The letter is indicative of the function of the poet’s past in the construction of
his image in his present: Burns frames his autobiographical narrative in terms of
justifying Moore’s interest in him, and attempts to demonstrate his acquisition of

qualities that Moore might find attractive in a poet:

You have done me the honour to interest yourself
very warmly in my behalf; and I think a faithful
account of, what character of a man I am, and how I
came by that character, may perhaps amuse you in an
idle moment.'”

Burns constructs a version of his past that credits people like Moore for his poetic
development. Although he records his childhood precociousness, he does so in a
joking, self-deprecating manner, emphasizing the contribution of his socially superior
friends to his intellectual development: he says they gave him books, and one of them
taught him French.'” This is an indirect way of showing his appreciation for John
Moore’s friendship: Burns claims all his intellectual achievements result from the
kindness of friends. Thus he credits John Moore, whom he repeatedly thanks for his

friendship, with his success as a poet.

"7 Crawford, The Bard, p.50.
'8 Burns, Letters, p. 104.
' Burns, Letters, p. 107.
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Although he plays down the extent of his reading, Burns lists the works he
considers to have been formative of his understanding of the world. The length and
variety of this list suggests that he was well read. He lists fifteen respected authors in
a single paragraph, including Shakespeare, Locke and Pope.'*” He also uses citations
throughout the letter which demonstrate his erudition, from Shakespeare, Pope,
Milton and the Bible. In this letter, Burns says he is an uneducated farmer who
dabbles in verse (‘I first committed the sin of rhyme’; ‘I now began to be known in
the neighbourhood as a maker of rhymes’). However, his writing style, use of
citations and references to his reading in the same letter show that he is a well-read

able writer. This is indicative of the illusory nature of Burns the poet-ploughman.

It was similarly clear from Burns’ use of epigraphs in his poetry that he had
read widely. His poetic epigraphs were a public display of his learning, which makes
the willingness of people to ignore it all the more noteworthy. As Fiona Stafford
argues in Starting Lines in Scottish, Irish and English Poetry, Burns’ use of epigraphs
shows that he had both read a substantial amount of English canonical literature, but
had also understood it: each poem where an epigraph is used interacts with the
epigraph’s source-text.'®! Yet the apparent erudition of his work has not raised Burns
entirely out of the stereotype of rustic bard. In Scottish and Irish Romanticism,
Murray Pittock argues that Burns must be ‘divorced from the false paradigm into
which he is consigned by a contemporary literary history which equates deviation

5182

from standard English with an inadequate command of it. This suggests that the

cause of Burns’ perceived lack of education was his choice to write in Scots;

"% 1bid, p. 109.

'8! Fiona Stafford, Starting Lines in Scottish, Irish and English Poetry: From Burns to Heaney
(Oxford: Oxford University Press, 2000), pp. 43-90.

"2 pittock, pp. 164-165.
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however, it appears that Burns was interested in maintaining the image of rustic bard,

because at the time it was a good selling point for his work.

Burns’ contemporaries seemed happy to ignore his learning, and he did not
discourage them. When the Kilmarnock edition was published, the sentimental
novelist and critic Henry Mackenzie wrote a review, in which he praised the

collection, and emphasized Burns’ humble background:

Though I am very far from meaning to compare our
rustic bard with Shakespeare, yet whoever will read
his lighter and more humorous poems [...] will
perceive with what uncommon penetration and
sagacity this Heaven-taught ploughman, from his
humble and unlettered station, has looked upon men
and manners.'"

Mackenzie’s review is positive overall, but here he contextualizes Burns as a
particular type of poet, a rustic bard, not comparable to Shakespeare, ‘The Bard’. It is
likely because Burns occupied this position outside the mainstream of English
literature that his work could be enjoyed without its difference being interpreted as a

threat to the English cultural establishment.

The description of Burns as ‘Heaven-taught ploughman was indicative of the
way he was perceived by the gatekeepers of ‘high’ culture in Scotland, but also

integral to his success as a poet. As Marilyn Butler explains,

The adjective [Heaven-taught] had a special
significance at the time: it conveyed the rationalist
and intrinsically democratic precept that right reason
was universally available (without of course implying,
as some modern commentators appear to think, that
Burns was uneducated).'™*

' Low, pp. 69-70.
'8 Robert Crawford, ed. Robert Burns and Cultural Authority (Edinburgh: Edinburgh University Press,
1997), pp. 69-70.
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By applying this adjective to the noun ‘ploughman’, Mackenzie suggests that Burns’
experience of divine inspiration results from his closeness to the land through his
occupation as ploughman; this is precisely what Burns implies in his description of

his poetic awakening in the letter to John Moore (see p. 104).

Though the adjective ‘heaven-taught’ doesn’t imply lack of education,
Mackenzie’s reference to Burns’ ‘humble and unlettered station’ does. Yet it is
suggested that this humble and unlettered condition makes Burns the ideal vessel for
divine inspiration: education is a hindrance to true poetic expression. By emphasizing
his lack of formal education, Mackenzie presents Burns as a poet by nature, a genius
whose poetry is superior to that of the educated non-genius, if not to that of the great
English poets. The sentiment is echoed in James Montgomery’s 1809 unsigned

review:

It was probably fortunate for Burns, that by a partial
education his mind was only cleared of the forests,
and drained of the morasses, that in a state of
unbroken nature intercept the sun, chill the soil, and
forbid the growth of generous thought; higher
cultivation would unquestionably have called forth
richer and fairer harvests, but it would have so
softened away the wild and magnificent diversity that
makes the objects within the range of his genius
resemble the rocks and mounds, the lakes and glens of
his native country, that, instead of being first and
unrivalled among the Scottish minstrels, he might
with difficulty have maintained a place in the third
rank of British poets.185

The consensus of Burns’ reviewers was that the attraction of his work was that it was
different from the English and British cultural establishment: the value of his poetry
lay in its Scottish identity. What most of his reviewers overlooked was that Burns was

capable of writing in English and did not lack the education to write in the styles

' Low, pp. 211-212.
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popular in London. He chose a Scottish poetic identity. Burns was not anxious to
point this out, because he understood the appeal of his work was linked to his image

as rustic bard.

Burns cultivated his rustic image with the Edinburgh literati. According to

Robert Anderson, who helped publicize the Kilmarnock edition,

It was, I know, part of the machinery, as he called it,
of his poetical character to pass for an illiterate
ploughman who wrote from pure inspiration. When I
pointed out some evident traces of poetical inspiration
in his verses, privately, he readily acknowledged his
obligations and even admitted the advantages he
enjoyed in poetical composition from the copia
verborum, the command of phraseology, which the
knowledge and use of the English and Scottish
dialects afforded him; but in company he did not
suffer his pretensions to pure inspiration to be
challenged, and it was seldom done where it might be
supposed to affect the success of the subscription for
his Poems."™

Robert Anderson’s reference to Burns’ ‘machinery’ of ‘poetical character’ implies
that Burns was aware of the artificially constructed nature of his poetic identity, even
if his readers were not. Furthermore, he was aware of the potential effect of his poetic
image on the sales of his collection, and took action to shape it in such a way that he
reflected contemporary attitudes about poetry. Therefore, Burns was complicit in the
creation of his image as ‘Rustic Bard’, and he laid the foundations for its continuation

after his death.

Robert Anderson also claims that Burns was aware that his fluency in the
Scots dialect was an asset to his capability of expression, rather than a sign of

rusticity. Burns’ use of Scots to control his self-presentation to his readers is also

'% Jeremy J. Smith, ‘Copia Verborum: The Linguistic Choices of Robert Burns’, Review of English
Studies 58 (2007), pp. 73-88, (p. 4).
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evident in his letter to Moore. In particular, Burns claims his poetic awakening took
place the summer before he turned sixteen, when his harvest partner was a young girl.
He writes: ‘My scarcity of English denies me the power of doing her justice in that
language; but you know the Scottish idiom. She was a bonnie, sweet, sonsie lass.”'®’
Burns’ pretence at being unable to express his feelings in English simultaneously
downplays his erudition and constructs Scots as a language more suited to the

expression of true emotion, a characteristic typically projected onto marginal

languages considered ‘more primitive’, as will be discussed in Part 2.

In his description of the summer of his discovery of love and verse, Burns
combines intense emotions, poetry and the Scottish landscape. The awakening of his
poetic self comes as a result both of his falling in love and of the effects of working
the land; Scotland and the object of his affections are brought together symbolically

as he describes picking thistles, the national emblem of Scotland, out of her hands.

The poem Burns claims to have written as a result of this encounter is
connected to both the landscape and the folk-culture of Scotland, as he was allegedly
inspired to write the words to the girl’s favourite tune, which she would hum while
working the fields. He explains that he was not intimidated by this tune, because it
was by the son of a minor laird who was no more educated than Burns. He claims that
he ‘was not so presumptive as to imagine that I could make verses like printed ones,
composed by men who had Greek and Latin.” This is an ironic statement, as the
Kilmarnock edition was published in 1786, a year before this letter was written;

Burns’ verses were not ‘like’ printed ones, they were in print. This story links Burns’

%" Burns, Letters, p. 108.
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poetry directly to the land, as the poem is inspired by working on the land. It also

links Burns’ poetry to a specific locality: it is a local tune that inspires the poem.

The epigraph of the Kilmarnock edition emphasizes the conscious nature of

Burns’ construction of his poetic self:

The Simple Bard, unbroke by rules of Art,

He pours the wild effusions of the heart:

And if inspir’d, ‘tis Nature’s pow’rs inspire;

Her’s all the melting thrill, and her’s the kindling fire.'®®

Burns’ denial of any poetic education contributes to his creation of a public image that
is in line with what a nation like Scotland might expect of a national poet; the ‘rules
of Art’ are the province of the culturally dominant neighbour, so his poetic expression
outside them makes his poems more relevant to the creation of a Scottish cultural
identity. By introducing himself as ‘The simple Bard, unbroke by rules of Art’, Burns
is positioning himself outside the conventional literary world culturally dominated by
England, and aligning himself with ‘natural’ poetic expression: ‘And if inspir’d, ‘tis

Nature’s pow’rs inspire; / Her’s all the melting thrill, and her’s the kindling fire.’

A similar message is sent by the rhyming couplet used to preface the first three

editions of Vasilis Michailidis’ poetry:

21 OV GKOTAOONG Y10 TO MG GNKOL Va. OELG TOV A0,
, . . 189
Evmva, va d€lg TO aipa 6oL Tmg £yve Paciielo

You who were killed for the light arise and see the sun
Awake, to see how your blood has become a kingdom.

While Michailidis’ lines do not refer directly to the nature of his poetry, they suggest
that he is a poet inspired by folk culture, as they are written in the style of poietarides,

in a rhyming couplet of fifteen-syllable lines. Furthermore, they are dedicated to the

'8 Robert Burns, Poems: Chiefly in the Scottish Dialect (Kilmarnock: John Wilson, 1786), title page.
' Vasilis Michailidis, IToujuara (Limassol: [n.pub.], 1911), title page.
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hanged archbishop, presumably Kyprianos, so they locate his poetic inspiration in the
history of Cyprus, just as Burns locates his poetic inspiration in the Scottish landscape

by describing himself as the ‘Simple Bard’, inspired by ‘Nature’s pow’rs’.

A significant aspect of Romantic poetics was that poetry was considered to be
an expression of pure sentiment, uninterrupted by intellect, which is in line with the
image Burns cultivated of himself. This theory originated in the eighteenth century.

As M. H. Abrams explains, in The Mirror and the Lamp,

The Lucretian theory that language began as
spontaneous expression of feeling was bound
sometime to merge with the concurrent belief that the
first elaborated form of language was poetic, into the
doctrine that poetry preceded prose because poetry is
the natural expression of feeling."””

This argument was put forward by Giambattista Vico in his Scienza Nuova, published
in 1725, where he paralleled poetry with imagination and instinct."”' The idea that
poetry was associated with nature and divorced from reason and intellect pre-dated
both Burns and the Romantics; it was enthusiastically espoused by critics and readers
of poetry during Burns’ lifetime, and became central to the perception of poetry
during the Romantic period. This explains the desire to present Burns as a ‘Heaven-
taught ploughman’, despite his evident learning, and why Burns encouraged this
image. Burns was considered the quintessential natural poet for the Romantics, many

of whom, such as Keats and Wordsworth, visited his grave.

As in the case of Scotland, the linguistic situation in Cyprus is complex,
involving multiple languages competing for space, and differs in each historical

period. Assessing Michailidis’ level of education is made complicated by the

M. H. Abrams, The Mirror and the Lamp: Romantic Theory and the Critical Tradition (Oxford:
Oxford University Press, 1971), p. 79.
P! Ibid.
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multiplicity of languages in use in nineteenth-century Cyprus. Rather than a simple
dichotomy between the language of the centre and local dialect, there were three
registers of language in his linguistic community: Cypriot Greek, Katharevousa and
Demotic. Judgements of Michailidis’ education or lack thereof often focus on his
language use; it is commonly suggested, for example, that he was not well educated,

because he made errors in Katharevousa, and wrote his best poems in dialect.

Though we know less detail about Michailidis’ education than about Burns’, it
is generally accepted that he did have formal education as a child in Cyprus. He also
went to Italy to study painting, between 1875 and 1876. He abandoned that venture,
partly through lack of funds, and partly to join the Greek army as a volunteer in the

Greek campaign against the Ottomans in Thessaly (1877-1878).

It is not known precisely where or when Michailidis learned to read and write;
it is assumed he learned when he was fostered by his uncle Chrysanthos
Papakonomos, after the death of his mother. Nikos Xioutas, editor of the 1960 edition
of Michailidis’ poems, describes Papakonomos as ‘momtdpn, {oypdpo’ (‘poietaris,
painter’), suggesting that he was both creative and engaged in the cultural traditions of

12 Xioutas, Indianos and Katsouris suggest that the artistic inclination of his

Cyprus.
uncle enabled Michailidis to develop a poetic sensibility. According to Katsouris,
both Michailidis’s father and his uncle were engaged in the tradition of the
poietarides, Cypriot folk poets. "> Consequently, it is likely he was exposed to

Cypriot-Greek folk poetry and a broader range of folk poetry in Greek through his

father and uncle. His influence by the poietarides at least is evident in his writing.

%2 Michailidis, ITorjuara, ed. by Xioutas (1960), p. 6.
13 See page 69.
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Because Michailidis showed promise as a painter, he was sent to Nicosia to
study religious icon-painting under Kyprianos Oikonomidis, though it is not known
when. Based on Oikonomidis’ arrival in Nicosia, it is assumed that Michailidis
travelled there after 1863. It is also unknown whether Michailidis attended the
Hellenic School in Nicosia, as the school’s records were destroyed in a fire in the
1930s."* Though Xioutas claims that he did, Katsouris argues that this is unlikely,
because there is an advertisement for his first poetry collection in the Limassol
newspaper ‘AMOew’ (‘Truth’), which states that the poet was, unfortunately, never

able to attend the higher grades of the mutual-instruction primary school.'”

However,
this is not conclusive proof, as the author of the advertisement could have been
exaggerating Michailidis’ lack of education to endear him to readers. Kechagioglou
and Papaleontiou claim that he lived at the Archbishopric as a boarder, and attended
the Hellenic school and had lessons in religious icon painting concurrently, though
they do not indicate how they were able to ascertain this without the school’s
records.'”® Michailidis attempted to expand his education later in life under Andreas
Themistokleous but had limited success, according to Katsouris, who maintains that

the fact that his spelling continued to be erratic was proof that he remained

197
uneducated.

In his biography of Michailidis, Yiannis Katsouris presents Michailidis as a

divinely inspired, uneducated poet, describing his formal schooling as ‘insignificant’:

b

O MuyonAidng, mop’ OAn TV omodedetypévn
QCNLOVTN GYOMKY] TOV UOPO®OY|, KATAPEPE, UE TNV
Eueutn e€umvada TOL Kol TNV TPOCAPUOCTIKOTNTA

194 Katsouris, p. 85.

%5 1bid, p. 122.

1% K echagioglou and Papaleontiou, p. 223.
7 Katsouris, pp. 84 and 105.
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TOV, Vo LABEL OXETIKA KOAL TNV EAANVIKY] YADGGO Kot
™V 16Topia Tov EAAVIeob g Kbmpoo'

Michailidis, despite his proven insignificant
schooling, managed, through his innate intelligence
and his adaptability, to learn the Greek language and
the history of the Greeks of Cyprus relatively well.

The emphasis on the ‘innate’ qualities of the poet and undermining of the significance
of his education presents an essentialist image of the poet as a naturally-occurring

genius, suggesting that true poetry cannot be learned.

Katsouris’ assessment of Michailidis education marginalizes Cypriot-Greek
authors. In particular, his claim that Michailidis managed to ‘learn the Greek language
relatively well” suggests that Michailidis’ native Cypriot Greek is not a Greek
language. Furthermore, by paralleling ‘learning Greek’ and education, Katsouris
denies Cypriot Greek the status of literary language, as it implies that in order to be
educated, one must speak and write in Standard Modern Greek; this marginalizes

Cypriot writers in relation to the Greek centre.

Emilios Chourmouzios, in his introduction to Michailidis’ 1911 IHowjuaza
(Poems), is impressed by the poet’s learning given his scarcity of formal education; as
he writes when discussing ‘H Evvén IovAiov’, ‘potilel 8’ €éotv 01€ Kol YVOGCIS TIG
¢ matpiov woropiag, ateing Pefaimg, kabodcov — Tig Ba To mMoTEHON; - 0 TOMNTNG HOg

1
*199 (‘He also also

0VOE NG OTOWYELMIOVG KOV TOOEVGE®G VINPEE TOTE TPOPULOC.
shows glipmses of knowledge of the history of the homeland, incomplete of course, as

— who would believe it? — our poet never even received the basics of education.”)

Expressing wonder at the poet’s lack of education reinforces the idea that poetry that

8 1bid, p. 175.
1% Michailidis, [Howjuara (1911), p. p’.
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is the result of natural genius is more valuable or genuine than poetry that results from

learned skills.

This sense of wonder at the achievements of the poet despite his lack of
education in later biographers develops into an argument that education would have
prevented the poet from expressing the spirit of Cypriot-Greek culture as clearly,
similar to James Montgomery’s ideas about Burns’ education cited above (see p. 102).
Katsouris repeatedly states that it is fortunate that Michailidis was not formally
educated for too long, as this may have spoiled his poetic integrity. For example, he
claims it is highly unlikely Michailidis attended secondary school, and that this was
fortunate, because had he completed his education, ‘icwg va e&ghocotav apyotepa
og KaBapoArdyo, yoypd momry|, Onws TG0t GAAOL TG Yevidg Tov. Kot mdAt pe ta Alya
ypbppoata mwov épabde, dev anépuye mdvtote tov kivovvo’ (‘he may have later turned
into a purist [advocate of Katharevousa], cold poet, like so many others of his
generation. Even with the few letters he did learn, he did not always evade the

danger). 2%

This assessment of Michailidis’ education and the effects it had on his writing
discounts the element of choice from his decision to write in Cypriot Greek,
suggesting he turned to writing in Cypriot Greek because he did not have the
education or ability to write in Katharevousa; yet his choice of subject matter in his
Cypriot-Greek poems would suggest that his choice of language was motivated as

much by ideology as it was by ease of expression.

In Xioutas’ introduction to the 1960 Ilowjuozo (Poems), a more positive view

is expressed of Michailidis’ works in Katharevousa. Xioutas describes Michailidis as

% Katsouris, p. 84.
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‘Oopa g apyorominéiog tng emoyng Tov’ (‘a victim of the obsession with antiquity of
his time’), but he describes Michailidis’ poetry in Katharevousa as competent, though
unable to stand the test of time: ‘0 otiyog ToV, G’ OMOLO YAMGGO KL AV YPAPEL, TAVIQ
elvarl gvkivntog kol KaBapdc, 010w yEcTaTo TO VONUA TOV KOl LOLGIKOTOTN 1] QOVN
tov’ (‘his verse, whichever language he writes in, is always agile and clean, his
meaning most clear and his voice most musical). *”" However, Xioutas goes on to

emphasize the superiority of Michailidis’ writing in Cypriot Greek:

ApBactog 6P Ko 6”7 avtd gival 6tav Ypleel otV
Kvunmpiotikn dudhekto, yati eivor n mpoaypoticd ok
TOV QUOIKN] YADGGO, TOL TNV EEPEL YOPTACTIKA KOl
Kwveltow aveta, evod TG GAAeg, kobapebovoa Kot
ONUoTIKY, moTé dev TIG KaAOHaOe Ki 0o0TE TOL MTOV
Suvatd va Tic kahopddet. 2

But he is inimitable at these when he writes in the
Cypriot dialect, because it truly is his natural
language, which he knows intimately and in which he
moves comfortably, while the others, Katharevousa
and Demotic, he never learned well, nor was it
possible for him to learn them well.

Here Xioutas seems to be arguing that Michailidis is a non-native speaker of mainland
modern Greek, rather than that he is uneducated. While Michailidis’ loose grasp of
Katharevousa does indicate that his formal education was limited, it is not so much
his limited linguistic ability that results in poor poetry when he chooses to write in
Katharevousa as it is his choice of poetic models. The poetry of the First Athenian

School has not aged well, and neither have Michailidis’ imitations of it.

Katsouris suggests we should be thankful for the incompleteness of
Michailidis’ education, and especially thankful that he wasn’t influenced too strongly

by Themistokleous, because ‘icmg va ydvope o yioo wévto €vov TOUTH TOL

2! Michailidis, IToujuoza, ed. by Xioutas (1960), p. 12.
% Ibid.
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exepalotav 6motd, uovov OtV Aenve T AdikOTNTd Tov €AevBepn’ (‘perhaps we
would have lost once and for all a poet who expressed himself correctly only when he
let his folk character free’).?”® The use of the word correctly’ to describe Michailidis’
expression in Cypriot Greek implies a value judgment of both poetry and poet relating
to the latter’s identity: as a Cypriot-Greek poet, Michailidis should write in Cypriot
Greek. Michailidis produced poetry in all three registers of Greek, much of which
showed poetic ability despite his spelling. It appears that the definition of education is
modified depending on how educated critics want the poet to be. The fact that Xioutas
in 1960 was more positive about Michailidis’ poems in mainland modern Greek than
Katsouris in 1987 suggests that a different image of the poet is being constructed in

these two situations.

Overall, there is a tendency to downplay the educational background of
the National Poets of both Cyprus and Scotland. Though there is little evidence of
where and how Michailidis was educated, it is evident from his poetry that he did
receive some historical and linguistic education in Cyprus; however, critics often
interpret lack of evidence as evidence of lack, favouring an image of Michailidis as a
rustic, uneducated poet. Though there is more evidence of the educational background
of Robert Burns, from his letters, epigraphs, and the writings of his family and
friends, this has also often been downplayed by both critics and the poet himself in
favour of presenting him as a ‘heaven-taught ploughman’, inspired directly by the
Scottish landscape. This suggests a stereotype for the Western national poet: a poor
man of the people, close to the soil, disconnected from the intellectual elite: the

national poet must be a Heaven-taught ploughman. It is this perceived connection

2% Katsouris, p. 105.
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between poet and landscape that makes the national poet useful for the evocation of a

common identity, the foundation of an imagined community.

Though they belong to different historical periods, Michailidis and Burns
occupy similar places in the Cypriot-Greek and Scottish narratives of national
identity. Both engaged with the national past, writing poems suitable for the creation
of a nationalist narrative, which create national heroes and demonstrate how the
present nation owes its existence to heroic sacrifices made in the past. Vasilis
Michailidis’ ‘H Evvatn IovAiov’ is a narrative poem which attempts to position itself
as a trustworthy historical source, while Burns’ ‘Robert Bruce’s March to
Bannockburn’ is a lyrical piece more suited to performance, and favouring emotion
over detail; yet both fulfill the function of a national text, creating heroes who are
specifically Cypriot-Greek and Scottish, regardless of the accuracy of these historical

claims.
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Chapter 2: Finding the Volksgeist: Oral and Literary Poetry in Dialogue

Despite the emphasis on the significance of the ‘National Poet’ in official
representations of literary tradition, there are other poets of equal importance in the
establishment of a national literary tradition. In countries such as Scotland and
Cyprus, where the absence of linguistic uniformity leads to and expresses various
literary and political tensions, poets who engage with folk literature are instrumental
in the establishment of a literary tradition distinguishable from that of culturally
dominant neighbours. One means of engagement is the collection and publication of
traditional oral texts. In both Scotland and Cyprus intellectuals have collected folk
tales and poems, which have found their way into ‘high’ literature. Furthermore, in
both places the connections of new writing with folk traditions have been exaggerated

in order to link contemporary literature to the national past.

In Cyprus, Dimitris Lipertis (1866-1937) has been described as a collector of
folk language, wisdom and customs, travelling the island and mixing with common
people to collect their stories and songs. For example, in his history of Cypriot
literature, Kleitos Ioannidis claims that through a series of agricultural jobs, Lipertis

developed an understanding of the Cypriot countryside and rustic people:

Ot petakivioeglg Tov and enapyio o emapyio Kot omd
YOPO GE YOPLWO TOV TAOLTICHV KOl TOV QOPTIGOV
oLYKIVNGLOKA e OTL KaAOTEPO o NBog Ko YADGGH
glye va tov mpooeépel 1 Kumprokn yoyn, v onoia
Oa exppdoet ko Bo kataSuboel TEAEW PEGO OTNV
moinon,  tov, M  ypappévn oty Kumpokn
TOTLOAOALGL.

% Kleitos Ioannides, Iotopia g vedtepne Kompraxic loyoteyviac (Nicosia: Kentro Epistimonikon
Erevnon Kyprou, 1986).
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His movements from county to county and from
village to village enriched him and charged him
emotionally with the best, in terms of customs and
language, the Cypriot soul had to offer, which he

would express and honour perfectly through his
poetry written in the Cypriot local dialect.

Ioannidis constructs Lipertis as a poet in communion with the landscape and the
common people, giving voice to the naturally-occurring Cypriot(-Greek) soul.
However, according to Pavlos Paraskevas, there is evidence that he actually drew the
majority of his knowledge of the Cypriot-Greek people from Athanasios Sakellarios’
To. Kvmpiaxa, a three-volume encyclopedic work on Cypriot geography, history,
language and culture first published between 1855 and 1863, and reprinted in 1890.
This is evident from the fact that he uses many words from the glossary Sakellarios
includes in his work, that were subsequently proven to have been misunderstood by
Sakellarios.””® Paraskevas also observes that Lipertis borrows several Cypriot-Greek

proverbs from Sakellarios.

There is no doubt that Lipertis engaged with Cypriot-Greek tradition; although
he wrote his two first collections in mainland Modern Greek, his mature poems are in
Cypriot Greek, published in four volumes entitled TCiwmpiwnixo Tpoodoxia (Cypriot
Songs). Lipertis tried to make the Cypriot-Greek language more suitable for literary
use by expunging loanwords from Turkish as far as possible, which suggests a
nationalist angle to his work. Paraskevas argues that he was not especially successful

. . 2
in this endeavour 2%

In Scotland, many writers also collected and edited, or rewrote, folk poetry,
Robert Burns included. Walter Scott (1771-1832) collected ballads from the border

area between Scotland and England, which he published in The Minstrelsy of the

2% Dimitris Lipertis, Awavra (Nicosia: Ekdoseis Chr. Andreou, 1988), pp. 19-20.
2% Jbid, 18-19.
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Scottish Border (1802-1803). He was greatly influenced by the ballad tradition in his
poetry, and reproduced Scottish language and customs in his historical novels,
creating an image of Scotland simultaneously reflective of local truths and accessible
to outsiders. Lipertis and Scott were both instrumental in the creation of a national

literature in Cyprus and Scotland respectively.
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Walter Scott

Walter Scott (1771-1832) had as formative an effect on the articulation of
Scottish identity as Robert Burns. Like Burns, Scott achieved great literary success in
his lifetime. Indeed, Lord Byron estimated in 1813 that Scott was more popular than
Rogers, Moore, Campbell, Southey, Wordsworth and Coleridge.207 Although Byron
claims to be expressing the opinions of the public rather than his own with his
ranking, he describes Scott as ‘undoubtedly the Monarch of Parnassus, and the most
English of bards’, showing that Byron had great respect for Scott as well.””® It is
interesting that Byron describes him as ‘most English’, given that both Scott and
Byron were Scottish. The characterisation suggests that it was possible to have

Scottish and English identities in parallel.

Indeed, Scott was a firm supporter of the Union, but was simultaneously
dedicated to the preservation of Scottish culture within the United Kingdom. Scott’s
approach to Scottish identity highlights the distinction between Scotland as a political
and cultural entity, suggesting there can be national identity without this being
embodied by a nation-state. Scott’s Scottishness resembles the rhetoric of the Society
for the Vindication of Scottish Rights (founded 1853), who argued for increased
Scottish representation, but toasted the British monarchy at the start of each

. 2
meeting.*”’

Scott’s literary success was not limited to the United Kingdom; his poems
were read widely across Europe, and often translated. As a result of his popularity

with foreign readers, Scott’s presentation of Scottish culture had a shaping influence

27 James Reed, Sir Walter Scott: Landscape and Locality (London: Athlone, 1980), p. 23.

2% Byron, Baron George Gordon Byron, and Thomas Moore, eds. Life, Letters and Journals of Lord
Byron, Complete in One Volume with Notes (London: John Murray, 1839), p. 206.

% Acts of Union, p. 92.
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on how Scotland was perceived from abroad; as Grosby and Leoussi explain, ‘Scott’s
narrative poems helped to define Scottish national identity within Great Britain.
Scottish customs, speech, dress and landscape first became widely known through

. 210
Scott’s narrative poems.’

Scott was interested in Scottish history, which led to a detailed evocation of
the past in most of his works. According to David Daiches, ‘Scott was led into history
by his deep emotional involvement with the recent past of his own country, and what

this involvement taught him he then applied to other times and other countries.”*"!

Though he was born in Edinburgh, Scott grew up in the Borders, where he
acquired a taste for both the local dialect and folk tales. Scott began his literary career
with a translation of two ballads by Gottfried August Biirger, a German poet who had
translated Ossianic poetry.”'* Scott then turned to Scotland, with the publication of
The Minstrelsy of the Scottish Border, which consisted of a collection of traditional
ballads from the Borders region. Although this can be read as ‘an emphatic public
statement of Scott’s local attachments’, the idea of collecting ballads, and of the

importance of regional traditions, was imported from Germany.*"

It has been argued
that Scott’s desire to write poetry arose from the desire to enter the Edinburgh literary

establishment. As Stafford puts it,

Scott’s debut as a poet resulted from a desire to follow
the latest literary fashion and to excel others in the

*1% Steven Elliott Grosby and Athena S. Leoussi, Nationalism and Ethnosymbolism: History, Culture
and Ethnicity in the Formation of Nations (Edinburgh: Edinburgh University Press, 2007), p. 90.

' David Daiches, ‘Scott and Scotland’, in Scott Bicentenary Essays: Selected Papers Read at the Sir
Walter Scott Bicentenary Conference [Institute for Advanced Studies in the Humanities, University of
Edinburgh, 15-21 August 1971], ed. by Alan Bell (Edinburgh and London: Scottish Academic Press,
1973), pp. 38-57, (p. 39).

12 Gottfried August Biirger, The chase, and William and Helen, two ballads from the German, trans.
by Walter Scott (Edinburgh: John Murray, 1807)

3 Fiona Stafford, Local Attachments: The Province of Poetry (Oxford: Oxford University Press,
2010), p. 136.
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field. It was hardly an expression of local attachment
or a serious attempt to uphold the traditions of his
nation. And yet, as is often the case, personal
ambition rapidly led to the discovery of things of

wider significance and to the recognition of local
work as a legitimate basis for serious art.*'*

Despite his personal ambitions at the outset, and perhaps because of the literary
climate he was writing in, Scott’s poetry came not only to express and disseminate the
traditions of Scotland, but also to shape them. The legitimatization of local culture
was already well under way in Germany, and resulted in interest from the most

established poets in traditional literatures across the world.

Scott’s first two publications are indicative of the influences on his own
poetry, which he started to publish soon after the Minstrelsy. He wrote nine long
narrative poems, of which the most famous are The Lay of the Last Minstrel (1805),
Marmion (1808), The Lady of the Lake (1810), and Rokeby (1813). After he turned to
prose, Scott continued to compose short poems which he incorporated in his novels.
Today, Scott’s novels are held in far higher regard than his poetry. However, his
poetry is still appreciated in terms of his treatment of his local surroundings, which
was new in many ways, and, like Macpherson’s Ossian, influenced many Romantic
poets. According to James Reed, ‘taken on its own terms, Scott’s poetry is effective
insofar as it uses the natural physical environment and its associations to increase the
reader’s awareness not only of, say, the medieval Borders, but of the rich potential of

his own locality.”*"

The Lay of the Last Minstrel was written with the declared purpose of

illustrating ‘the customs and manners which anciently prevailed on the Borders of

2 Local Attachments, p. 137.
1 Reed, p. 24.
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England and Scotland’.?'® In his introduction to the poem, Scott explains his choice of
subject, saying ‘The inhabitants, living in a state partly pastoral and partly warlike,
and combining habits of constant depredation with the influence of a rude spirit of
chivalry, were often engaged in scenes highly susceptible of poetical ornament.”*!’
This statement is indicative of contemporary poetic fashion: some subjects were

considered more ‘susceptible’ to poetry than others, and Scott’s success resulted

partly from his ability to distinguish between them.

An anonymous review published in the Literary Journal in the same year,

describes Scott’s project as follows:

The author of this poem has already distinguished
himself by his regard to the remains of the minstrelsy
of the Scottish border. He has now attempted to
imitate what he admired; or rather to dress in such a
garb as may not disgust a modern taste, the manners
and customs of the Scottish borderers which are
handed down to us by tradition, and by the remains of
their poetry.*'®

One could argue that this is very similar to what James Macpherson was doing in the
Ossian poems. The main difference, of course, is that Scott describes himself as an
author, while Macpherson presented himself as a translator of a text which turned out
not to exist in the form he claimed it did.*" The line between author and
translator/collector remains somewhat blurred in the case of Scott, because Scott

describes himself as a collector of ballads in the case of The Minstrelsy of the Scottish

21 Walter Scott, The Poetical Works of Sir Walter Scott: With the Author's Introductions and Notes, ed.
‘5)]}71 J. Logie Robertson (Oxford: Oxford University Press, 1913), p. 1.

Ibid.
% John O. Hayden, ed., Scott: The Critical Heritage (London: Routledge, 1970), p. 25.
19 Whatever judgement is made of Macpherson’s work, the fact remains that the Ossian poems do
have sources in Gaelic, which were not accessible to most Scottish readers. Therefore, Macpherson’s
translations were necessary for the dissemination of the material, and his embellishments can be
compared to alterations made by other collectors to folk material. The outraged response to his
‘forgeries’ was partly due to the enhanced status of epics as compared with ballads, which makes their
origins more important.
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Border, while in fact he extensively revised many of the collected poems, and wrote

some of them entirely.

Nevertheless, the two poets were saying different things about Scottish
literature: Macpherson’s ‘hoax’ suggested that Scotland needed to invent a great
ancient bard to compete with Homer, while Scott showed that one could write new
poetry which ‘may not disgust a modern taste’ based on the traditions of the Scottish
borders. Both are glorifying the Scottish past; but Macpherson’s Ossianic deception
condemns his admirers to disappointment, while Scott’s fictional ‘Last Minstrel’
satisfied the desire for a beautified Scottish past without the sense of betrayal. Walter
Scott’s Last Minstrel is a strikingly similar character to Macpherson’s Ossian: a blind
ragged bard, last of his race. Macpherson inherited the idea from Gaelic tradition, but

Scott was likely exposed to it through him.**°

Stuart Kelly argues that the revelation of Macpherson’s deception led Scott to
write about Scotland: ‘for the young Scott, [...] Ossian was a problem. It had inflicted
a national cringe. It was the most successful ever version of Scottishness, and it was a
fake’. ' However, all images of the nation have some element of ideological
construction inherent in them, and require an act of faith to be accepted. In terms of
exporting an image of Scotland, the debatable origins of Macpherson’s Ossianic epics
had next to no effect on their success. While they were condemned in academic
circles, they were consumed avidly by readers and influenced many authors, because

they resonated with the aesthetic of the period.

2 Howard Gaskill, ed., The Reception of Ossian in Europe, series ed. Elinor Shaffer, The Athlone
Critical Traditions Series: The Reception of British Authors in Europe (Bristol: Thoemmes Continuum,
2004), p. 3.

! Stuart Kelly, Scott-land: The Man Who Invented a Nation (Edinburgh: Polygon, 2010), p. 29.
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Furthermore, Scott’s reaction to the Ossian scandal did not seem like a
‘cringe’. In his 1805 review of two inquiries into the authenticity of Macpherson’s
poems, Laing’s and Mackenzie’s, he concludes that although the poems are probably

not really ancient, they are still valuable:

while we are compelled to renounce the pleasing idea
that 'Fingal lived, and that Ossian sung', our national
vanity may be equally flattered by the fact, that a
remote and almost barbarous corner of Scotland,
produced, in the eighteenth century, a bard, capable
not only of making an enthusiastic impression on
every mind susceptible of poetical beauty, but of
giving a new tone to poetry throughout all Europe.***

It appears Scott poetry was significant for the evocation of national identity, but was
happy to accept recent compositions, without the appearance of great age, as signs of

a valuable Scottish literary culture.

Though most of their review consists of a list of the poem’s failings, the 1805
Literary Journal authors grudgingly accept that The Lay of the Last Minstrel is a good
poem: ‘and if we have met with considerable blemishes, we have also derived very

considerable pleasure from the perusal of this performance.’**

What seems to swing
their opinion is Scott’s representation of the past. The reviewers begin by questioning
the feasibility of Scott’s attempt to represent the ‘customs and manners’ of another
time; they observe the impossibility of representing the past accurately, and without
perceptions being distorted through the lens of present sensibilities, criticising Virgil,

Voltaire and Wiliam Wilkie’s The Epigoniad for having tried. Yet they express

satisfaction with Scott’s choice of style:

222 Walter Scott, quoted in Moore, Dafydd, ‘The Reception of The Poems of Ossian in England and

Scotland’, in The Reception of Ossian in Europe, ed. by Howard Gaskill (Bristol: Thoemmes
Continuum, 2004), pp. 21-39, p. 31.
¥ Hayden, p. 28.
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To write coarse doggerel because coarse doggerel was
written in the age in which the scene is placed, is a
strange depraved affectation of being natural, into
which many inferior writers have fallen, but which Mr

Scott has had both good taste and good sense enough
in general to avoid.”**

Though they are critical of Virgil, Voltaire and Wilkie’s attempts to represent the past
accurately, they seem in favour of dispensing styles of writing that disagree with
contemporary sensibilities. They appear to be calling for the invention of a past
suitable for the Scotland of the present to show the outside world, ‘as may not disgust

a modern taste’.

Yet the reviewers take exception to Scott’s versification, deploring his use of
‘irregular verses’ and ‘limping lines’, which they blame on ‘the present depraved
model of the German poets.”**> The ‘German poets’ in question probably represent
the Romantic Movement, suggesting that the reviewers favoured neoclassicism.”*
Rather than betraying his Scottish roots, Scott’s use of European form makes his

poetry more exportable, enabling it to represent Scotland as a literary nation on the

world stage.

Despite their criticisms, the reviewers conclude that ‘Mr Scott, both in this and
in other instances, deserves praise for the zeal with which he has laboured to throw
light on the ancient manners and customs of one portion of our countrymen.’**’ This
suggests Scottish readers thought Scott’s interest in the customs and traditions of
Scotland relevant. The reference to ‘our countrymen’ draws the culturally ambiguous

Borders into the broader scheme of Scottish identity, while the commendation of

2 Hayden, p. 30.

23 Ibid, p. 34.

226 The use of ‘German’ to connote ‘Romantic’ was common, as a result of Mme de Staél’s book De
L’Allemagne, published in 1813, on the Romantic Movement in Germany. It is in here the Romantic
Movement is first named. See Hayden, pp. 26-27.

" Hayden, p.34.
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Scott ‘both in this and other instances’ suggests that the reviewers approve of The

Minstrelsy of the Scottish Border.

Walter Scott had a formative influence on later Scottish writing, both as a
result of his prolific output, and as a result of his immense success south of the border.
As Scott’s works came to be seen as the embodiment of Scottish literature, subsequent
writers both emulated him and reacted against him. Scott’s writing succeeded in
representing the local and parochial in a way that could captivate a foreign audience.
He did this by mixing local detail with imported literary styles; while his erudition
and high social standing during his lifetime deny him the status of Heaven-taught
national poet, he has nonetheless become a significant figure in the genealogy of

Scottish literature.
Dimitris Lipertis

Following in the footsteps of Vasilis Michailidis, Dimitris Lipertis wrote his mature
poetry in Cypriot Greek.”** Michailidis’ influence on Lipertis is evident from the title
of his first collection, Xalopwuévy Adpa (Untuned Lyre: 1891); Michailidis’ first
collection was AcBeviic Avpo (Ailing Lyre: 1882). Xoiapwuévy Avpa was only the
fifth poetry collection to be published in Cyprus; Michailidis’ collection AcBOeviigc
Avpa was the second.””’. Printing was brought to Cyprus in 1878,° with the English
administration, giving Cypriot writers access to a local press for the first time.
Previously, they had been obliged to publish in Athens, Cairo or Alexandria, the main

centres for Greek printing, but these had literary circles of their own which would not

228 See pp. 114-115.

229 Paulos Paraskevas, Anuijtpnc Aiméptne: H Cwif koa to épyo tov (Nicosia: Ekdoseis Chr. Andreou,
1988), p. 81.

2% See p. 30.



125
Part 1

necessarily be welcoming to Cypriot-Greek writers.”*' Consequently, this was the first
opportunity for a Cypriot literary scene to emerge. It is not surprising that Lipertis
chose Michailidis as his Cypriot inspiration, given that there were very few other
Cypriot poets who had succeeded in publishing collections of their work, and hardly

any used Cypriot-Greek.

Lipertis wrote his first two collections, Xalapwuévy Adpa (Untuned Lyre
1891) and 2tovor (Lamentations) (1899), in the two variants of Mainland Greek:
Katharevousa and Demotic. Nevertheless, he still positioned himself as a Cypriot poet
by emphasising his connection to Michailidis. His first collection is mainly in
Katharevousa, while the second is dominated by Demotic. It is likely that this is
because it took time for the shift of the Greek literary mainstream from Katharevousa
to Demotic, which was signalled in Athens by Psycharis’ publication of My Journey
(1888), to reach Cyprus.>** Though many poets, including Solomos, had written
exclusively in Demotic for years before this, the publication of the first large-scale
prose work in Demotic Greek was a significant step in Demotic becoming the
dominant literary language. Poets of the First Athenian School had written in
Katharevousa and high Romantic style, and their influence is evident in Lipertis’ early
works. The arrival of the New Athenian School, who supported the use of Demotic in

poetry, may have prompted Lipertis to focus on writing in Cypriot Greek.

Lipertis’ access to Demotic Greek was limited, as the official and formal
language was Katharevousa; as Lefkis explains, referring to Vasilis Michailidis’
writing, ‘n EAAnvikn “onuotikn” ftove 101eC 0AdTEAM dyvwotn otovg Kumpunrteg’

(‘the Greek ‘demotic’ was at the time completely unknown to the [Cypriot-

31 Katsouris, p. 51.

2 For more detail on the Demoticist movement in Greece, see Mackridge, Language and National
Identity, pp. 203-240.
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Greeks]’). *** The language that Cypriot-Greeks were exposed to as the official
language of Greece was primarily Katharevousa, while Lefkis differentiates between
their spoken variety and demotic, calling the former ‘kaBopdovpévn’ (the ‘everyday
spoken language’), ‘mov dev Tave wapd oryTpod pelypo Ayng 1 TOAANG KaBapevovoog
pe AéEelg g kowng opdiog’ (‘was nothing but a pitiful mixture of more or less

. 234
Katharevousa with some words of common speech’).”

Most of the poems in Lipertis’ first collection are written in the pessimistic
spirit of Romanticism as practised by the First Athenian School (ITpdtn ABnvaikn
YyoAn 1830-1880), while in the second collection he writes in a broader variety of
moods, even including a comic poem. 2zovor (1899) also includes Lipertis’ first
patriotic poem, ‘Eig v Kpnmv’ (‘To Crete’).”> Crete was an engaging topic for
Cypriot-Greek intellectuals, as the island had become autonomous after a revolution
in 1896, and eventually became incorporated in the Kingdom of Greece in 1913.% It
was thus seen as an example to be emulated in order to achieve the goal of unification
with the Greek homeland. Consequently, many Cypriot-Greeks, including Lipertis
and Michailidis, wrote poems in honour of Crete’s achievement of autonomy. These
poems reproduce elements of Greek folk songs, laments, and the poetry of Dionysios
Solomos, national poet of Greece. In order to contextualize Lipertis’ poem, brief
overview of Michailidis’ three Crete poems is provided, showing how they engage
with the personification of Liberty and other Romantic nationalist themes, as well as

how they resemble Dionysios Solomos’ ‘Hymn to Liberty’.

233 Lefkis, p. 28.

> bid.

23 Lipertis, Azava, p. 60.
26 See pp. 49-50.
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Michailidis published one poem entitled ‘Eig v Kpnitnv’ (hereafter referred
to as ‘Eig v Kpnmv a’) on 20 November 1896 in XaimyS (Salpinx) a Limassol
newspaper.>>’ This was in response to a Greek Revolution in Crete, which was
supported by the Greek national army; though the Greek army was defeated
decisively, international pressure led the Ottoman Empire to make Crete autonomous
in 1898. On this occasion, Michailidis published two more poems, again one entitled
‘Eic v Kpnmv’ (dated 8/12/1898 and published in XaimiyE 20/03/1899, hereafter
referred to ‘Eic v Kpntnv b’), and the other ‘Ao v évoowy g Kpnmg’ (‘For the
incorporation of Crete in the kingdom of Greece’, published in March 1900).** ‘Exc
mv Kpnmv a’ consists of thirty two lines in iambic tetrameter, divided into four
stanzas in each of which the second line rhymes with the sixth and the fourth with the
eighth. It is addressed to Crete, personified as a young woman, who is promised

reunification with her mother, presumably a personification of Greece.

According to Nektaria Klapaki, female figures were a key component of
Greek Romanticism’s ‘religion of nationalism’, whose role was to assist and
admonish insurgent Greeks in their revolution.”” Blood is a theme that appears in all
three of Michailidis’ Crete poems as well as Lipertis’. Each instance in which blood is
used is reminiscent of the symbolic function of blood in Solomos’ ‘Hymn’. In the

eighth stanza, Solomos describes Liberty being soaked in the blood of the oppressed

37 Michailidis, Awavra, p. 146.

¥ Ibid, pp. 157 and 164-165

39 Nektaria Klapaki, Modern Greek Literature and the Religion of Greek Nationalism: Kalvos and
Solomos, conference paper presented at the MGSA Symposium 2013, Session 12 Panel A, Saturday 16
November 2013.
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Greeks dripping onto her from above: ‘ot €1g T0 podyo cov éotal’ aipa / TAN60C

aipa eElnvicd’ (‘and into your clothing dripped blood/ masses of Greek blood”).%*

In Michailidis’ ‘Eig qv Kpntmv a’, the speaker addresses the personified
Crete directly, instructing her to become the image of Liberty seen in many Romantic
nationalist paintings, semi-nude and clean despite being in the midst of a battlefield;
she is specifically instructed to wash away the blood (‘mAbBov mov ’cot potopévn’
line 13).%*' In “Eic v Kpfimqv b’ lines 25-26 the speaker appears to address a
personified Greece, urging her to take her daughter Crete into her ‘bloody arms’:
Ly potopévn 6 ayKaAld mov xet apalovog xbpn, / opife g Lavog pog modi, e
pévog pog kapdpt’ (‘In your bloodied arms which have an Amazon’s grace, / embrace

our mother’s child, our mother’s pride and joy’).**

The significance of blood in all
these poems is indicative of the main premise of the Cretan model of ‘liberation’:

Liberty is attained with blood.**

‘At v évooty g Kpntng’ contains an image of blood soaking the national
landscape; the poem is in the first person, the speaker appears to be the personified
Crete who is marvelling at her newfound freedom and unification with her mother
Greece. In the third stanza she says: ‘X’ 6la ta xpovia NG oKAAPLAG TOL OA’ M YN OV
eogioln / mov amd toveékt ko omabi pe aipo emoticn’ (‘In all the years of slavery
where all my earth was rocked/ when by rifle and sword with blood it was soaked);

this is reminiscent of stanza 72 of Solomos’ ‘Hymn to Liberty’:

AV TOTAL TO aipLoL £yivn
Kol KUAGEL 6T AoryKadtd,

9 Dionysios Solomos, “Yuvoc e v Exevbepiav’, stanza 8, in Axavra: IHoujuata xoa meld, ed. by
Linos Politis, 3rd edn, 2 vols (Athens: Ikaros, 1958-1961), pp. 71-100, (p. 72), stanza 8, lines 3-4,
further references in parentheses in text.

241 Michailidis, Azavra, p. 146.

2 Ibid, 157.

* See p. 49.
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Kol T0 aB®o xdpTo Tivel
aipa Gvtic yio ) dpoctd. (stanza 72, p. 83)

As ariver the blood has become

and it flows in the valley

and the innocent grass is drinking

blood instead of the dew.
The blood of the revolution floods the landscape, altering its character and making it
participate in the conflict. There are several other echoes of Solomos’ poem in
Michailidis’ Crete poems, which suggest he had read the ‘Hymn to Liberty’ and
therefore it is likely that he was influenced in his use of the symbolism of blood; for
example, in ‘Ata v évootv g Kpnmg’ he exclaims that her enemies will recognize
Crete from the blade of her sword: ‘kot Ta Kopuid Twv EEpovve TV kKdyM T0L 6TTAB100
oov’.*** This is reminiscent of the first line of Solomos’ ‘Hymn’, which is also part of
the national anthem of Greece: ‘Xe yvopilo omd v koéyn / tov omabod TV
tpopepry” (‘I know you by the terrific/ blade of your sword’).?* Thus Liberty and

Crete are both given an active part in the liberation of the Greek people, even though

they are female personifications.

Dimitris Lipertis’ ‘Eic tqv Kpntnv’, published in 2zovor in 1899, one year
after Crete was made autonomous, was clearly influenced by Michailidis’ ‘Ei¢ v
Kpfmv b’, and also contains echoes of Solomos’ ‘Hymn to Liberty’, as well as ‘The
Free Besieged’. The poem consists of eight sestets, with an ababcc rthyming scheme.
The poem is influenced by Greek folk songs in its use of iambic fifteen-syllable lines,

but also in the diction of specific descriptive passages. In particular, in the third

** Michailidis, Aravra, p. 165.
5 Solomos, Amavra, p. 71, stanza 1.
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stanza, the third and fourth lines are modifications of lines appearing in folk songs

such as “Tnc Hapyac’, “Tov Xpriotov Mniovy® and “Tov Aafopévov Kiéern’.2*

Due to the popularity of Greek folk songs on the island when this poem was
written, the use of folk elements makes it familiar to readers; furthermore, it is likely
that the poet uses iambic fifteen-syllable lines because the main sources of inspiration
available to him either were folk songs, or were inspired by folk songs. In addition to
the few poetry collections that had been published on Cyprus, as mentioned above,
there was a strong tradition of poietarides, who used fifteen-syllable verse, but also
used rhyme and wrote about current affairs, as Lipertis is doing in this poem.
However, the particular songs Lipertis refers to are actually not Cypriot at all; they
come from the northern Greek tradition. Whether these poems were brought to the
island by printed editions such as Claude Fauriel’s or were transmitted orally by the
poietarides, Lipertis’ use of their text suggests that he is trying to position his poetry
within a broader Greek tradition, rather than specifically trying to express a Cypriot-
Greek identity. In terms of form, Cypriot-Greek and mainland Greek folk songs were
similar, so although it is unlikely that his readers would have picked up the specific

references, they still would have recognized these as ‘Greek’ poems.

Lipertis reproduces the narrative of Liberty being awoken by the blood and
bones of the nation’s dead, which, as discussed above, appears in Solomos’ ‘Hymn’.
The first three stanzas describe the blood and bodies of the nation’s dead coating the
nation’s landscape, while the wind becomes a series of sighs. In the fourth stanza,

blood and sighs merge in darkness, and give birth to Liberty, who rises from the earth

46 paraskevas, p. 90.
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described as a ‘ray of Paradise’ and brings freedom along with the resurrection of

nature:

[TpoPairer kK6pn pwtevy, Tov [Tapadeicov aytidn
KPOTOVTOG E1C TA YEPLOL TNG T OAPVIVOA, GTEQAVIAL,
10 6veLpo tov EAnva, 1 uovn pog earido’?’

A bright girl appears, a ray of paradise
holding in her hands the laurel wreaths,
The dream of the Greek, our only hope.

This personification of liberty is reminiscent of Solomos’ “Yuvoc’, addressed to a

personified Liberty, in which she is described glowing.

Adpyv Exet OAN AOY®OON

xelhog, pétwmno, oPBaALOG

QG TO XEPL, OGS TO OO,

KL 00 YOp® cov givar emg. (stanza 95, p. 87)

A flaming glow she has all over
lips, forehead, and eyes;

light the hand, light the foot,

and everything around you is light.

The preceding stanzas describe a female personified Religion (‘@pnokeia’) inviting
Liberty to stand tall on the Greek land. This is echoed in Lipertis’ description of

Liberty as a ‘ray of Paradise’.

The distress of the Cretan landscape as a result of its enslavement, described in
detail in the third stanza, is reminiscent of the tropes of traditional laments, but also of

Solomos’ ‘EAev0epot [ToAopknuévor’ (Free Besieged):

H yn g poppoxddnke, yoptdpt o pUTPAOVEL.

YEVVA T’ ayEPL GTEVOLYLOVG, TO OAGT] LOPOALULEVOL
YEPVOLVE KOl YOYOUOXOVV, TOVAAKL OV {uymVeL
HO1POAOYE 0O PaKPLEL, KOITALEL TPOLOGUEVL

K’ o1 BpOoeg e TO PUOTIKG aVTd HOVPUOVPIGLE TOVG
aenvovy yoyyntéd Badv, patdvovy ta vepd Toug,.

7 Lipertis, Azavza, p.60, stanza 1.
8 bid, stanza 3.
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Her earth has been poisoned, no grass sprouts,

the air gives birth to sighs, the forests withered

lean over and die, the smallest bird does not approach
it laments from afar, looks with fear

and the springs with that secret murmuring of theirs
release a deep groan, bloody their waters.

Although the function of nature is different in this passage, it is represented by the
same symbols used in Solomos’ poem. The bird, in particular, brings to mind the

middle of the opening stanza of ‘The Free Besieged’:

AKpa TOL TAPOL GLOTN GTOV KAUTO PacIAevEL
Aaiel TovAd, maipvel omopl, ki M péva to Cniedet.

[...]

Mdyepo n @OG1G KL GVEPO GTNV OPOPOLA Ko Xbpn:
N povpn TETPA 0AOYPLOT Kot TO EEPO XOPTAPL.

Me yiheg BpOoeg yOvetan, e yilMeg YAOGOEG KPEVEL:
«Omotog mebver ofjpepa yikec popéc nebaiver.”*

Absolute silence of the tomb prevails on the plain;
Singing bird plucks a seed, and the mother envies it.

[...]

Nature a spell and a dream in its golden beauty and grace,

The black stone turns bright gold and the grass too;

With a thousand springs it gushes, with a thousand tongues cries out:
“Whoever dies today, a thousand deaths will die.” >

In both Lipertis and Solomos, nature is signposted by the same elements: the bird, the
grass, the springs of running water. The two poets use the same stereotypes, yet the

function of nature is different.

In Lipertis’ poem, nature reflects human misery, which is typical of
Romanticism, as well as folk poetry. For example, the bird is scared off by the horror
of events, and participtes in human emotion by mourning. In Solomos’ poem, the bird

is an unknowing participant in the action; it is watched by the mother of a starving

¥ Dionysios Solomos, ‘EAevBepot ITohopknuévor’, in Azavra, ed. by Politis, pp. 215 and 217.

2% Dionysios Solomos, The Free Besieged and Other Poems, trans. by Peter Thompson, Roderick
Beaton, Peter Colaclides, Michael Green and David Ricks, ed. by Peter Mackridge (Nottingham:
Shoestring Press, 2000), pp. 19 and 21.
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child, but remains unaware. The function of nature in Lipertis’ poem is reminiscent of
Michailidis’ use of a looming storm to symbolize the fermenting Greek revolution in
‘H Evvdtn Ioviiov’.”! This is similar to Lipertis’ description of the revolution as a
storm and earthquake immediately before his Liberty rises from the earth: ‘poa Edgpvov
aotpomdPfpovta, oeEWOUOG, oavepoldAn’ (‘but suddenly, thunder and lightning,
earthquake, storming winds’). ** Although Lipertis uses similar imagery to Solomos
for the evocation of the natural world, he uses it for a different purpose; nature, in
Lipertis’ poetry, not only reflects human emotion, it also illustrates the emotions the

reader should be experiencing at any moment.

Rather than using nature to signpost the emotions the reader should
experience, Solomos emphasizes the tragic irony of death in the context of the beauty
of nature in spring; the black rock and dry grass, gilded by sunlight, make the
besieged feel the bitterness of death a thousand times over. The poet himself wrote

about the intended effect of the descriptions of nature:

H C{on mov avoaotaivetow pe OAeg TIc yopEc,
avaPpolovtag OAovOe, VEa, AoyTaploTt), TEPLYLVOLEVN
€16 OAa ta Gvtar M {on aképon, ar’ OAa TG PHONG T
pépn, 0éAetl va katafdier tv avBpomvny yoyn [...] H
opaldtTng TG OQUONG, TOV TOVG TEPLTPLYLPILEL,
avéaivel €1 tovg gxBpovg TNV avvmopovncio vo
TApovy TN YOPUTOUEV YN, KOl EG  TOVG
TOAMOPKNUEVOVS TOV TTOVO, OTL BaL TN xdcsonv.25

Life which is being resurrected with all its joys,
bubbling up everywhere, new, delectable, pouring
over all creatures; life in its entirety, from all parts of
nature, wishes to overpower the human soul [...] The
beauty of nature, which surrounds them, increases in
the enemies their eagerness to take the charming land,
and in the besieged the pain, that they will lose it.

21 See p. 84.
2 Lipertis, Azavta, p. 60, stanza 5, In. 2.
>3 Solomos, Amavza, p. 216.
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In ‘EAevBepor [ToAopknuévor’, nature functions as a temptation, somewhat similar to
the myth of Tantalus: the besieged are surrounded by the resurrection of spring, while

they themselves must sacrifice living for the ideal of freedom.

Lipertis expresses a hellenocentric national identity in this poem; with his
references to mainland folk songs and Solomos, Lipertis creates an image of unified
Greek identity. It is apt that he chooses Crete as his subject, as Crete’s achievement of
autonomy through violent revolution was seen by many as an example to be emulated
in order to achieve eventual unification with Greece.?* Indeed, both Michailidis’
post-1898 Crete poems and Lipertis’ Crete poem, express hope that Cyprus will
eventually follow in Crete’s footsteps, which they imagine leading to unification with

Greece. For example, in ‘Eig tnv Kpimnv a’ Michailidis appears to address Cyprus:

KOl TO "XELG LEGO OTNV KOPILL, TIKPO TUPATOVO GOV,
TOPATOVO AANGLOVNTO, OAAG ANGUOVNGE TO,

€15 TNV HEYAAN GOV XAPAV KL OVTO GLYYDPNGE 10.2%

and you have it in your heart, your truly bitter sorrow
a sorrow unforgettable, but now you must forget it,
in your great joy even that, forgive it.

In the poem’s opening he pities those who have died wishing for the freedom of Crete
and never witnessed it; it appears Michailidis is referring to the continued colonial
status of Cyprus, and the possibility that he may die before that changes (which he
did). This is addressed more directly in ‘Aw v évoowv ™ Kpntng’, where the

personified Crete says:

KL OAa To oKAOP’ adéAeia pov, To okAGPa Ta Todid cov
Vv’ a&1wbovv kabhg ki ey®d Vv Belav ayKaAld Gov

% Crete became autonomous in 1898, and became part of the Greek nation-state in 1913, thirteen years
after the latest of these poems was written. Yet all three poems written after 1898 seem to assume that
her independence was a prelude to becoming part of an extended Greek nation.

3 Michailidis, Aravra, p. 157.
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K’ éva Koppt Ko o Kopotd va yivel n ouAn pog
K’ 1 TOVEAAMVIOC YOpA VoL Eivat 1) Y10pTH HOg.

and all my slave brothers, your enslaved children

may they receive their just rewards as I did, your divine embrace
and may our race become one body and one heart

and may the panhellenic joy be ever our celebration.

A similarly direct reference to the situation in Cyprus is made at the end of Lipertis’

‘Eig v Kpnnv’:

Aumotec va ’phet 0 kapdg K el kabmg ecéva
TETOL0L YIOPTN VA KAPOVUE KL e0BVG ag Eeyuynoo,
dev gipon okAdpog pa mobd erevtBepog va Cl']cm).257

May the time come for us like you
to have this celebration and let me die straight after,
I am not a slave but I yearn to live free.

This suggests the achievement of liberation is equated with the incorporation of
Cyprus into a larger Panhellenic state: the autonomy of Crete is greeted by the
jubilation of all Greeks (“yioptélovv 6Aot ot 'EAAnvec’, line 50), who would respond

in the same way to the autonomy of Cyprus.

Lipertis later wrote specifically Cypriot nationalist poetry. His most
significant patriotic poem is ‘To the Cypriot martyrs of the ninth of July 1821’
(‘Xrovg Tlumpidteg Mdaptupeg g evvdrng loviiov tov 1821°), written to be
performed at the unveiling of a monument housing the bones of the executed clerics,

which took place on the ninth of July 1930.**®

This commemoration can be interpreted
as part of a broader awakening of Cypriot-Greek identity, which culminated in the

protests and arson of Government House in Nicosia in 1931.

Comparing Lipertis’ poem to ‘H Evvétn Ioviiov 1821, ev Agvkwoio Kompov’,

Michailidis’ poetic re-enactment of the same historical event suggests Cypriot-Greek

26 Michailidis, Arovra, 165.
>7 Lipertis, Azavta, p. 61.
> Ibid, p. 274.
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identity changed between the eighteen nineties and the nineteen thirties. Relationships
between the different cultural groups on the island changed substantially, as did
attitudes to the interference of the outside powers of Greece and Turkey. Lipertis’
poem presents a less independent image of Cypriot Greeks than Michailidis’. In
Yrovg TCompunteg Mdaptoped', the focus of desire is indisputably on enosis, and the
Turks are presented as uniformly evil. Michailidis, on the other hand, distinguishes
between Turks, Turkish Cypriots, Greek Cypriots, and other Greeks. Michailidis and
Lipertis construct different images of the nation, yet both are occasionally referred to
as ‘national’ poets of Cyprus. This suggests Cypriot-Greek identity is flexible and not

clearly defined.

In addition to the differences in the identity articulated, Lipertis also
approaches his material differently from Michailidis, giving a more symbolic
rendering of the events of the ninth of July 1821. The poem addresses an audience
that knows the historical significance of the title’s date, as he does not describe events
in detail. The speaker describes a vision of the execution in the first stanza. He begins
by describing the noose hanging from a tree, and the sharpened swords; however, the
execution he is witnessing is not of the bishops, but of the homeland itself. In the third

5259

line, he states: ‘©aivectai pov tov tOTOV oG Bwpd patleAlepévov’ ™ (‘It seems to

me [ see our home butchered’).

In the second stanza, Koutsouk Mehmet, one of the Turkish leaders is
identified; once again, this is part of the speaker’s vision, and Mehmet serves as a

metonymy for Turkish brutality against the Orthodox Cypriots:

9 Lipertis, Azavra, p. 723, ‘Ztovg T{rpidteg Maptopeg’, stanza 1, line 3, hereafter line references
are given in parentheses in main text.
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Y1 tov Kovtoovk Meypét 0wpd, tovg Tovprovg, Ta Kakd Toug,
Tleivoug mov Enueptlicacty Tt adikobavaticav. (stanza 2, In. 1-2)

As if I see Koutsouk Mehmet, the Turks, their evil deeds,
Those who they dismembered and lost their lives in vain.

Lipertis goes on to elaborate on the ‘evil deeds’, and refers to the ‘heaps of bones’ left
behind by the martyrs of the nation: ‘Ev’ tovtot mov’ tlon dayapai otoifeg To KOKaAAd
toug’ (stanza 2, lines 1-2: they are the ones whose bones are heaped here). This
particular reference to martyrs’ remains, though made in the context of the execution
of the Bishops, and meant to be recited outside their mausoleum, also refers to the
suffering of the Cypriot-Greek populace. The third stanza details how the Turks

tortured the people, referring to rape, disembowelment, impaling and robbery.

The first time Lipertis addresses the Bishops directly is in the fourth stanza,
where he recounts their sacrifices and virtues, and calls upon them to be a guiding

influence on new generations of clerics:

[Ticxomot mov cuptodnAdy yia tov Xpi1oTov TV TeTV*

IMa v Hoatpidav ot omabi efdrav otov Aopov cog,

[Tov t&1 n KapTKIG GOG CTAAAUNY EV EGOANOVIGTNV,

[No va cwbei ) pavipa cag pe 1o paptopidv cog,

To yaipav Gog mov TOTIGEY Ta YOUATO TOV TOTOV

Na v’ deiytng, emg katl cuvtuotd, otpdra KaOe [Tickdmov. (stanza 4)

Bishops who were hanged for their faith in Christ;

For the Fatherland they even put a sword to your throats,
Whose hearts was never even slightly swayed,

So your flock could be saved through your suffering,

Let your blood which soaked the soil of the place

Be a beacon, light and a statement, the path of every Bishop.

Blood is a recurring symbol in discourses of national identity, as is the sacrifice of the
dead; Lipertis repeatedly links the blood of the martyrs to the physical landscape. In
this first instance, he describes the blood sinking into the soil, transforming the

landscape into the homeland.
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Throughout the poem, Lipertis draws the audience’s attention to the physical
presence of the nation’s martyrs in the surrounding landscape, as seen above.In stanza
5, Lipertis addresses the Bishops’ bones: ‘Koxkalo, mov movndveo cog cip@ovvia
enepdoav/ TG eylvnkev dapésa da Tov yapov mavabpty’ (stanza 5, lines 1-2: Bones,
over whom they passed like whirlwinds/ And this place became a festival of death).
The personified bones are a metonymy for the Bishops themselves, which links the

Bishops to the national landscape through their burial.

The use of bones in this context resembles Solomos’ “Yuvog’, where he

repeats the following stanza at four different points:

AT’ ta kékodo Byodpévn
tov EAAveov ta 1epd

KOl GOV TTPATO, OLVTPELOUEVT
yaipe, o yaipe Exevdepta! >

Literally translated, this means: ‘Emerging from the sacred bones of the Greeks, and
like at first filled with valour, hail, oh hail Liberty!” Liberty is represented as
something residing in the physical body of the people, which can only be released by
blood-sacrifice through armed struggle, which is reminiscent of Renan’s view on the

role of sacrifice for the nation (see page 55).
Lipertis describes rivers of blood growing the immortal tree of liberty:

To yaipav mov covocete, gv NNV YoUEVOV:

"Ennecev peg 6Toug mOTOIOVG TOVG GAAOVS TOV YOUULATOV

TG efAdotnoey g Aevtepkdg tletvto devipov T° abbdrtov. (stanza 6,
lines 4-6)

The blood you shed did not go to waste;
It fell in the other rivers of blood
and planted that immortal tree of liberty.

20 Solomos, Aravia, p. 71, stanza 2, repeated later.
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The tree of Liberty is a concept introduced by the American Revolution, then adopted
by the French. In this case, liberty is equated with the birth of a Greek nation; in the
next stanza, the speaker claims that the blood that was shed hardened the nation: ‘To
yaipav mov covomotnkev EPxoiev otpatiwtes’ (The blood that was shed created
soldiers, stanza 7, line 3). All of the above suggests the loss of blood in armed

struggle is necessary for the emergence of the nation.

At the end of the seventh stanza, Lipertis describes how ‘Mother’ Greece was
freed as a result of the Greek revolution of 1821: ‘Tt eénkabdpioev n yn n
Tovpromatnuévn/ Kar Cet topd n Mdva pog oyowav mpv kopoviacpévn’ (stanza 7,
lines 5-6: And the Turk-trodden land cleared/ And now our Mother lives crowned like
before). He goes on to describe how Cypriot-Greeks are separated from ‘Mother

Greece’, but predicts that if they are patient and persistent they will be reunited.

The two final stanzas are a plea to the Martyrs to teach the ‘enslaved’ Cypriot-
Greeks (‘o1 Aag ot oxhaPopévor’, stanza 9, line 3) how to fight for their freedom. The
moral of the poem is that without sacrifice, freedom cannot be achieved; the poet calls

for the martyrs he addresses to teach this to the Cypriot people:

TC axopa dackarevkete givta Aong va Lovoty,
[Mwg ev mokevtepdvVvovVTUL LE TEEPOATV GNKADOVVOLV,
Av hoapkdlovv Bdcava Tl avépknta PoPdvvouv. (stanza 10, lines 4-6)

Also teach them how to live,
How they will not be free with their head high,
If they consider suffering and passively stay silent.

The ending of this poem echoes the ending of Solomos’ “Yuvog’: in the last eighteen
stanzas, Liberty directly tells the Greek people how to be free. She warns them that
they will be tempted by the personification of Discord, and that they must resist, or

they will not be taken seriously by other nations. Finally, she tells the people to
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address the kings of Europe and ask them to observe the struggle of the Greek people

and come to their aid.

However, Solomos’ ending is a more direct call to arms. By putting the
rousing speech in the mouth of a newly empowered Liberty, Solomos legitimizes the
Revolution, constructing the formation of the Greek state as ‘liberation’. Liberty’s
ability to speak is indicative of the fact that the Revolution is already in progress, and
the awakening of the Greek national consciousness has already taken place. Lipertis’
speaker is calling for the Martyrs to give the sort of guidance that Liberty has already
given within the text of “Ypvog’; this suggests that the Cypriot-Greeks are still far
from the possibility of Revolution. Unlike Solomos’ Liberty, the Martyrs in Lipertis’
poem do not speak, which shows their lack of agency. This contrasts with the heroic

character of Kyprianos in Michailidis’ version.

Although Lipertis’ poem is not the same sort of call to arms as Solomos’
“Yuvoc’, it is still a call for the assertion of a national identity. It is important to note
that the identity promoted is not Cypriot-Greek, but mainland Greek. The only way
for the image of Cypriot-Greek identity Lipertis presents to be realized is for Cyprus
to become a part of Greece. This contrasts with Michailidis, who presents a more
ambiguous image of Cypriot-Greekness, particularly since he points out that the

Cypriot-Greeks did not participate in the 1821 Revolution.

Lipertis’ function within the contemporary canon of Cypriot-Greek literature
is difficult to identify, as he is most commonly discussed in relation to Michailidis as
a ‘second’ national poet, and seldom alluded to independently; however, his prolific
output in Cypriot Greek constitutes a significant contribution to the literary canon in

that language. This both bolsters the credentials of Cypriot-Greek as a literary
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language, and provides material for poets and readers interested in the literary
potential of the language. Therefore, Lipertis is an important figure in the Cypriot-

Greek poetic genealogy.
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Conclusion

Poets and poetry can play a significant part in the emergence of a national
consciousness. In the case of both Cyprus and Scotland, there is an official national

poet, whose work is seen as an embodiment of ‘national character’.

Furthermore, in both places many poets have used folk literature to inspire and
inform their works, linking themselves to the national landscape and the common
people. This engagement with locality has often taken the form of writing high
literature using local languages; the output of the poets discussed above has
contributed significantly to the viability of Cypriot-Greek and Scots as literary

languages.

In both Cyprus and Scotland, the image of the nation presented in poetry
altered between the national poets’ writing and the later engagement with the nation
by Dimitris Lipertis and Walter Scott, respectively. However, Burns’ radicalism and
Michailidis’ differentiation between Cypriot-Greeks and mainland Greeks are ignored

by nationalists wishing to present them as vessels of the nation’s identity.

The idealized image of the nation as presented in the poetry discussed above
has persisted as the stereotypical image of the nation. The following section
investigates how this image was challenged and re-interpreted by the advent of

modernity and the resultant Modernist thought.
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PART 2:

UPDATING NATIONAL IDENTITY
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Introduction

Though nations purport to be permanent and immutable in character, politics, society
and culture change constantly in response to historical and technological
developments. Consequently, the image of the nation onto which feelings of national
identity are projected gradually becomes different from the nation’s present reality.
Texts forming the foundations of national identity, such as the works of national
poets, become gradually less relevant to the daily lives of the nation’s members. New
texts, which engage with the reality of the nation in the present, often break with
traditions as embedded in the nation’s foundation texts, challenging definitions of

both the nation and literature.

In marginal national cultures, there is often strong resistance to change, as the
preservation of the nation’s integrity is seen as vital for its survival; consequently,
new literary movements can take longer to be adopted, as experimentation may be
seen as capitulation to culturally dominant external influences. As a result,
international literary movements often take on local characteristics as they are adapted
for local use; for example, Odysseus Elytis’ ‘Greek’ modernism gave the Greek
nation centre-stage, while other European modernisms rejected nationalism. Despite a
culture of resistance to change, in both Scotland and Cyprus poets have responded to
changing realities, and have engaged with international literary movements to produce
works which bring the image of the nation into their present day. However, as Elytis
did in Greece, poets have adapted formal and ideological innovations to suit their

local literary cultures.

In Cyprus, an awakening of Cypriot-Greek nationalist feeling led to the

installation of a repressive regime under Governor Palmer from 1931-1939.
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According to Kleitos loannidis, this led Cypriot-Greek writers to try more decisively
to express a Greek identity: ‘cto Aoyoteyvikd keipeva g meptddov @aivoviot
JLTAL TO AYOVIOTIKG OPOUEVO TOV KOPOV Kol 1) TITOVIKY TPOCTAOs NG
nvevpoatikig Kompov va dwotnpnoet ehevBepn kot eAANVIKY TNV Tondeion kol T
euoloyvopia Tov Tomov’ (‘in the literary texts of the time the revolutionary activity of
the period is clearly evident as is the titanic effort of intellectual Cyprus to maintain a
free and Greek education and local character’).”®! Combined with changes in society
brought about by modern advances in technology and transport, this led to stylistic
developments in Cypriot-Greek writing, as writers tried to reflect the new world in

which they lived.

In Scotland, the experience of World War I and the gradual dissolution of the
British Empire rekindled a desire to express an independent Scottish identity. The
First World War had a cataclysmic effect on the established order of society in
Europe. The high death toll among young men led to women remaining part of the
work force after the war, which altered the social landscape, but also led to loss of
faith in military and political leaders all over Europe. Furthermore, the new
experience of total war changed the way people thought about combat and sacrifice,
and the way these relate to the nation, which undermined the foundation narratives of
most European nationalisms, with relied on ideas of divine protection and willing
sacrifice for the nation. As Peter Childs writes, ‘World War I shattered any remaining
belief in natural or supernatural benevolence, in terms of aristocratic noblesse oblige
or providence’. *** The search for new identities after the war popularized the

modernist movement throughout Europe. In Scotland, this took the form of the

Scottish Renaissance.

20! Toannidis, p. 125.
262 peter Childs, Modernism (London: Routledge, 2000), p. 55.
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As discussed on page 42, arguments for a distinct Scottish identity were
strengthened after the Second World War, as the discovery of North Sea Oil in the
nineteen-sixties gave Scottish Nationalists a new base upon which to argue for
independence.*® The cultural differences between Scotland and England became
more pronounced during the Thatcher years, when it became apparent that it was

possible for the Scottish people to be ruled by a government they did not elect.***

The following two chapters explore the importation of modernist poetic ideas
by Hugh MacDiarmid and Edwin Morgan in Scotland, and Kostas Montis in Cyprus.
Chapter 4 discusses their engagement with the nation’s past and visions of its future.
Chapter 5 explores their experimentations with language and contributions to the

creation of a modern local literature.

3 Acts of Union, p. 31.
4 See p. 42.
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Chapter 3: (Re)imagining the Nation’s Past: Modernist Visions of Time

As Michael H. Whitworth describes it, ‘““modernism” is not so much a thing as a set
of responses to problems caused by the conditions of modernity’.?> Some locate the
artistic movement’s beginning in the late nineteenth century, with the appearance of
new styles, such as Impressionism in painting, or Realism in drama. Some locate it in
the mid nineteenth century, with the crisis of belief arising from industrialization, the
disruption of traditional social patterns, as well as change brought about by scientific
discoveries, such as Darwin’s theory of evolution. According to Margery Palmer

McCulloch,

just as new political and social practices had to come
into being to deal with the human and social actuality
of this changing world, so new art forms had to be
created to give it expression, and new philosophical
and intellectual approaches had to be developed to
analyze its implications and possibilities.**®

Many writers and artists in Scotland and Cyprus took up the challenge, despite their

cultural establishments’ resistance to change.

This chapter will discuss poets who engaged with European Modernist ideas
and adapted them for the realities of their homelands; in Scotland the most significant
were Hugh MacDiarmid (1892-1978) and Edwin Morgan (1920-2010), while in
Cyprus the most important poet writing in Greek was Kostas Montis (1914-2004). All
three re-engaged with the past in order to evoke a cultural identity that is relevant in
the present, and takes cataclysmic changes of the recent past into account.

MacDiarmid and Morgan address the effects of technological and social change on

265 Michael H. Whitworth, Modernism (Oxford: Blackwell, 2007), p. 5.
266 Margery McCulloch, Scottish Modernism and its Contexts, 1918-1959: Literature, National Identity
and Cultural Exchange (Edinburgh: Edinburgh University Press, 2009), p. 2.
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Scotland, while Montis searches for a new identity first in the independent Cyprus of

the 1960s and then in the aftermath of the 1974 Turkish invasion.

Hugh MacDiarmid was a poet, journalist and essayist, who was politically
active as both a Scottish nationalist and Communist. Edwin Morgan came of age as a
writer in a literary environment dominated by MacDiarmid, and to a great extent
continued the latter’s quest for an independent Scottish literature. Both MacDiarmid
and Morgan were advocates of Scottish political independence. Edwin Morgan
bequeathed £918,000 to the SNP in his will, which is being used to fund the ‘yes’
campaign for the 2014 referendum.*®’ In Cyprus, Kostas Montis stands out for his
revision of poetic form: he challenged the definition of poetry, and argued there was a
close relationship between poetry and trauma, and that therefore the function of

poetry in society was to address trauma.

Modernist literature seeks new ways to interact with the past. The experience
of the First World War led to a great wave of pessimism for many European writers.
T. S. Eliot, in “Ulysses”, Order and Myth’ claims that Joyce manipulates ‘a
continuous parallel between contemporaneity and antiquity’, and argues that other
writers must follow Joyce’s example, as it is a way ‘of controlling, of ordering, of
giving a shape and a significance to the immense panorama of futility and anarchy
which is contemporary history’.268 This desire to give shape and order to the chaotic

experience of modernity motivates many writers after the First World War, and is a

significant element of the ideology of modernism.

%7 Angus Robertson, ‘Roadmap to Independence’, Angus Robertson MP Addresses the SNP
Conference in Inverness, 23 October 2011 http://www.snp.org/blog/post/2011/oct/angus-robertson-
roadmap-independence accessed 23 August 2014

28 T_S. Eliot, Selected Prose of T.S. Eliot, ed. by Frank Kermode (London: Faber, 1975), p. 177.



http://www.snp.org/blog/post/2011/oct/angus-robertson-roadmap-independence
http://www.snp.org/blog/post/2011/oct/angus-robertson-roadmap-independence
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Hugh MacDiarmid’s mythical vision of time

In his New Year's speech on 31 December 2011, Alex Salmond, Scottish First

Minister, quoted the final couplet of Hugh MacDiarmid’s poem 'Gairmscoile':*®

For we ha’e faith in Scotland’s hidden poo’ers

The present’s theirs, but a’ the past and future’s oors.?”

Salmond’s speech advocated Scottish independence through a tripartite vision of
Scotland in past, present and future, and was delivered from the National Museum of
Scotland in Edinburgh. The location of Salmond’s delivery emphasises the
significance of possessing the narrative of the past in order to build a nation in the
future; in the independence debate, the ‘yes’ campaign is using the idea of a

historically independent Scotland to argue for a modern Scottish nation.

Hugh MacDiarmid (1892-1978) believed that Scotland needed both political
independence and cultural regeneration. Scotland’s lack of independence was
simultaneously a driving force and a frequent stumbling point in MacDiarmid’s
writing. His belief in the necessity of Scottish independence motivated prolific and
inventive writings of both poetry and prose; yet the absence of an independent
Scottish cultural tradition made him feel creatively isolated. These feelings are
summarized in ‘The Mavis of Pabal’, a section of the long poem To Circumjack

Cencrastus:

I am the mavis o’ Pabal,
A pool cut aff frae the sea,
A tree without roots that stands

On the ground unsteadily.””"

[...]

2% David Maddox, ‘The future’s oors, Alex Salmond tells Scotland’ Scotsman, 31 December 2011.

" Hugh MacDiarmid, Complete Poems, 1920-1976, ed. by Michael Grieve and William Russell
Aitken, 2 vols. (London: Martin Brian & O'Keeffe, 1978), 1, 75.

2! Macdiarmid, Complete Poems, 1, 191.
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For poetry’s no’ made in a lifetime
And I lack a livin’ past;

I stand on the tap o’ the hill

-But the miracle canna last!*’*

The feasibility of writing Scottish poetry within the United Kingdom was often
questioned by poets and intellectuals of the mid-twentieth century. MacDiarmid
supported the possibility of independent Scottish literature, despite his worries of
creative isolation. The mavis’s lament for her lack of /iving past refers to the lack of a
continuing literary tradition in Scots, which caused MacDiarmid to turn to dead poets
and antiquarian works on the Scots language for inspiration. He created his own
literary language from these sources as well as his knowledge of spoken Scots, which

he called ‘Synthetic Scots’.

Hugh MacDiarmid, born Christopher Murray Grieve, was as active in politics
as he was in literature. He was a founding member of the National Party of Scotland,
one of the SNP’s precursors, as well as a member of the British Communist Party, and
he continued writing articles as C. M. Grieve on Scottish politics and contemporary
affairs even after adopting the pen name Hugh MacDiarmid for his poetry. Yet he was
never entirely in agreement with either nationalists or Communists, and was expelled
from the NPS in 1933 and from CPGB in 1936.%” The poet Hugh MacDiarmid can be
credited with bringing modernism to literature in Scots, as well as leading the

establishment of a new, vibrant Scottish poetic scene in the twentieth century.

MacDiarmid began writing from a position of disillusionment with Scotland’s
people and literature; Edwin Morgan compares this to the position from which James

Joyce wrote Dubliners in Ireland: ‘an intense exasperation with the state of the

272 Macdiarmid, Complete Poems, 1, 192.

7 Alan Norman Bold, MacDiarmid: Christopher Murray Grieve, a Critical Biography (London:
Paladin, 1990), pp. 289 and 343-344.
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country, focused especially on the apathy or indifference of the people.” *™*

MacDiarmid challenged the indifference of the people to Scottish culture by
producing demonstrably Scottish poetry that would be classed as ‘high literature’ by
Western European standards. In order to do this, he experimented with Scots and

English language and modernist poetic form.

MacDiarmid’s poetic projects were ambitious in scope; he wrote several long,
complex poems, two of the most significant being 4 Drunk Man Looks at the Thistle
(1926) and To Circumjack Cencrastus (1930). These belong to the same school of
modernist poetry as Eliot’s The Waste Land and Four Quartets. According to
Margery McCulloch, MacDiarmid’s Cencrastus and Eliot’s Four Quartets share a
common theme: ‘Both poets seek to catch hold of a moment out of time and both

d.’>”® This search for the universal

realize that only through time is time conquere
moment which transcends time grounds MacDiarmid in the Modernist tradition:

through all his use of fragmentation in his work, he believes in the existence of Grand

Narratives.

In both Cencrastus and A Drunk Man, MacDiarmid attempts to decode the
relationship between past, present and future, and to evoke a functional Scottish
identity in a changing world. It is widely held that A Drunk Man is a more successful
work than Cencrastus, yet the two broach similar subjects. W. N. Herbert argues that
the two poems have opposite trajectories; 4 Drunk Man opens with a promise to begin

‘Wi’ what’s still deemed Scots’ and to 'spire up syne by visible degrees/ To heichts

2" BEdwin Morgan, Hugh MacDiarmid, Writers & their Work, ed. by Ian Scott-Kilvert Harlow ([n.p.]

Longman for the British Council, 1976), p. 3.
" Margery McCulloch, ‘The Undeservedly Broukit Bairn: Hugh MacDiarmid’s To Circumjack
Cencrastus’, Studies in Scottish Literature 17, no. 1 (1982), pp. 165-185, (p. 169).
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whereo' the fules ha'e never recked.””’® To Circumjack Cencrastus, on the other hand,
‘starts “in heichts whereo’ the fules ha’e never recked” and finds itself inexorably
descending to the temporal, the local, and the quasi-autobiographic’.*’” This
difference in trajectory could account for some of Cencrastus’ difficulty, as the reader
is plunged into a philosophical exploration with no preamble. It also alienates the
reader from the personal and local elements of the poem, as the downward trajectory

from universal to individual tends to belittle the latter.

It has, alternatively, been argued that Cencrastus is less successful because the
symbol of the snake is not as effective as the Drunk Man’s Thistle at unifying the
disparate material within the poem; McCulloch argues that Cencrastus needs symbols
to ‘help objectify and structure’ the poet/speaker’s responses to his situation and
‘embody his metaphysical search’, but the serpent is unable to carry out this function,
because ‘its essential core of meaning is not sufficiently realized and consistent.*”®
What makes the coherence of the symbolism particularly important in Cencrastus is
the fact that the speaker is the poet himself. In 4 Drunk Man, on the other hand, the
poet speaks through a persona whose cultural relevance to contemporary Scotland at
the time, McCulloch argues, is comparable to the medieval Italian cultural
significance of the journey through hell, purgatory and heaven, as used by Dante in

the Divina Comedia.”” Furthermore, the symbols of thistle and moon are more

effective and resonant than the serpent.

In A Drunk Man, the abrupt changes in tone and ambitious flights of

philosophical fancy are legitimized by the largely sympathetic persona of the drunk

716 W. N. Herbert, To Circumjack MacDiarmid: The Poetry and Prose of Hugh MacDiarmid (Oxford:
Clarendon Press, 1992), p. 71.

2" Herbert, p. 71.

7 McCulloch, ‘The Undeservedly Broukid Bairn’, p. 167.

7 Ibid, p. 166.
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man, lying on a hillside looking at the moon through a thistle, a Scottish performance
of Oscar Wilde’s lying in the gutter and looking at the stars.”® The playful nature of
the presentation warms the reader to the poem’s content, and makes the poem’s
difficulty less confrontational: after all, one does not feel obliged to understand every
element of the ramblings of a drunk man. Cencrastus, on the other hand, is presented
from the point of view of the poet. While it covers similar themes to A Drunk Man,
the context makes the polemic passages more confrontational and philosophical
tangents more open to scrutiny. Cencrastus is let down by the lack of internal humour,

which allows A Drunk Man to be successful despite its difficulty.

Cencrastus makes direct challenges to the accepted narrative of Scottish
history, most prominent of which is its rejection of the narrative of the Union as

salvation in ‘The Parrot Cry’:

Tell me the auld, auld story
O' hoo the Union brocht
Puir Scotland into being
As a country worth a thocht.
England, frae whom a' blessings flow
What could we dae withoot ye?
Then dinna threip it doon oor throats
As gin we e'er could doot ye!
My feelings lang wi’ gratitude
Ha’e been sea sairly harrowed
That dod! I think it’s time
The claith was owre the parrot!*'

The aggressively sarcastic tone of this passage makes MacDiarmid’s feelings about
the Union clear: he sees it as the agent of Scotland’s oppression rather than its
liberation or financial salvation. The parrot in this six-stanza segment of Cencrastus

represents the voice of the outsider, repeating stereotypical statements about Scotland

20 Wilde, Oscar, ‘Lady Windermere’s Fan’, Act 3, in The Importance of Being Earnest and Other
Plays, Oxford World's Classics, ed. by Peter Raby (Oxford: Oxford University Press, 2008), p. 44.
2! MacDiarmid, Complete Poems, 1, 184.
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and Scottish identity; in each stanza, MacDiarmid lists a selection of stereotypes, and
ends with the refrain ‘think it time/ The claith was owre the parrot!’, arguing that it is
time new ideas were expressed and debated rather than repeating the same

interpretations of the Union as truth.

The poet deviates from this form in the fourth stanza, where the foreign

identity of the parrot becomes clear:

Fetch ony native Scottish bird

Frae the eagle to the wren,

And faith! you’d hear a different sang

Frae this patterned foreigner’s then.
The marine that brocht it owre
Believed its every word
-But we’re a’ deeved to daith
Wi’ this infernal bird.”*

Here MacDiarmid is arguing for the need for Scottish people to articulate their own
identity, and assert themselves against stereotypes imposed upon them from the

outside, a project with which he engages enthusiastically in the majority of his works.

The call to repossess the Scottish past from outsiders is repeated many times
in A Drunk Man; this is often expressed through reference to Scottish institutions the
speaker claims have been adulterated, starting with the whisky that made him drunk

(lines 18-20):

And a’ that’s Scotch aboot it is the name,
Like a’ thing else ca’d Scottish nooadays
-A’ destitute o’ speerit juist the same.**?

In one of his more memorably xenophobic moments, the Drunk Man complains that

even the Burns Supper is no longer the Scottish institution it once was (lines 37-40):

282 MacDiarmid, Complete Poems, 1, 193.

* Hugh MacDiarmid, A4 Drunk Man Looks at the Thistle; An Annotated Edition, ed. by Kenneth
Buthlay (Edinburgh: Scottish Academic Press, 1987), p. 6.
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You canna gang to a Burns supper even

Wi’oot some wizened scrunt o’ a knock-knee
Chinee turns roon to say, ‘Him Haggis — velly goot!’
And ten to wan the piper is a Cockney.”*

MacDiarmid’s resentment of the foreign appropriation of Scottish traditions is a result
of his worry that true Scottish culture will be suffocated by the tourist-board approved
version, and will therefore be unable to evolve independently and be eclipsed by
dominant cultures, such as the English literature Scottish poets are alleged to belong
to. The racist treatment of the Chinese Burns fan is an example of the Drunk man

persona deflecting offence.

Despite their differences in tone and presentation, A Drunk Man Looks at the
Thistle and To Circumjack Cencrastus both argue that in order for a Scottish culture
to develop independently in the future, it is necessary to reframe the narrative of the
past from a Scottish perspective. This argument appears repeatedly in Christopher

Murray Grieve’s journalistic writings.

% MacDiarmid, 4 Drunk Man Looks at the Thistle, p.6.
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A skin to be shed, a memory to embrace: Edwin Morgan and the past that creates

the future

Edwin Morgan (1920-2010) was a prolific poet with a broad range of interests, from
history to technology and science fiction. While he shared MacDiarmid’s reservations
about official historical narratives, he still considered engagement with the past
worthwhile, but demonstrated that it was important for that engagement to be critical
rather than sentimental. As McGuire and Nicholson describe it, ‘Morgan invites us to
consider the past as not always something to be embraced and held close, but also a
skin to be shed.”® Morgan constructs the past, present and future in a post-modern
relationship, as non-linear, interacting entities, subverting traditional concepts of time
and history. This interaction constitutes a central concern in his attempts to articulate

a viable identity for the Scottish present.

Many of Morgan’s poems about the past turn out to be about the future. For
example, ‘The Archaeopteryx’s Song’ is narrated by a fossil, a symbol of the past, but
turns out to be about evolution, a vision of the future. Initially, the Archaeopteryx
laments its inability to fly, because it is encased in rock. Then, it lists the things it

needs to change:

It’s feathers I need, more feathers

for the life to come. And these iron teeth

I want away, and a smooth beak

to cut the air. And these claws on my wings, what use are they
except to drag me down, do you imagine

I am ever going to crawl again?**®

Morgan’s prescient Archaeopteryx connects the past to the future through the

imagined evolution of its body. The poem centres on a paradox, as the Archaeopteryx

2% Matt McGuire and Colin Nicholson, ‘Edwin Morgan’, in The Edinburgh Companion to
Contemporary Scottish Poetry, ed. by Matt McGuire and Colin Nicholson (Edinburgh: Edinburgh
University Press, 2009), pp. 97-110, (p.103).

%6 Edwin Morgan, Collected Poems (Manchester: Carcanet, 1996), p. 403.
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making its plans for future evolution is a fossil, and thus, proverbially, beyond
change. To resolve the paradox, the reader imagines continuity from creature to
creature: the Archaeopteryx’s desire for feathers gives birth to birds. The poem
parallels imagination and science, as the Archaeopteryx fossil was likely valuable for
the study of avian evolution. In giving the Archaeopteryx a voice and desires, Morgan
highlights the significance of the past for the formation of the present. Rather than the

key to understanding avian evolution, the Archaeopteryx becomes its agent.

This vision of interconnected time informs Morgan’s ideas about Scottish
poetry and its relationship to the past. In ‘The Beatnik in the Kailyard’ (1962),
Morgan argues that it is important for poetry to change with the times in order for it to

retain its relevance:

material differences in society imply spiritual, moral
and aesthetic differences, and although writers can
struggle along for a time on language, on myth, on
nature, on ‘eternal emotions’, there comes a day of
reckoning when they realize that they are not speaking
the same terms as their audience.”’

Yet Morgan still recognizes the significance of the past in shaping the poetry of the
present. This is playfully illustrated in ‘Seven Headlines’, in which he creates English
words by taking letters from the final line of the poem, a citation from Arthur
Rimbaud’s Une Saison en Enfer: ‘il faut étre absolument moderne’. The first of the
‘headlines’ is ‘old solemn ode sold for fender iron’, while the seventh is ‘no fetter for
the absolute modern men’.”® While the ‘old ode’ is disposed of at the beginning of
the poem, it still functions as a point of origin, showing that even the absolute modern

men have a past. The technique of the poem also shows that the ‘old ode’ is

7 Edwin Morgan, ‘The Beatnik in the Kailyard’, in Essays (Cheadle: Carcanet New Press, 1974), p.
175.
% Edwin Morgan, The Second Life (Edinburgh: Edinburgh University Press, 1968), p. 49.
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physically contained within the phrase ‘il faut étre absolument moderne’,

demonstrating that the future, no matter how remote, is formed by the past.

While Morgan is in favour of poetic innovation, he cautions against a
wholesale rejection of the past. In particular, he defends the Kailyard school, which
MacDiarmid rejected because he objected to the idea it promoted of Scottish literature
as unchallenging and sentimental. The Kailyard school emerged in the 1890s, and
consisted of a group of novelists who wrote fiction set in an idealized, rural Scotland

and did not engage in contemporary Scottish issues. Morgan writes:

No one would blame the modern Scottish Renaissance
writers for their violent reaction against the Kailyard,
but such a reaction was liable to depreciate certain
central qualities, as if a man should refuse bread
because he finds he can eat oysters.”™

From Morgan’s point of view, all past literary movements, including the Kailyard,
have contributed to the development of contemporary Scottish poetry, and are
consequently historically significant. Kailyard is not only important as a past literary
movement; its rejection by the Scottish Renaissance is also significant, as it was an
attempt to reinvent literary Scottishness, which could not be understood if the
Kailyard school were erased from history. Rather than rejecting the Kailyard, Morgan

embraces it as an aspect of the Scottish literary past which formed the present.

Morgan concludes the Beatnik by arguing that it is important not to reject
incongruous combinations of past and present elements of Scottish poetry, as these

are a manifestation of true Scottish culture:

There are patterns and meaning in modern Scottish
literature but writers who are most conscious of their
Scottishness are often afraid to look for them in case
the vivid image of the truth should overturn their

¥ Morgan, ‘Beatnik’, p. 168.
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notions of what “Scottish” ought to mean. If we see a
beatnik in the kailyard, he is as well being studied as
shot down.*”

Morgan cautions against the idea of fixed identity, opening the way for Scottish
poetry to explore new themes and concepts, and encouraging the creative use of
traditions to enable the continued evolution of contemporary poetry. The past
becomes a fluid entity, which changes to accommodate new developments: an

extension of the present, rather than a time entirely divorced from it.

The above exemplifies Morgan’s general attitude to poetry, which is evident
from the progression in his own collections; while he has a definite interest in
experimental poetry and futuristic subjects, he is equally interested in Scotland’s
literary past and linguistic origins. As Chris Jones writes, ‘Morgan is a Medievalist as
well as a futurist’.®' This is evident from Morgan’s engagement with Old English
poetry, discussed in the following chapter. Although Morgan has written much poetry
about the future, and regularly uses innovative and futuristic methods, according to
Jones, ‘any notion that [Morgan] has eschewed the past for a brave new vision of the

space-age future is crudely reductive.’***

Morgan’s visions of the future have their
origins in the past; he sees the past as a gateway to the future. This interaction is

illustrated in his science fiction poems, as well as ‘The Archaeopteryx’s Song’

discussed above.

Morgan published Stargate: Science Fiction Poems in 1979, a collection
focused on scientific developments such as cloning, particle physics, space travel and

astronomy. Yet images of the past often appear in his descriptions of these futuristic

2% Morgan, ‘Beatnik’, p. 175.
*! Jones, p. 149; Morgan, Collected Poems p. 176.
2 Morgan, ‘Beatnik’, p. 176.
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discoveries. In ‘Particle Poems’ Morgan personifies particles, humanizing the world

of quantum physics, while observing its uncanny nature through the use of humour:

The old old old old particle

smiled. ‘I grant you I’m not beautiful,’
he said, ‘but I’ve got charm.

It’s charm that’s led me where [ am.’

Opened up his bosom, showed me a quark.
It gleamed. He grinned like a clam. ‘Sort of
heart, really, though I’ve got four.

They’re in orbit, and what for >

The six numbered ‘Particle Poems’ are reminiscent of riddles, which bring to mind
the Anglo-Saxon riddles from the Exeter book. The reader feels compelled to guess
the identity of the particle; for example, the ‘old’ particle above gives the clue of its
age, the quark in its bosom, and its four orbiting ‘hearts’, which are probably
electrons. Based on the ‘hearts’, one might guess the particle is Beryllium, which has

an atomic number of four.

Beryllium is used in the construction of atomic clocks, which are the most
accurate devices for measuring time; this is another hint at the identity of the particle,

as in lines 20-24 there is a reference to time:

a book

of hours, and hours themselves like days
in love, and even nanoseconds raised

by charm to higher powers, wait

until I make them, and fade.

The above can be interpreted as a description of the atomic clock: a ‘book of hours’
has the connotation of defining time, while the image of the creation of nanoseconds
and their subsequent fading is reminiscent of a clock’s creation of divisions of time.

The image of the book of hours links this modern clock to medieval practices of time

% Morgan, Collected Poems, p. 384.
** Ibid.
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keeping, suggesting another link between Morgan’s riddle and the riddles of the
Exeter book. This is an incongruous intrusion of medieval history in the discussion of
modern science, which illustrates Morgan’s vision of human culture and development
as one broad category, comprising past, present and future. Though very different,
both book of hours and atomic clock were invented to address the same eternal human

problem: measuring time.

Morgan also wrote poems on more mundane contemporary technological
developments. He wrote a series of poems about a personified computer attempting
various human activities, such as writing Christmas cards, with variable, but generally
limited, success. The personification of the computer acknowledges technology’s
significant role in our everyday lives, while Morgan’s language games in the
Computer poems draw parallels between human language and code. For example, in
‘The Computer’s First Christmas Card’, the Computer struggles to arrive at a

Christmas greeting; it begins by combining Christmas-related words:

jollymerry
hollyberry
jollyberry

merryholly*”

Several lines later, it becomes further removed from what it is trying to express:

Jerryjolly
bellyboppy

Jorryhoppy
hollymoppy™*

Morgan appears to be testing the elasticity of language, experimenting with sounds to
see how far from the original words he can venture without losing the connection to

the underlying meaning. If, as Saussure says, ‘the sign unites, not a thing and a name,

% Morgan, The Second Life, p. 50.
* Ibid.
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but a concept and a sound-image’, Morgan is testing to what extent he can modify the

sound-image while continually drawing the reader back to the same concept.”’

Finally, the computer gets hold of the word it is looking for, and it looks like

the riddle may have been solved:

merrymerry
merrymerry
merryChris
ammerryasa
Chrismerry
asMERRYCHR
YSANTHEMUM*®

At the last moment, the Computer changes tack, surprising the reader; Christmas may
easily be confused with a Chrysanthemum, from the machine’s perspective. This
misappropriation of the signifier reveals a gap in language; although the computer is
unsuccessful in its enunciation of a Christmas wish, the reader still makes the
connection between ‘MERRYCHR’ and ‘MERRYCHRISTMAS’. The disruption of
the reader’s expectation by the final line does not simply divert the reader onto the
signified normally accessed via the word ‘chrysanthemum’, as the word ‘merry’ is
still attached to the sign. This leads to the overlapping images of two signified, ‘merry
Christmas’ and ‘chrysanthemum’ setting the religious celebration against a product of
nature, causing amusement by surprise. ‘The Computer’s First Christmas Card’ also
challenges the reader’s assumptions about language. The computer’s use of language
as a series of sounds in a trial-and-error process of looking for the right word

emphasizes the arbitrary nature of the sign.

Morgan’s poems often incorporate echoes of the past when dealing with the

future, and to look to the future when dealing with the past. In all the instances

27 Saussure, Ferdinand de, ‘Course in General Linguistics’, in The Norton Anthology of Theory and
Criticism, ed. by Vincent Leitch et al. (London: Norton, 2001), pp. 960-977, (p. 963).
% Morgan, The Second Life, p. 50.
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discussed above, Morgan demonstrates that technological, scientific and social
developments in the present require that we look at the past with fresh eyes, allowing
potentially embarrassing chapters such as the Kailyard school to acquire new meaning
with the evolution of contemporary culture. Morgan shows that narratives of the past

are shaped by the present, and affect visions of the future.
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An immense panorama of futility? Kostas Montis and history

Kostas Montis (1914-2004) was poetically subversive and politically engaged. He
participated in the EOKA Cypriot-Greek independence movement between 1955 and
1960, and often expressed anti-Athenian views. While Montis is interested in the past,
many of his poems condemn History, suggesting that he is dissatisfied with official
narratives of the past. In addition to challenging historical narratives, Montis also
challenged the definition of poetry. He published several collections of ‘moments’
(‘otiynés’), short poems of between one and four lines, often untitled, each of which

was meant to capture a particular thought or emotion.

Montis wrote several ‘moments’ entitled ‘Iotopia’ (‘History’) in which he
challenges the usefulness of history for contemporary society. Montis inherited an
evolved tradition of ‘historical’ poetry, as many canonical Greek poets of the late
nineteenth and twentieth century considered history to be a highly significant subject
in their work. One of the most notable is Constantine Cavafy (1863-1933). Cavafy
used history in different ways in his poetry; in some poems the past is a moral
allegory for the present, in others he writes exclusively about the past with no
reference to the present, and in some the experience of the historical past is
juxtaposed with the experience of one’s personal past. According to Roderick Beaton,
‘what is represented, questioned and constantly re-examined in Cavafy’s historical
poems are not the facts of history (“What happened?) but history itself (“How is

history made?”)’.**” Cavafy was fascinated by history, and found solace in its order.

% Roderick Beaton, ‘The History Man’, Journal of the Hellenic Diaspora 10 (1983), pp. 23-44, (p.
31).
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While Montis is, like Cavafy, aware of the constructed nature of history, he is
not fascinated by it in the same way. He rejects history and presents it as a source of

trauma. As Georgis puts it,

H mpocéyyion tov elval avtiebvikioTikn, avaTpenTiK.
[...] Emyepel po amoddunon g mopadedopévng
avtianyng g lotopilag. Apgiopntel v eyxvpdnra,
TN XPNOYWOTNTO KOL TV AVTIKELEVIKOTNTA rng.m

His approach is anti-nationalist, subversive. [...] He
attempts a deconstruction of the accepted notion of
history. He questions its validity, usefulness and
objectivity.

This position is evident in many of Montis’ ‘moments’, where he attacks history for

being invented, unnatural and useless.

In ITixporvouevog ev eovtw (Bitter Sadness Inside, Nicosia 1975), Montis calls

for the demolition of history:

Apyiote Aowdv va katedailete v lotopia,
’ I3 ’ ’ 1
apyiote, emtéhovg, va kotedopilete v Iotopia!”

So start demolishing History,
start demolishing History at last!

The capitalisation of the ‘I’ in ‘Iotopia’ is both a convention in modern Greek when
referring to ‘history’ as opposed to ‘the story’, but also functions as a personification
of History in some of Montis’ poems. The poet’s call for the demolition of history
suggests he is disillusioned by it, and views it as redundant, or even as a hindrance to
progress. The image of history as a physical structure to be torn down is a metaphor
for history as a narrative structure, in which national foundation narratives support
particular interpretations of the recent past. Montis’ call to ‘start” demolishing this

structure hints at its embedded complexity, suggesting the demolition of history

3% Giorgos Georgis, ‘H Anoddpmon g Iotopiog’, H Aéén 152 (July - August 1999), pp. 362-370, (p.
364).
! Kostas Montis, [Tixparvéuevoc ev eavter: moujuore (Nicosia: [n.pub.], 1975), p. 4.
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would be a long process, or even that it is a perpetual process that must be begun but

can never be completed.

This poem echoes a fragment on history published in Koz tot” ev ervalin
Kompw... (And then Cyprus was invaded, Nicosia 1974) under the bracketed title

[Zréyerg yia v lotopia] (‘Thoughts about history”):

Aowdv, pavracHeite v Iotopia va katappéet,
. . 02
pavtaobeite To ydovmo tc!®

Well now, imagine History collapsing,
imagine her thud!

There is an undercurrent of glee in imagining history’s collapse emphasized by the
colloquial word ‘ydovmo’. The colloquial tone also undermines the intellectual
superiority of history: were it to collapse, it would fall with a thud like any other

structure.

In ITikparvouevog v eavtw, there is a more direct denunciation of history, in

which the speaker addresses history’s personification:

[ZTOPIA

Kotapapévn n otrypn
OV AVOLEES TOL VIEPTEPLD GOV
va ypayels to mpdro cupPav!>?

HISTORY

Cursed be the moment
when you opened your books
to write down the first event!

The personification of history constructs it as an entity able to bear blame,
transforming the abstract notion of history into a concrete individual with agency,

capable of tormenting the poet. Montis personifies history as a woman and then levels

%92 Kostas Montis, Kaz Tot' Ev Ewvain Kompeo: Houjuoze (Nicosia: [s.n.], 1974), p. 85.
3% Montis, IMixkparvéuevog, p. 16.
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accusations against her in many poems. In [Xxéyeic yio v Iotopia], the poet incites

the reader to rebel against history:

Avtemtebeite, maidid,
ypéote T Sk g lotopia
va dovpe TG Ba TG apéoet!

Counterattack, guys,
write her History
let’s see how she likes that!

In these poems it appears that Montis sees the recording of history as a violent act,
and believes the narrative of history compromises his personal freedom. This
combative relationship with history is reminiscent of the sentiment expressed

repeatedly in James Joyce’s Ulysses: ‘It seems history is to blame’.*” Like Stephen

Dedalus, Montis views History as a nightmare from which he is trying to awake.’”

The narrative of the past hinders his personal expression in the present.

Elsewhere, Montis combines the observation of history’s artificial nature with

the expression of his disillusionment by the concept of statehood:

[Towo «kpdtogy, KOPLOL, TOL0 «KPATOC;

2 aAAETOAMAOVG COPOVS «KKPOATMVY TOTALLE.
Agv katorofaivete Tog pe texynTd péca
kpatape v Iotopia ot Con; >’

What “state”, gentlemen, what “state”?

On repeating mounds of “‘states” we tread.

Do you not understand that by artificial means
we keep History alive?

Here, Montis draws attention to the artificial nature of history, but also connects the
artificial construct of history to the state. The image of walking over mounds of

deceased states suggests the survival and demise of political states is arbitrary like the

3% Montis, Koz Tot’Ev Ewvaliy, p. 85.

3% James Joyce, Ulysses: The 1922 text, ed. by Jeri Johnson (Oxford: Oxford University Press, 2008),
p. 30 and elsewhere.

% Tbid, p. 34.

7 Kostas Montis and Andreas Christophides, eds., Kompiaxij Avholoyia Iowjoewe (Athens: Alvin
Redman Hellas, 1965), p. 290.
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historical narrative. This cynical view shows Montis has no faith in the state’s ability
to support or protect his individual identity, which he envisions as separate, walking
on the remains of previous states. The phrase ‘teyvntd péca’ refers both to artificial

methods of constructing history, and to life support used on a dying person.

By comparing history to a dying person, Montis suggests that it is obsolete, as
well as corrupt, as the image of the dying person carries associations with disease,
death and decay. At the same time, he is drawing attention to the ‘artificial’ narrative
techniques used to create history in the first place, and suggesting that it cannot be
perpetuated without human participation. This contrasts with the ‘demolition’ poem,
cited on page 162, where Montis suggests history is a well-established structure that
will be difficult to get rid of; in the life support poem, on the contrary, he claims

history requires constant input from people for its continued existence.

In addition to history’s artificially constructed nature, Montis takes issue with
the unilateral structure of official history. In ‘IXTOPIA II’ (‘“HISTORY III’), Montis

suggests that there are not enough narratives of the past to satisfy him:

Ac avoiEet emtéloug kat kGvag Ao poryali Than g
Let someone else finally set up shop next to her.

The personification of History as a shopkeeper is interesting, because it constructs the
past as a commodity. Montis’ call for someone else to set up shop next to her suggests
that he feels the official historical narrative, symbolized by the personified History,
has a monopoly of the image of the past, and rather than presenting the distilled truth,
she is simply suppressing other narratives by monopolizing the market. The idea of
monopoly, and history as a shopkeeper, suggests that someone is gaining financially

from the perpetuation of this unitary narrative.

3% Montis, Koz Tot’Ev Ewvaliy, p. 24.
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One could interpret some of Montis’ history poems as reactions specifically
against the Greek national centre. For example, some poems can be read as an attempt
to differentiate himself from Cavafy, who despite having spent most of his life outside
the Greek nation state as a peripheral literary figure, was part of the modern Greek
literary canon by the time Montis was writing. Cavafy considered himself to have a
special relationship with history; towards the end of his life, he is reported to have

said:

Eyd elpon [...] momtg 10t0p1kdg moté pov dev Ha
pumopovca vo ypayo podictopnua 1 Béatpov: aArd
aoBavopor péca pov 125 pavég va pe Aéyovv 01t Ha
pmopovca vo ypayw totopiav.

I am [...] a poet historian; I could never have written
a novel or play; but I feel 125 voices inside me telling
me that I could have written history.

This draws history close to poetry, suggesting that the two practices are similar, but

also that poetry is an effective genre for engaging with the past.

In the following two single-line untitled ‘moments’, Montis expresses the

opposite sentiment :

. 14 ’ r ;31
Eyd dev kGvo Iotopia, yio dvopa tov Ocov!*”

I do not do History, for God’s sake!

Oy, ipon 00dog and Iotopia.!!
No, [ am innocent of History.

Montis’ protestation of innocence casts history as something one can be guilty of,
suggesting that engaging with it is a reprehensible activity. Despite this declaration of

difference from Cavafy, Montis was deeply influenced by him, and acknowledges his

39 Lechonitis, G., Kafagixé avtocyéiia, ed. by Timos Malanos, 2nd edn. (Athens: [D. Harvey], 1977),
pp- 19-20.

*1 Montis, Koz Tot’Ev Ewvaliy, p. 64.

' Montis, Ev Asvxwaoia Ty... Houjuoze (Nicosia: Proodos, 1970), p. 7.
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debts in interviews. For example, in an interview in diafalw (Diavazo) magazine, he
says ‘pe ovykivnoe moiv o Kafaeng. Hpovva kot Bavpactig tov. Nopilw 61t etvon

312 (Cavafy moved me deeply. I was a fan of his as

Tapa-mapo TOAD PEYEAAOG TOUTNAC.
well. I think he is a very-very great poet.”) Andri Melki-Christidi argues ‘n mopovcio
tov Koafdon eivor oyeddv xabopiotikiy o1 OlpOpP®oN NG MOMTIKNG TOV
[Movin]’.>"? (‘Cavafy’s presence is almost decisive in the formation of Montis’
poetics.’) Nevertheless, Montis takes the opposite approach to history; where Cavafy
sees history as a source of reassurance for the present, Montis alternately sees it as
damaging and irrelevant. Ultimately, he rejects the nation’s infatuation with history;
as he writes in Kot 101’ ev eivadin Kompw..., ‘To EEpete mwg TO MOPOKAVOUE PE TNV

Iotopia;” (‘Do you know that we have overdone it with History?).3 14

However, as is evident from the ‘moment’ of history as shopkeeper, Montis’
dissatisfaction lies with specific dominant historical narratives. Montis wrote several
‘moments’ opposing Hellenocentric versions of history. In addition to the poems cited
above, which reject the official historical record in general, he writes poems against

archaeology:
Av g€aptdtav and guéva
. . 315
0’ anoayodpeva TIG AVUCKOPES.

If it were up to me
I would ban excavations.

The poet’s rejection of excavations constitutes a rebellion against a modern Greek
identity that roots itself in the ancient past. Indeed, the previous ‘moment’ is a single

line proclaiming ‘Aowév, moAd kdbioe amdveo an’ to kepdio pog n Akpoémoin!’

312 Giorgos Galantis, “Kdotog Movine: Mévo pe 1o aicOnuo propeic vo Siddées. " Aafatm 123, (12-
25 June 1985), pp. 66-72, (p. 67).

313 Melki-Christidi, Andri, ‘O xapagucdc Moving’, H Aéén 152 (1999), pp. 449-455, (p. 449).
1% Montis, Kz Tot” Ev Ewvalin, p. 68.
13 Montis, IMixparvéuevoc, p. 11.
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(‘Well, that Acropolis has hung over our heads for long enough!’), a theme which is

reprised on the following page:*'®

Ag umopeig va yevviéoan pe tnv AKpOTOAT amdve o’ T0 KEPAAL GOV,

8¢ pmopeic va’ yeig 1woPing Ty Akpomon andve o’ 1o Ke@dit 6ov.>!

It won’t do to be born with the Acropolis looming over your head,
it won’t do to have the Acropolis looming over your head for life.

This could be interpreted as both a rejection of the modern Greek identity broadcast
by the modern Greek state, and a rejection of the Western image of Greeks as
descended from ancient Greece. ‘lcoPiwc’ refers to the life sentence in prison,
colloquially referred to as ‘1c6fia’. Montis sees the fetishized ancient past as the

agent of the imprisonment of the present.

Montis’ claim that he would like to ban excavations is aggressive, the
preceding ‘if it were up to me’ demonstrating his powerlessness before the force of

national culture. The anti-excavation poem may also be a reaction against Seferis’

excavation poems, such as ‘O Bacwubg g Acivng’ (‘The King of Asine’)318, or

“Eykopn’ (‘Engomi’) and ‘Zoaiapiva g Kompoc® (‘Salamis of Cyprus’) which he

wrote following his visits to Cyprus in the 1950s.>"

Elsewhere, Montis questions the importance of the ancient past in a more

light-hearted tone:

Yoot dvBpwmot ot apyaiot pog tpdyovot
. , . . 32
pao, EEpm K’ eyd, Kavévag dev emélnoe.

Wise people, our ancient ancestors
but, I don’t know, none of them survived.

316 Tbid.

17 Ibid, p. 12.

1% George Seferis, ITowjuara, 18th edn (Athens: Ikaros, 1994), pp. 185-187.

319 Seferis, Ioujuoza, pp. 267-269. See pp. 237-243.

20 Kostas Montis, Avoléynon amé ug "Suyuéc” 1958-1975, ed. by Georgios P. Savidis (Athens:
Kedros, 1978), p. 106.
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By highlighting the fact that the ancient Greeks are, in fact, dead, Montis suggests that
they are not immediately relevant to Greek or Cypriot-Greek identity. Furthermore,
the poem demonstrates the humanity of the ancient Greeks, against a culture that
visualizes them as super-human, verging on the divine. The observation of their
mortality liberates Greeks of the present day from their shadow, and suggests that

modern Greek culture is not necessarily lesser.

In another ‘moment’, Montis reacts more forcefully against fetishizing ancient

history:

AVTA T GLPUATOTAEYLOTO TOV TPOYOVIKMY UPETAV,

OLTA TO GUPUOTOTAEYLLOTO THG TPOYOVIKTG Ictopi(xg.321

These barbed wire fences of ancestral virtues,
these barbed wire fences of ancestral History.

The reference to wire fences recollects the barbed wire used on the border dividing
Cyprus; if Montis is drawing a parallel between ‘ancestral virtues’ and the physical
barriers dividing Cyprus, perhaps he places a portion of the blame for the island’s
division on those who are overly concerned about ancestral virtues. The reference to
barbed wire also evokes the image of a concentration camp, comparing the fixation

with ancient history to physical and mental confinement.

Overall, Montis relationship with the national past in his poetry is ambivalent.
His rejection of history and archaeology suggests that he considers a past to be a
burden to the nation’s present; however, his engagement with and criticisms of the
practice of writing history suggest that he still considers the past to be significant, and
is calling for new ways of engaging with the past rather than its complete erasure. As

he phrases it, ‘let someone else open up shop next to her’.

31 Montis, Kaz Tot” Ev Ewvalin, p. 63.
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Chapter 4: Local Literary Languages: Invention or Revival?

In ‘The Beatnik in the Kailyard’, Edwin Morgan argues that the cultural
dominance of England has a determining effect on the development of Scottish

literature:

Although Englishmen do not have to worry about
their relation or attitude to Scotland, the Scots have,
and have long had, to worry about their relation and
attitude to England, or to the English-speaking world.
No country which has once been independent, and is
then overshadowed in union with a more powerful
partner, can develop naturally and happily.**

The unequal relationship between English and Scottish culture makes Scottish
literature what Clémence Scalbert-Yiicel describes as a ‘small literature’. That the
term ‘small literatures’ emerged as a response to Pierre Bourdieu’s ‘field theory’;
Bourdieu defined the field as an autonomous space of literary production with its own
rules, situated within a broader culture. This schema, Scalbert-Yiicel argues, becomes
problematic in the case of ‘small’ literatures, because their field of cultural production

cannot be described as ‘autonomous’.

Pascale Casanova borrowed the term ‘small literatures’ from Franz Kafka to
describe ‘literary worlds that exist only in their unequal structural relationship to large
(“great”) literatures.”** Casanova differentiates the concept of ‘small literatures’ as
expressed by Kafka from Deleuze and Guattari’s interpretation of Kafka’s diary,
based on which they coined the term ‘minor literatures’. Casanova claims their

interpretation is anachronistic, and that ‘anachronism is a form of literary

22 Morgan, ‘Beatnik’, p. 166.

’ Casanova, p. 203; Clémence Scalbert-Yiicel, ‘Languages, Politics and Field Theory — the Question
of the Autonomy of Small Literatures’, Nationalities Papers 40, no. 3 (2012), pp. 315-320, (p. 316).
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ethnocentrism used by the centres to apply their own aesthetic and political categories

to texts.”>>*

Small literatures often use ‘small languages’, which Scalbert-Yiicel describes
as ‘non-national, non-official, non-recognized and/or “dominated” languages.”** The
use of languages of this kind brings small literatures closer to identity movements or
political worlds, even if not directly; she argues ‘language is not merely a tool;
literature, a place where language issues are discussed and framed, is also a means to
develop (and to affirm the existence of) these languages.’**° The affirmation of the
existence of these languages also constitutes the affirmation of the existence of the

cultures they represent.

The concept of ‘small’ literatures is useful in the discussion of Scottish and
Cypriot literature. The relative position of their writing to the productions of the
culturally dominant neighbour is at the forefront of the minds of the three poets
discussed in this chapter. MacDiarmid supported the use of Scots as a literary
language in defiance of critics such as Edwin Muir, who claimed there was no literary
community in Scotland to support such an endeavour. Morgan took a more
experimental approach to both poetry and language, but followed in MacDiarmid’s
footsteps, trying to establish a uniquely Scottish literary discourse which could be in
dialogue with international literary movements without going through the filter of
‘English’ literature. In Cyprus, Montis often engaged with questions of identity, but
never fully defined his position as Cypriot or Greek, instead writing about both as
‘small’ literatures, leading one to wonder if he was using the terms ‘Cypriot’ and

‘Greek’ interchangeably.

324 Casanova, p. 204.
%% Scalbert-Yiicel, p. 317.
¢ Ibid.
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This chapter explores the attitudes towards and experimentations with
language of MacDiarmid, Morgan and Montis, contextualizing their literary practices
within the dynamic of ‘small’ and ‘dominant’ literatures. While there are significant
differences both in their attitudes and their approaches to questions of language, all
three poets were affected by the perceived status of their literature as marginal,
making the juxtaposition of their responses revelatory of the effects of a perceived
marginality on literary culture. All three attempted to establish new relations between
local languages and literature, arguing for local languages as a suitable medium for

modern literature.
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The language of poetry: Hugh MacDiarmid and the new Scots

In the first half of the twentieth century, Scottish writers were faced with a dilemma
over which language to write in. While a Scottish identity was emerging which
encouraged writers to distance themselves from English tradition, there was no
obvious alternative literary language to English. In 1936, Edwin Muir summed up the

problem as follows:

a Scottish writer who wishes to achieve some
approximation to completeness has no choice except
to absorb the English tradition, and [...] if he
thoroughly does so his work belongs not merely to
Scottish literature but to English literature as well. On
the other hand, if he wishes to add to an indigenous
Scottish literature, and roots himself deliberately in
Scotland, he will find there, no matter how long he
may search, neither an organic community to round
off his conceptions, nor a major literary tradition to
support him, nor even a faith among the people
themselves that a Scottish literature is possible or
desirable, nor any opportunity, finally, of making a
livelihood by his work. **’

MacDiarmid did not agree with this position. He believed that it was possible to
create a Scots literary language through the simple act of writing literature in Scots.
He created his own literary community, and adopted Fergusson and Dunbar as his
poetic ancestors. MacDiarmid believed it was necessary to recreate a specifically
Scottish language to enable the production of a truly Scottish literature. In many
ways, MacDiarmid’s views on language parallel Montis’, as will be seen below; both
poets take the position that language has an essential function in the ability of the
writer to express their inner world. In 1927, MacDiarmid wrote ‘English is incapable

of affording a means of expression for certain of the chief elements of Scottish

T Edwin Muir, Scott and Scotland: The Predicament of the Scottish Writer (London: Routledge,
1936), p. 15.
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*328 This essentialist position on language is not entirely aligned with

psychology.
Edwin Morgan’s interpretation of the issue; however, his determination to engage
Scots as a literary language enabled Hugh MacDiarmid to raise its status and make it
a viable medium for the production of poetry, which had a significant effect on Edwin
Morgan and subsequent generations of poets. As Douglas Dunn puts it, ‘MacDiarmid
made a language as he wrote — not just “an individual voice”, but a language.”*” He

achieved this by mixing different regional variants of Scots with words he found in

old Scots poetry and antiquarian works on the language.

Edwin Muir was not impressed with MacDiarmid’s efforts. While he was
willing to accept that MacDiarmid’s poetry was something new and creative, he
contended that it left Scottish poetry ‘very much where it was before’.”*” This was, he
claimed, because MacDiarmid was feeling in English while writing in Scots, and ‘the
major forms of poetry rise from a collision between emotion and intellect on a plane
where both meet on equal terms’; he concludes that ‘Scots poetry can only be revived

[...]when Scotsmen begin to think naturally in Scots. The curse of Scottish literature

is the lack of a whole language, which finally means the lack of a whole mind.”*'

MacDiarmid was not deterred by Muir’s scepticism, writing increasingly
complex and challenging long poems in Scots, like 4 Drunk Man Looks at the Thistle
(1926) and To Circumjack Cencrastus (1930), discussed in the previous chapter.
MacDiarmid internalized Modernist aesthetics and philosophies, and modified them
to suit his version of Scottish nationalism, in much the same way as mainland Greek

poets adapted European modernism to allow them to promote a Greek nationalist

2 Hugh MacDiarmid, Albyn: Shorter Books and Monographs, ed. by Alan Riach (Manchester:
Carcanet, 1996), p. 14.

329 Douglas Dunn, The Faber Book of Twentieth-Century Scottish Poetry (London: Faber, 1992), p. xxi.
3% Muir, p. 22.

#1 Ibid.
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agenda, as will be discussed in Part 3. MacDiarmid’s treatment of language was a

significant part of this project.

Margery McCulloch argues that MacDiarmid was influenced by Stéphane
Mallarmé in his views on language; Mallarmé perceived the choice of words to be of
more central importance than the poem’s meaning, claiming that ‘Ce n’est pas avec

s 332

des idées qu’on fait des vers, c’est avec des mots’.” " This influence is evident in

MacDiarmid’s poem ‘Gairmscoile’, first published in Penny Wheep in 1926:

It's soon', no' sense, that faddoms the herts o' men,
And by my sangs the rouch auld Scots I ken

E'en herts that ha'e nae Scots 'll dirl richt thro'

As nocht else could - for here's a language rings

Wi' datchie sesames, and names for nameless things.*>

Here MacDiarmid expresses an essentialist vision of the Scots language, claiming that
it has a privileged connection with human emotion. MacDiarmid claims Scots has the
ability to touch even those who do not understand the language, ‘herts that ha’e nae
Scots’. Locating knowledge of Scots in the heart rather than the mind suggests the
language 1s more attuned to emotion than intellect. In addition to privileging signifier
over the signified, ‘It’s soon’, no sense, that faddoms the herts o> men’ makes a
universal claim about the artistic value of the Scots language. It’s professed ability to
provide ‘names for nameless things’ appropriates for it an almost supernatural power,
claiming that it is not only as good as other literary languages, but better. This is a
common claim to make when re-appropriating a local language and constructing it as

literary.

Gavin Miller argues that the tendency to emphasize the sound quality of Scots

constitutes an inferiorist mythology of the Scots language: arguing that a speaker or

2 McCulloch, Scottish Modernism, p. 31.
33 MacDiarmid, Complete Poems, 1, 74.
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writer of Scots ‘possesses a magical language which communicates through direct
sound-sense connections’, in addition to being inaccurate, ‘merely continues the
familiar colonial opposition between English intellectualism and Scots sensuality.”***
This brings to mind Edward Said’s theory of Orientalism, in which the Western is
always envisioned as intellectual and in opposition to the sensuality of the East: ‘The
Oriental is irrational, depraved (fallen), childlike, "different"; thus the European is

rational, virtuous, mature, "normal".’¥’

As a result, the language occupying the Oriental position is damned with
praise: it is described as being more effective for articulating emotions, for expressing
the speaker’s internal world, carrying the implication that it is useless for all practical

and intellectual purposes. As Miller puts it,

In their eagerness to throw off the myth of Scots as
substandard, broken English, Scottish writers and
critics have tended to substitute a new, and equally
inferiorist mythology — that of Scots as a primitive
language which is naturally expressive of feelings,
and naturally imitative of things.>*

One could argue that this is precisely what MacDiarmid is doing when he claims ‘It's
soon', no' sense, that faddoms the herts o' men’ and that Scots provides ‘names for
nameless things’; yet MacDiarmid uses Scots to treat a broad variety of subjects, from
the personal to the political, making a case for it as a living literary language.
Consequently, although his own position on language is often essentialist and
inferiorist, the effect of his language use is to create an independent Scottish
literature, rather than to reinforce the stereotypes he occasionally voices about Scots

as a language.

3% Gavin Miller, ““Persuade without convincing...represent without reasoning”: The Inferiorist
Mythology of the Scots Language’, in Scotland in Theory, ed. by Eleanor Bell and Gavin Miller
(Amsterdam: Rodopi, 2004), pp. 197-209, (p. 197).

3% Said, Orientalism, p- 40.

3¢ Miller, p. 208.
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Miller’s idea of linguistic inferiorism is based on Fanon’s statement that the
colonized individual tends to internalize the colonizer’s criticisms of indigenous
culture. The term ‘inferiorism’ is based on Alfred Adler’s definition of an inferiority
complex, in which the sufferer is convinced of his own eventual superiority.*>’ Fanon

writes:

Every colonized people — in other words, every
people in whose soul an inferiority complex has been
created by the death and burial of its local cultural
originality — finds itself face to face with the language
of the civilizing nation; that is, with the culture of the
mother country.**®

Though Scotland was never a colony of England, this hegemonic relationship between
languages could be argued to have developed after the Union. In the Scottish case,
this was because English became the language of government and business, and so
mastery of English for the Scots became a means of achieving financial and social
success. This led Scots writing to become marginalized, though it was never

specifically suppressed.

MacDiarmid’s approach to writing in Scots was to try and expand the
vocabulary and flexibility of the language as much as possible by using a mixture of
spoken Scots and words found in historical or literary written sources. According to
David Murison, MacDiarmid was inspired to write ‘Gairmscoile’, cited above, by the
Norwegian linguistic situation, where the Laandsmal movement favoured the use of

any words of Norwegian vocabulary in literature, regardless of local origin. >’

37 Miller, p. 198.

338 Frantz Fanon, Black Skin, White Masks, trans. by Charles Lam Markmann (London: Pluto, 1986), p.
18.

39 David Murison, ‘The Language Problem in Hugh MacDiarmid's Work’, in The Age of MacDiarmid:
Hugh MacDiarmid and his Influence on Contemporary Scotland, ed. by P. H. Scott and A. C. Davis
(Edinburgh: Mainstream, 1992), pp. 83-99, (p. 85).
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‘Gairmscoile’, meaning ‘school for poets’, is a poetic call to arms, urging the

addressee to rise up against those who would suppress the Scots language.

It appears that C. M. Grieve conceived of the poetic persona of Hugh
MacDiarmid to enact the changes the former identified as being necessary for the
Renaissance of Scottish literature. MacDiarmid was invented in September 1922,
when Grieve published ‘The Watergaw’ in The Dunfermline Press, attributing it to an
anonymous friend. The poet MacDiarmid emerged from the Scots language, like the
goddess Athena out of Zeus’ head: Grieve draws him out of an antiquarian work on
Scots, Sir James Wilson’s Lowland Scotch as spoken in the Lower Strathearn District
of Perthshire (Oxford University Press, 1915). Grieve describes reading the book,
explaining ‘I possess a great delight in words: and the obsolete, the distinctively local,
the idiomatic, the unusual, attract me strongly’.** He then claims ‘a friend’ gave him

the poem ‘The Water Gaw’, a two-stanza poem about a rainbow that experiments with

the use of Synthetic Scots in poetry.

The persona of MacDiarmid was named and presented in an article Grieve
wrote for The Scottish Chapbook in October 1922, where he presented ‘The
Watergaw’ along with an editorial introducing the poet MacDiarmid, attributing to
him independent thoughts and feelings. Alan Riach, editor of MacDiarmid’s Selected
Prose, observes that the poet MacDiarmid was ‘born’ in the ‘annus mirabilis of
modernism, the year which saw the publication of Joyce’s Ulysses, Eliot’s The Waste
Land and Wittgenstein’s Tractatus Logico-Philosophicus’. This suggests that
MacDiarmid was both part of the modernist movement and a response to it. The

Kailyard school of sentimental local literature did not enable the daring

0 Christopher Murray Grieve, ‘North Middle Scots’, Dunfermline Press 1922, in The Raucle Tongue:
Hitherto Uncollected Prose, ed. by Angus Calder, Glen Murray and Alan Riach, 3 vols (Manchester:
Carcanet, 1996), I, 30-33, (p. 31).
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experimentation characteristic of modernist literature. In order to participate in this
discourse, Grieve needed a new language, and in order to create this new language he

created the persona of MacDiarmid.

Grieve writes that MacDiarmid is interesting because he is ‘the first Scottish
writer who has addressed himself to the question of the extendibility [...] of the
Vernacular to embrace the whole range of modern culture’.**! Grieve goes on to
separate himself more explicitly from the poet, saying ‘it is an excessively difficult

task, and I envy him his enthusiasm.”**

In addition to establishing Grieve and
MacDiarmid definitively as different characters, this statement suggests that Grieve

felt unequal to the task of reviving Scots as a literary language, and needed the

persona of MacDiarmid to lend him the confidence to do so.

Grieve explains that ‘the value of the Doric lies in the extent to which it
contains lapsed or unrealized qualities which correspond to “unconscious” elements
of distinctively Scottish psychology’.>* According to Grieve, the Scots language
contains elements of Scottish identity which cannot be expressed in translation; this is
similar to Kostas Montis’ ideas about Cypriot Greek, as will be discussed below.
Grieve suggests that Scots can be ‘extended’ if it is used by more people in new
contexts: ‘the whole trouble with the Doric as a literary language today is that the vast
majority of its exponents are hopelessly limited culturally — and that the others [...]
only use it for limited purposes’.*** The works of the poet MacDiarmid were largely

an attempt to address this gap. For example as MacDiarmid explains in his Glasgow

Herald advertisement for 4 Drunk Man Looks at the Thistle, the poem was ‘expressly

! Hugh MacDiarmid, ‘Introducing “Hugh M'Diarmid’”, in Selected Prose, ed. by Alan Riach
(Manchester: Carcanet, 1992), pp. 9-12, (p. 10)
342 1.
Ibid.
3 Ibid, p. 11.
** MacDiarmid, ‘Introducing “Hugh M'Diarmid’”, p. 11.
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designed to show that braid Scots can be effectively applied to all manner of subjects

345
and measures.’

By writing in Scots and championing an independent Scottish culture,
MacDiarmid created a body of literature that can be used for the expression of a
contemporary Scottish identity almost forty years after his death. As Clémence
Scalbert-Yiicel writes, ‘literature is a concrete tool that builds the nation as a
community; literature also serves to build and spread a national identity.” **°
MacDiarmid’s development of Scots as a literary language contributed to the

establishment of a local Scottish literature that could continue to function as a

foundation for Scottish identity in the twentieth and twenty-first centuries.

345 Hugh MacDiarmid, advertisement for A Drunk Man Looks at the Thistle, Glasgow Herald, 17
December 1925.
%6 Scalbert-Yiicel, p. 315.
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Whose heritage? Edwin Morgan, Old English and the language of Scotland

Edwin Morgan continued Hugh MacDiarmid’s search for a Scottish literary language;
however, Morgan’s approach became increasingly outward-looking, moving from a
search for the roots of Scottish literature in Old English to an exploration of how far
language can stretch the definition of poetry. This included experimentation with
concrete poetry, translations, and poetry in foreign languages, spoken by neither
Morgan nor most of his readers. MacDiarmid was not supportive of Morgan’s
approach; in a letter to Maurice Lindsay he wrote a scathing rejection of concrete

poetry and Morgan’s involvement in it:

Morgan’s prominence in connection with ‘Concrete
Poetry’ and with Ian Hamilton Finlay rules him out
completely as far as I am concerned. I will not agree
to work of mine appearing in any anthology or
periodical that uses rubbish of that sort, which I
regard as an utter debasement of standards but also a
very serious matter involving the very identity of
poetry. These spatial arrangements of isolated letters
and geometrically placed phrases, etc. have nothing
whatever to do with poetry — any more than mud pies
can be called architecture.”*’

This chapter will argue that Morgan’s concrete poetry plays an important role in
stretching the definitions of both poetry and Scottishness, allowing the writer to
function within the complexities of modern society and produce work that is relevant
as well as innovative. In particular, it will explore how Morgan uses concrete poetry
to free himself from the constraints of language, and to acquire an enhanced poetic
licence which allows him to escape the Caledonian Antisyzygy, the condition

identified by G. Gregory Smith in his 1919 Scottish Literature: Character and

**7 Colin Nicholson, Edwin Morgan: Inventions of Modernity (Manchester: Manchester University
Press, 2002), p. 42.
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Influence, in which he argued that ‘in his literature the Scot [always] presents two

aspects which appear contradictory’.**

Morgan successfully negotiates the difficulties of language in his writing,
mainly by embracing Scots, English, Old English, and all the possibilities in between.
He locates identity in different aspects of the past from MacDiarmid, who in his more
moderate moments believed Scottish poets should trace their origins to Scots and
Gaelic, and said “Anglo-Saxon is not for us”.** Rather than choosing his allegiance
to one camp or the other, and writing either in English or in Scots, Morgan blurs the
boundaries between the two, calling into question the need for, or indeed, the

feasibility of choice.

The tone for Morgan’s approach to language is set by his early engagement
with Old English literature; between 1947 and 1950, he translated The Wanderer, The
Seafarer and Beowulf into English, because he felt earlier translations were no longer
satisfactory once he studied the texts in their original. **° Morgan is not overly
concerned about Scottish diglossia. As Jones puts it,

Morgan is not a poet excised by the dilemma of being
born with a forked tongue, of having to choose
between allegiance to English or to Scots. Both these
dialects are united in an Anglo-Saxon root, a common
grounding which acts for Morgan as an apotropaic

preventative against the linguistic schizophrenia
suffered by many Scots poets. >'

Jones argues that it would be a mistake to interpret Morgan’s embracing of the Old
English roots of Scots, and his and other poets’ translation of Old English poems and

use of Anglo-Saxon poetic techniques as ‘the attempt of a post-colonial devolved

8 Smith, G. Gregory, Scottish Literature: Character and Influence (London: Macmillan, 1919), p. 11.
** McGuire and Nicholson, p. 98.

330 Jones, p. 169; Marco Fazzini, ‘Edwin Morgan - Two Interviews’, Studies in Scottish Literature 29,
no. 1 (1996), pp. 45-57, (p. 53).

! Jones, p. 164.
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nation to write itself into and over the former imperial centre by appropriating its own
literary origins (origins in which certain custodians of “The English Tradition” were
quite uninterested)’. *** According to Jones, this is because the parallel evolution of
Old English in Scotland and England is a historical fact, rather than a post-colonial

projection.

However, Morgan’s emphasis on Old English poems and techniques in his
work is politically significant regardless of the truth of its historical connection, or
how the ‘custodians of “The English Tradition”” may have felt about it. By drawing
on the common roots of Scots and English Morgan displays cultural confidence. He
highlights the fact that Scots, as a language, developed in parallel with English, rather
than being derived from it, and thus makes a case for it as a national language of equal
standing. Morgan’s return to the Old English roots of Scots is an affirmation rather
than a betrayal of independent Scottish identity; as Jones writes, ‘this non-exclusivist
attitude to Scots and English does not undermine the sincere deep-rooted nationalism
of Morgan’s work; rather, it marks it as far more mature and thoughtful than that of a

poet such as MacDiarmid.”*>?

The above attitude to Scots contrasts with the ‘inferiorist mythology’ as
described in Miller’s article discussed with reference to Hugh MacDiarmid’s views on

language.*>*

Thus Morgan’s return to the Old English roots of Scots transcends the
hegemonic interaction between Scots and English, as it largely removes the need to
negotiate the value of Scots against English. In reducing the idea to the absurdity of

comparing value of any languages with a common root, he diffuses some of the

cultural tension between England and Scotland. At the end of his article, Miller

2 Jones, p. 164.

>3 Ibid, pp. 122-123.
4 See p. 179.
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concludes that ‘if Scotland is to change, then it must abandon its inferiorist ideas
about its own language — in particular, the myth which insists that the truest Scot is
one incapable of rational thought.’*>> Morgan’s work addresses this by including
pieces of high intellectual and artistic merit in both Scots and English, including his

translation of Beowulf which is still in print today.

Furthermore, it is worth noting that The Dream of the Rood, though it is
carved into the Ruthwell Cross, found in Dumfriesshire, was not claimed as a Scottish
cultural production until it was included in The New Penguin Book of Scottish Verse,
edited by Robert Crawford and Mick Imlah in 2001.*° Consequently, when Morgan
published his first translations of The Wanderer and The Seafarer in 1950, his
interaction with Old English texts as a Scottish Poet was both new and somewhat

subversive.

The way Morgan interacts with his Old English sources is revealing of his
attitude towards the past; for example, in his translation of ‘The Ruin’ he fills many of

the original text’s gaps. According to Jones,

In rebuilding 7he Ruin, filling the gaps and
manufacturing a fluency not warranted by the
original, we see Morgan’s willingness to interfere
with the monuments of the past. Morgan does not
belie\SISe7 in preservation of the past for the past’s
sake.

This suggests Morgan wants a productive relationship with the past; his commitment
to exploring the past suggests that it is not possible to escape its influence without

first becoming familiar with it. In the case of The Ruin, by granting the poem a

355 Miller, p. 208.

336 Fiona Stafford, ““What is the language using us for?””: Modern Scottish Poetry”, in The Cambridge
companion to Scottish literature, ed. by Gerard Carruthers and Liam Mcllvanney (Cambridge:
Cambridge University Press, 2012), pp. 233-247, (p. 235).

7 Jones, p. 149.
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fluency it previously lacked, Morgan is complicit in the creation of a coherent past
which belies the fragmentation of the historical record just as his reconstructed
version of The Ruin belies the fragmentation of the original text. Morgan recognizes
the necessity of this vision of a coherent past for the establishment of a Scottish

literary identity in the present.

Morgan’s modes of speech stretch beyond forms of English and Scots. For
example, ‘The Loch Ness Monster’s Song’ is structured as a series of questions and
answers, in ‘words’ constructed to convey the sounds a mythical lake monster may
make. It is an extended use of onomatopoeia based on a series of imagined sounds,
and is interesting as an articulation of Scottish identity: by giving the monster a voice,
Morgan gives solid form to a Scottish myth. This can be interpreted as a
counterargument to linguistic inferiorism, as Morgan demonstrates that even the Loch
Ness monster, which is both non-human and imaginary, is worthy of its own literary

tradition in its native language. The monster says:

Sssnnnwhuffffll?
Hnwhuffl hhnnw{l hnfl hnfl?
Gdroblboblhobngobl gbl gl g g g g glbgl.**®

Although no meaning emerges from the monster’s sounds in the conventional sense,
there is a definite pattern and rhythm to the poem, as though Morgan is pointing out
that there is more to language than words. The monster has its own grammar and

sentence structure, highlighted by the many questions posed in the poem.

Nevertheless, there are echoes of real language behind the Monster’s sounds;
the first line could say ‘snuffle’, the second ‘huff’, and the first ‘word’ of the third

‘Good rob bull bobble hob and gobble’. This is because if one tries to read the series

% Morgan, Collected Poems, p. 248.



190

of consonants aloud, inevitably a vowel sound emerges between. Thus
‘Gdroblboblhobngbl’ becomes ‘Gudrobulboblhonungobul’, which can be separated

into the words mentioned above.

However, it seems that the monster is cosmopolitan, as line six of the poem is

far more reminiscent of Russian or other Eastern European languages than of English:

Hovoplodok — doplodovok — plovodokot — doplodokosh?

The ending of words in ‘k’ rather than ‘ck’ is not characteristic of English, nor are the
multiple ‘0’ sounds. Indeed, the —ok ending is the Russian diminutive suffix; for
example ‘Gorodok’, from the root ‘Gorod’, means small town. ‘Hoplodok’ is similar
to the Russian word ‘Holodok’, from the root word ‘Holod’, which means cold.
‘Holodok’ is the colloquial name for breath mints. The word ‘doplodovok’ resembles
to the word ‘doplodok’, meaning diplodocus. The Loch Ness monster is usually
imagined as a creature with a long neck, resembling a diplodocus, so perhaps the

monster is trying to describe itself in Russian.>”

It is known that Morgan was
interested in Russian language and literature, as he translated many poems by
Mayakovsky. By showing an emblem of Scottish identity such as the Loch Ness

Monster emitting sounds from another language, Morgan suggests that hybridity can

emerge from the most stereotypical manifestations of national identity.

The Loch Ness Monster’s speech exhibits elements of a variety of other
Eastern European languages. The line cited above also resembles Hungarian, in terms
of the structure of the words with alternating consonants and vowels, as well as the

word endings.’®® A few words within the poem have meanings in Eastern European

> Information provided by Elena Vasilieva, Russian native speaker.
% Information provided by Menya Horvath, Hungarian native speaker.
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languages; for example, ‘Grof” means Count in Hungarian, and ‘fok’ is the word for

foresail in Polish as well as Serbian, while it means ‘degree’ in Hungarian.

It is evident from other poems that Morgan was interested in Eastern European
languages; for example, ‘Siesta of a Hungarian Snake’ makes the shape of a snake

using the letters ‘s’ and ‘z’:

$8282S782S7sz7ZSzs7ZS zszsz

This play on the common Hungarian phoneme ‘sz’ suggests that poetry can bridge
the gap between languages, regardless how distant they are from one another: the
shape of the snake emerges regardless of language choice, and the sibilant ‘s’ is

associated with snakes in many languages.

A similar example is the poem ‘Hortobagy’, in which Morgan repeats the
word 16’, which is Hungarian for horse, in the shape of a horse’s mane.’®* Although
the horse’s mane image is not as obvious as the snake mentioned above, by using the
name of a region famous for its horses as its title, Morgan gives a clue to the non-
Hungarian speaker of the poem’s content.>®® His use of concrete poetry enables him to
explore the interaction between language and meaning, as well as the function of the

poem as object.

Comparing concrete poetry to abstract painting, Morgan argues that the very

use of words inhibits the abstraction of poetry:

In poetry you get the oyster as well as the pearl, and
the pursuit of purity is self-defeating. The best
concrete poems it seems to me acknowledge this fact
inversely; their anatomy may be rigid and exoskeletal,

31 Nicholson, p. 95.
%2 Morgan, Collected Poems, p. 212.
*3 Nicholson, p. 94.
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but there is something living and provocative
inside.*®*

Morgan used the poetic licence afforded by concrete poetry to explore linguistic as
well as political issues: his focus on Eastern Europe is representative of his left-
leaning political views. Each of his concrete poems contains layers of meaning, which
emerge through interpretation of every element of the poem, demonstrating the
capabilities of fixed poetic form. As Fiona Stafford writes, Morgan’s experimental
poetic practices cause choices between English and Scots to appear ‘suddenly
displaced by different questions about the constitution of words, grammar, poetic
form and the way in which meaning emerges from the page.”*® By observing the
social construction of language and bringing it to the reader’s attention, Stafford
argues, Morgan ‘challenged Scots poetry to embrace new methods of representation’,

d.**® In addition to

moving from a binary to a multiple understanding of the worl
issuing this challenge, Morgan’s multiple view of reality and language contextualized

Scottish poetry in an international literary universe, enabling it to cease defining itself

against the English canon.

Morgan’s renewed interpretation of the origins of the Scots language through
both his explorations of its roots, and his challenges of our perceptions of language, is
important for the development of Scottish poetry in general. It indicates a movement
away from the search for a pure culture and towards what Cairns Craig advocates: ‘we
have to see our cultural space precisely as the intersection of many narratives: an

> 367

acceptance of simultaneity. By expanding the intersection of narratives

underpinning Scottish identity into Eastern Europe, Morgan transcends and challenges

364 Nicholson, p. 94.

365 Stafford, ‘What Is the Language Using Us For?’, p. 238.

> Ibid.

%7 Cairns Craig, Out of History: Narrative Paradigms in Scottish and English Culture (Edinburgh:
Polygon, 1996), p. 223.
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the cultural dominance of England, showing that Scottish culture can interact with
others despite barriers of distance and language, and without the intervention of

England.
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The language you first spoke: Kostas Montis and the poetic kernel

Kostas Montis writes in both Cypriot Greek and Mainland Greek; some critics have
argued that his use of Cypriot Greek is limited to the treatment of lighter subjects, but
Montis disagrees with this claim. Like Morgan, Montis uses formal innovation to
circumvent some of the problems of writing from the position of a minority culture
and in a local language. His ‘moments’ have an ideological foundation geared

towards accessing the truth; as he explains:

[Ipoonabnoa va amoPdim v 7wePLPEpeLn, TOV
TEPLYVPO TOL TOMUOTOG KOL VO KPOT® HOVAYO TO
KOLKOVUTOl, TO €0MTEPIKO KOVKOVTOL, Vo Olved TOV
TLPNVOL TOV TOUWHOTOG KOL VO OPTVA TOV OVOLYVAOGCTY|
va Bpiokel Ta GKOALQ TOL 001 YOUV GTOV TLPNVO, Kol
TO. OKOALG IOV 0dMyovv TP, amd Tov muprva. Ki
Ommg KatalaPaivere, To okl lval O1OPOPETIKA Yo
Ka0e avayvoot.*

I tried to expel the outer parts, the surrounding of the
poem, and to keep only the kernel, the inner kernel, to
give the nucleus of the poem and leave the reader to
find the stairs that lead to the nucleus and the stairs
that lead beyond the nucleus. And as you understand,
the stairs are different for each reader.

Montis believes there is a fixed entity that is the poem, which his writing enables the
reader to access through a decoding process. The process of reading is subjective, but
the truth accessed through the act of reading is objective and shared by both readers
and writer. Montis imagines a journey between signifier and signified which varies
for each reader, but has fixed points of origin and end: the steps are different, but the

kernel remains.

The idea of the kernel suggests the poem is something which exists a priori,

the poet’s function being to faithfully convey the poem to the audience. This idea of

%% Kostas Montis, ‘Ztovg Aoyotéyveg o ITovog Eivar Epnvevon’, H Aééy 152 (1999), pp. 405-407, (p.
405).
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the kernel is reminiscent of Chris Jones’ account of the reception of Beowulf,
discussed in the introduction: Jones argues that although readers experience the poem
through a broad range of different translations, ‘despite the material constitution of
the text being fundamentally different in each case, we tend to assume that we can all

5 369

discuss “the poem” underlying these differing verbal manifestations. Montis

imagines an inalienable poetic centre to his ‘moments’ comparable to the imagined

Beowulf poem discussed in the introduction.*”

In Montis’ thought, however, the idea of the kernel does not negate the
significance of the language in which the poem is written; rather, the language is
determined by the nature of the kernel. This is evident in his single-stanza untitled

poem about poetry in Cypriot Greek, published in 1975:

Kot 11 Oa yiver n mwoinon

nov mpémet va Ypaptel otnv Kumprokr| diddekto
Kot Tt Oa yiver ) moinon

ov dev £xet GAAN exhoyn;’ !

And what will happen to the poetry

which must be written in the Cypriot dialect
and what will happen to the poetry

that has no other choice?

Here Montis questions the dominance of Standard Modern Greek, suggesting that
there are some things that can only be fully expressed in Cypriot Greek. It is
particularly interesting that he chooses to make this point using Standard Modern
Greek, as this opens the poem to a non-Cypriot Greek audience, suggesting either that
this is an issue that affects non-Cypriot Greek speakers, or that the lack of recognition
of Cypriot-Greek poetry is an injustice inflicted from the outside to which he wishes

to draw the world’s attention.

3% Jones, p. 148.
7% See p. 59.
"' Montis, ITixparvéuevoc, p. 9.
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Montis has claimed in essays and interviews that there are certain things only

one’s native language can express, explaining his position with regard to Cypriot

Greek:

elvol pLeptkd TPAyLOTO TOL TEPEPYMG OEV UTOPEIS VO
o 0DCE G GAAN YA®GGO om’ Tn YAM®GGO 7OV
TPOTOUiANceG, mpdyuata mov afilovv tov KOTO Vo
AexBovv ka1 mov Ba yabovv av dev TOLG dMCOVE TO
YAOOOIKO évovpa Tov ave&ynta omontovv amd povo
tovg.””?

there are some things which strangely you can’t
convey in any other language, aside from the one you
first spoke, things which are worth the effort of being
said and which will be lost if we do not give them the
linguistic apparel which inexplicably they demand of
their own accord.

While Montis supports the use of Cypriot Greek here, he also takes an essentialist

position on language, which could be an expression of linguistic inferiorism: he is

internalizing the criticisms of Cypriot Greek that position it as an inferior language

that is more suited to emotional than rational states, and restating them as virtues.

Papaleontiou has argued that Montis’ use of Cypriot Greek is limited to certain

lighter subjects appropriate for the composition of poetry in a local dialect. As he puts

it,

To WOOUATIKA KEIPEVA TOV GLVIGTOVV ‘SloAsippoTo
yopds’ (katd v ékepoacn tov A. Xpiotopidn), apov
Eepebhyouv amd TOV WEGUUGUO TNG  VLTOAOITNG
TOPOYMOYNG TOV KOl KOTOTIAVOVTOL HE TOV OVEUEAO
épwr%;;] pe GAAES EVPPOCLVES GTIYUES TNG KLTTPLOKNG
Cong.

his Cypriot-Greek texts constitute ‘intervals of joy’
(to use A. Christophides’ expression), since they
escape the pessimism of the rest of his production and
deal with carefree love or other pleasant moments of
Cypriot life.

°72 Michalis Pieris, ‘Kdotag Moving o “evoyintikdc” mommg’, Iolizne (1981), pp. 62-69, (p. 62).

°7 Papaleontiou, p. 24.
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Montis categorically denies this, and argues that some poems need to be written in

Cypriot-Greek as a result of their poetic essence:

EAéYOM 011 M ypagn mOMUATOV GTO  KLTIPLOKO
YAoookd 1Wiopo eivar po wpoomdbelon  PLYNG.
KAetvo onladn v mopta oto peydia 0épato yio va
Bym €€w va Eekovpaotd. Nopilm 0Tt dev givor avtdg
0 AOY0G. Mepikd mTpdypoto amd TV VEN TOVS TPEMEL
VL YPaQTOvY 611 YAOOG0 oV TpoTopiinoes.” !

It has been said that the composition of poems in the
Cypriot linguistic vernacular is an attempt at
escapism. In other words that I close the door on the
grand subjects to go outside and rest. I do not believe
this is the reason [for their composition]. Some things
by their very texture must be written in the language
you first spoke.

Although Montis expresses the essentialist position that certain subjects demand a
certain linguistic medium of expression, he resents the suggestion that the poetry he

writes in Cypriot Greek is easier or more frivolous.

Critics have interpreted Montis’ poems in Cypriot Greek or referencing
Cypriot Greek culture as attempts to avoid the restrictions of literary writing. On the
subject of Montis’ poems ‘Ot momtég yu Tovg dAAOVG (e TOV TOMTAPIKO TPOTO)’
(‘Poets on others (in the poietarides’ style)’) and “Evag momntdpng (1 Kot momg)
napanoviétor’ (‘A Cypriot Poietaris (or even poet) complains’), Papaleontiou

interprets Montis’ use of the Poietaris’ persona as follows:

0 Adyrog momtg Movng, yopic vo mavel vo EKTILA
TOVG TOMTAPNOES MG AVBEVTIKOVS POPELS TNG TOMIKNG
AOKNG TpAdooNG, TPOTUA VO, YPTCULOTOMGEL TNV
TPOTOYOVY), KATOTE OMAOIKY] OAAL Yoo TV KOOe
TEPIMTOON OPACTIKY) QOVI] TOLG YO VO OlOTLIIMGEL
TPAYUOTO TTOL, OV AEyovtayv OAAMGDG, onAadn otnv
KO VEOEAANVIKN N} amd TNV OKOTLA €VOG EVIEYVOL

™ Montis, ‘Ztovg Aoyotéyveg’, p. 407.
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momty, {6mG aKoLYyovVIaV MG GKouya 1 LIEPPOALKY
.3
Kot pn TEeTKd.’

the intellectual poet Montis, without ceasing to
appreciate the poietarides as authentic bearers of local
folk tradition, prefers to wuse their primitive,
sometimes simplistic but for every situation effective
voice in order to enunciate things which, if they were
said differently, as in using the common Standard
Modern Greek language or from the perspective of a
refined poet, might sound inelegant or exaggerated
and unconvincing.

Papaleontiou represents Cypriot Greek in inferiorist terms: he describes it as
‘primitive’ (‘mpmtoéyovn’) and ‘simplistic’ (‘amdoikr|’), common criticisms of ‘non-
literary’ languages, but also describes it as always highly effective (‘Opaoctikn’),
suggesting that in a limited range of cases simplicity and primitiveness are
advantages. In fact, the above adjectives apply to the voice (‘povn’) of the
poietarides, suggesting that both their language and style of expression are inferior,
while also attaching them to oral rather than printed poetry. Though it is true that the
poietarides are traditionally oral poets, their poetry has been printed as well as

performed for more than a century, so describing them as uniquely oral is inaccurate.

The word ‘simplistic’ (‘amioikn’) and the juxtaposition of the poietaris to the
‘refined poet’ (‘évteyvog mointng’) suggests incompatibility of poietarides with
intellectualism. The adjective ‘dpactikn’, while meaning effective, emphasizes action
over contemplation, supporting the image of the Cypriot language as more physical
and emotional than mainland Greek, following Said’s Orientalist schema. It appears
that Papaleontiou has ‘come to internalize the message that local customs are inferior’

in this case to the customs of culturally dominant Greece, as each adjective he applies

°7 Lefteris Papaleontiou, Oweic ¢ momuiiic tov Koara Mévry (Athens: Sokoli, 2006), p. 48.
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as a compliment to Cypriot Greek also establishes it as an intellectually inferior

language.’”

Although the vast majority of Greek-speakers in Cyprus are native speakers of
Cypriot Greek, there has been little support for Cypriot Greek as a literary language in
the last two centuries. In contrast to Scotland, where Scots has been mooted as a
literary language on and off since the Union made English the official languge, and
has been closely related to the expression of Scottish national identity, in Cyprus the
majority of respondents to a linguistic survey in 1996 considered Standard Modern
Greek a more appropriate language for official and literary purposes.®’” This results in

what Miller would call an inferiorist view of Cypriot Greek.

The above is evident in critics’ readings of Montis poetry. When commenting
on Kostas Montis’ use of Cypriot Greek and the persona of a traditional poet,

Papaleontiou writes:

N mEPGOVA TOV TOMTAPT 16MG Aettovpyel ®¢ dkAeida
OCQOAELOG, OV EMTPEMEL GTOV TOMNTN Vo, €kBECEL
mpofAnpaticpods tov yopw amd T 0Béomn  Tov
AOYOTEYVN OTNV KOolvwvia 1| vo. boPdaAel v &yvola
TOL Y. TNV TOYN TOL €PYOL TOL, YWPIC Vo Pavel
alolovikog M vrmepPoAkd avtdpeockog. Amd o
GKOTLY, M XPNON TNG TEPCOVAG TOV TOUTAPT GE OYILQ
kelpeva tov Movin Ba  pmopovoe vo OsmpnBei
EPOVIKT OmOGTAGLOTOIN o). Ag  BounBodpe
TopeVOETIKE £0M OTL «aPELEIC» N AvAEIOTIGTOL T)PWOEG
VILAPYOVV KOl GTNV KOPAPIKY| noincm.378

the persona of the poietaris may function as a sort of
safety valve, which allows the poet to articulate
worries about the position of the writer in society or to
state his worry about the fate of his work without
seeming conceited or too self-satisfied. From a certain
perspective, the use of the persona of the poietaris in

376 Miller, p. 197.

377 Lydia Sciriha, 4 Question of Identity: Language Use in Cyprus (Nicosia: Intercollege Press, 1996),
p. 12, (pp. 84-86).

°78 papaleontiou, p. 46.
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important texts by Montis could be interpreted as
ironic distancing. Let us remember parenthetically at
this point that ‘innocent’ or unreliable heroes are also
found in Cavafy’s poetry.

Papaleontiou’s reading of Montis’ use of the poietaris’ persona as ironic denies the
possibility that an educated poet could find inspiration in that tradition. He sets the
Poietaris as the intellectual poet’s antithesis, a filter to enable the poet to address his
audience without appearing too conceited. He also suggests that ‘ironic distancing’ is
a device used by Cavafy, contextualizing Montis’ style in the Greek literary canon

and erasing any local attachment his engagement with the poietarides might imply.

Yet Montis is in favour of the use of Cypriot Greek and the engagement with
Cypriot culture in poetry, and he does not distinguish between topics which are
appropriate for Cypriot Greek and topics which need to be expressed in intellectual
Standard Modern Greek, even if he does take the essentialist position that some things
demand expression in a particular language. Montis supports the idea of Cypriot
Greek as a living, evolving language, which should be used rather than simply

preserved. As he says:

H povceloxn dlowon Tov Kumplokol 1OudUTOG
TIMOTA GLVOPEG OEV EYEL VO TPOCPEPEL OVTE KOV TIC
dvvatotteg va peremBel cwotd kot Kotd Pabog o
YOPAKTNPOG, O TOMTIGHOS Kt M lotopia, 1 GAAn,
abéatn oyn g Iotopiag Tov Kumprokod Aaov.””

The preservation of Cypriot Greek as a museum
exhibit has nothing tangible to offer, nor does it
provide the prerequisites for the correct and in-depth
study of the character, civilisation and History, or
another, invisible aspect of the History of the Cypriot
people.

Montis’ interest in Cypriot Greek is not folkloric; it constitutes an aspect of his

identity, which he is not willing to ignore in order to fit into the literary establishment.

°7 Pieris, ‘Movg o “evoyAntikdg” momtic’, p. 62.
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It appears Montis wishes to present Cypriot-Greek poetry as equal in value to
poetry in Standard Modern Greek, which is evident from his publication practices:
Montis was one of the first Cypriot-Greek poets since Michailidis to publish poems in
Cypriot and Standard Modern Greek in the same volume, thus refusing to position
himself as either literary or local. Indeed, Pasiardis argues that Montis’ decision to
publish in this way enabled the production of mixed collections for future generations
of poets. On reading Montis’ collection ‘Songs of the humble life’ («Tpoayodoia g

tamewvng (oMe») he writes:

Tote  oxépmmka Ot «voppomotleitoyy  va
neplhappdvovtol 6e po GVAAOYN Towmpata, GAlN
YPOUUEVE GTNV TAVEAAMVIOL KON Kot GAAQ oTnv
TOTIKN AOAMAL.

Then I thought it was ‘legitimated’ to include in one
collection poems of which some were written in
Standard Modern Greek, and others in the local
vernacular.

Although many poets before Montis, including Lipertis and Michailidis, wrote in both
Standard Modern Greek and Cypriot Greek, few of them published mixed collections
including poetry in both languages, Michailidis’ 1911 Iloumjuoza being a notable

exception.

However, rather than a sign that he has amalgamated the Cypriot and Greek
aspects of his identity into one flawless whole, Montis’ refusal to take sides could be a
manifestation of his internal confusion. In several poems he strongly identifies either
as Cypriot or as Greek, but he does not deal with both identities simultaneously in
any. Furthermore, he does not write about the presence of other types of Cypriot

identity as some other poets do; Turkish Cypriots are largely absent from his work.

% Michalis Pasiardis, ‘Ztrypéc yio tov Moven’, H Aééy 152 (1999), pp. 402-403, (p. 402).
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This suggests that he merges the ideas of Greekness and Cypriotness by ignoring the

differences between the two, using the terms interchangeably.

This has led some critics, such as Giorgos Georgis, in his article cited earlier
about Montis’ deconstruction of history, to read Montis’ expressions of Greek and
Cypriot identities as proof that Cypriot identity is purely Greek.*®' Georgis cites two
poems in support of his argument: an untitled ‘moment’ about being Cypriot, and a

poem entitled “EAAnveg momtég’ (‘Greek poets’):

datveton mmg Nuovva Koumprog
pwv Exo moatépo Kompio,
eaivetal Tmg nuovva Komprog
pwv Exo puntépa Kompua,

npv yevwnod otnv Kompo,

EK TPOYEVETNG.

It seems I was Cypriot

before I had a Cypriot father,
It seems I was Cypriot

before I had a Cypriot mother,
before I was born in Cyprus,
from before birth.

EAAHNEZX I[IOIHTEXZ

ELdyiotor pag dwapalovv,

eMdiyotot EEpouv T YADGGO oG,
LEVOLLE AOTKOUMTOL KOl OYEPOKPOTNTOL
G’ OVTY TN HOKPIVY YOVIA,

oG avTIoTadRILEL TOL Ypapovpe EAMVIKE.

GREEK POETS

Few read us,

few know our language,

we remain unvindicated and unapplauded

in this distant corner,

but our writing in Greek restores the balance. ***

31 Georgis, p. 368.
82 K ostas Montis, cited by Georgis, p. 369
383 1.

Ibid.
3 Cavafy wrote several poems about poets writing in Greek in distant corners of the Greek speaking
world, possibly because he felt marginalised himself, writing from Alexandria. It is possible that
Montis had him in mind when writing this poem; indeed, Georgis observes that there are certain
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Georgis prefaces his citation of these poems with a denunciation of those who would
promote an independent Cypriot identity, whom he describes as remaining ‘dvctuyeig
nov yevvnonkav ‘EAAnveg kot oyt Ayylot’ (‘unhappy to have been born Greek and not
English’), claiming that they consider everything Greek to be a barrier to inter-
communal communication and want to suppress Greekness in favour of a new Cypriot
identity. **> He claims that Montis ‘avatpénel autéc TIC 8€OAMYiEC Kat TOVC
aKPOPATIGHOVG KATAOETOVTOS TNV TEPNPAVIO TNG KLTPLUKNG TOV KOTOYWYNG KoL TNG
eMnvikng tov ocvveidnong’ (‘overturns these obsessions and acrobatics, declaring his

pride in his Cypriot origins and Greek consciousness.’)>™

Georgis cites the two
poems as proof of the above without providing any analysis that might reveal how this

is the case, so it is not clear how he believes they support his argument.

Reading the two poems side by side reveals that they do not overlap at all in
their treatment of Cypriot and Greek identity. The first makes no direct mention of
Greece; instead, it projects the Cypriot origins of the poet into the past, beyond his
birth and ancestry, constructing an image of ‘Cypriotness’ as something primordial
and inevitable. The only way one could argue that this poem amalgamates Cypriot
and Greek identity is by the observation that it is written in Standard Modern Greek
and uses no Cypriot Greek linguistic elements; yet Montis, as discussed above, has
argued forcefully for the equality of the two languages, and has refused to position
himself as a user of one or the other, which reduces the significance of his language

choice in this instance.

similarities between this poem and Cavafy’s unpublished ‘Return from Greece’ (‘Endvodog and tnv
EA\Gda).

¥ Georgis, p. 368.

% Ibid.
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The second poem makes no mention of Cyprus or Cypriot Greek; it is a lament
of the fate of Greek poets who occupy a marginal position on the world literary stage.
Kostas Vasileiou, in his article ‘Koota Méovin "EMnvec Tlomtéc" claims that
Montis must be writing specifically about Cypriot-Greek poets rather than Greek
poets in general, because when this poem was composed, Greek poetry was receiving
a great deal of recognition, mainly as a result of the Western Modernist interest in

Cavafy’s poetry:

dgv  Owkaworoyeitan  vo  owsBdvovron  6tt Covv
OTOLLOVOUEVOL “G” auT TN HOKPVY YOVIA”, €medn N
EXMLGda, av dev Ppioketor oto kévipo g Evpmmng
(kon xot’ eméktoon Tov KOGUHOL), PplokeTon TOAD
KOVTQ, TOAD O KOVIA €V TACT MEPUITMOGEL TOPE M
Kompog, mov evloya, AOy® NG YE®YPOUPIKNG Kol
TOMTIKT|G TNG ATOUOVAOGCNC, KATEXETAL OO £VOL AKPLTIKO
ocuvaioOnua, ot (el “kATO OTIS AKPES TV AKP®V GTNV
teeimwon Tov kdopov”. >t

they are not justified in feeling they live isolated ‘in
this distant corner’, because Greece, though it is not at
the centre of Europe (and by extension the world), it
is very close, much closer at any rate than Cyprus,
which obviously, because of its geographic and
political isolation, is consumed by a marginal feeling,
that she lives ‘down by the ends of the ends at the end
of the world’.

This is a poor argument; the fact that Cypriot poets are more marginalized does not
preclude Greek poets from feeling marginalized themselves, unfair though that may
be. Furthermore, there is no evidence within the poem to suggest that Montis is
writing about Cypriot poets; on the contrary, he appears to be positioning himself
within a community of poets writing in Greek, with whom he shares the experience of

marginalization.

999

37 Kostas Vasileiou, ‘Kdota Moven “Erinveg TTomtég
2004), pp. 37-41, (p. 37).

, Mikpogpiloloyika, no. 16 (Autumn 2004
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It is evident that Montis considers himself to be part of a community of poets
writing in Greek from poems such as this ‘moment’ on the impossibility of translating

Greek poetry:

Adika 0 amomelpafodv o1 LETUPPACTEG
avTdG 0 oTiY0G YPAPTNKE Yo vo petvelt EAAnvioti,
avTog 0 oTixoc eivar povéya yia EAlnvec.*®

Translators will try in vain
this line was written to remain Greek
this verse is only for Greeks.

Here Montis presents Greek writing as an elite production, accessible only to those
who speak the language; this contrasts with MacDiarmid’s ideas about the universal
transferability of the powerful sounds of Scots discussed earlier in this chapter.*®’
This position constitutes a declaration of independence; Montis is arguing that Greek
poets can feel fulfilled by writing only for Greeks, who are in any case the only ones
capable of fully appreciating their poetry. This relieves Greek writers of the

responsibility to compete on a world literary stage. Like in “EAAnveg [Tomtéc’ cited

above, Montis makes no mention of his Cypriot identity in this poem.

Sometimes, however, Montis does differentiate himself from the Greek
cultural establishment; for example, in several of his ‘moments’ he rejects the cultural
supremacy of the Acropolis, which could be read as a metonymy for Athens; for
example, ‘Aowmdv, ToAd kabice andvm an’ ta Kepdio pog 1 Axkpomoin!” (‘Well, that
Acropolis has hung over our heads for long enough!”), cited earlier in this chapter.’”’
This suggests that Montis has a hybrid identity about which he is mostly in denial. He

does not represent himself as un-problematically Greek, yet he does not engage with

3 Montis, AvhoAbynon, p. 143.
¥ See p. 179.
% See p. 171.
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the contrast between ‘Greekness’ and ‘Cypriot-Greekness’, perhaps because at the

time when he was writing this was not considered necessary.

Montis’ unresolved identity issues do not prevent his poetry from constituting
a significant body of texts in the genealogy of culturally independent Cypriot-Greek
literature. While he does not refer to the differences between Cypriot-Greeks and
mainland Greeks directly or consistently, his refusal to classify his poetry in Cypriot
Greek as less challenging sets an important precedent for those wishing to write in
Cypriot Greek today. Rather than erasing his Cypriot-Greek identity, Montis’ refusal
to distinguish between Cypriot Greek and mainland Greek constructs a worldview

where there is one Hellenic community in which Cyprus is not marginal.
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Conclusion

In both Scotland and Cyprus, modernist ideas affected the articulation of national
identity in poetry after the First World War. In both places, modernist ideas about the
relationship between past present and future, language and the nature of poetry
affected the types of writing that were produced, and were often in tension with local
concerns about the production of a locally appropriate poetry. This resulted in new,
local modernisms which challenged local literary traditions and merged them with

literary narratives of the centre.

Hugh MacDiarmid invented his own version of literary Scots which he used to
explore the aspects of the Scottish psyche he claimed English could not touch. He also
countered the historical narrative of Scotland being rescued by Union with England,
and argued for a culturally and politically independent Scotland. Finally, with his
Synthetic Scots poems he tried to create a new language to represent a new Scottish

culture and free it from the Caledonian Antisyzygy.

Edwin Morgan followed partly in MacDiarmid’s footsteps, but was
simultaneously more moderate in his views and more radical in his linguistic and
formal experimentation. In addition to Scots and English, Morgan used other
languages, like Hungarian and the imagined voice of the Loch Ness Monster. He
imagined the Scottish literary and historical past as the key to understanding the

present and enabling a vibrant future for Scottish literature.

Kostas Montis expressed similar ideas to both Morgan and MacDiarmid about
the significance of language and the past. He reacted more powerfully against
established historical narratives than either of the above, and challenged assumptions

about the origins of Cypriot-Greek identity in ancient Greece. Like Morgan, Montis
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was formally experimental, creating his trademark poetic ‘moments’, which were

radically different from other poetry written in Cyprus at the time.

All three poets discussed in these two chapters searched for a balance between
modernist revisions of the concepts of history, identity and language, producing
original works which challenged the definition of local poetry. Their formal and
linguistic experimentation, as well as their ideological explorations of identity laid the

groundwork for new movements in Scottish and Cypriot poetry.
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PART 3

‘ADEQUATE POETRY’, TRAUMA AND THE CREATION OF THE HOMELAND
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Introduction

The power of poetry to evoke and consolidate an image of the nation as a united
whole has remained significant for the expression of national identity in Scotland and
Cyprus throughout the twentieth century to the present day. Poets have argued for the
importance of poetry in expressing complex identities and providing closure where

more direct interpretative means have failed. As Seamus Heaney argues,

As long as the coordinates of the imagined thing
correspond to those of the world that we live in and
endure, poetry is fulfilling its counterweighting
function. It becomes another truth to which we can
have recourse, before which we can know ourselves in
a more fully empowered way. In fact, to read poetry
of this totally adequate kind is to experience
something bracing and memorable, something capable
of increasing in value over the whole course of a
lifetime.™"

Heaney’s ‘adequate’ poetry provides alternative access to a ‘truth’ which may be
difficult to approach directly. This can be because it is difficult to articulate, as in the
case of personal and collective identities, or because it is associated with a traumatic

experience that the reader and even the writer have not been able to process.

‘Poetry of place’, a term used extensively by Fiona Stafford in Local
Attachments, refers to poetry attached to a specific geographical location;>* while this
poetry is not often written with a view to nation-building, it nevertheless inscribes
human identity on the landscape which is inevitably nationally inflected as a result of
the individual poet’s relationship with the nation. The inscription of the nation’s
identity onto the landscape is a significant process in the emergence of the nation as

an imaginable community. This is evident in many examples from the Golden Age of

31 Seamus Heaney, The Redress of Poetry: Oxford Lectures (London: Faber, 1995), p. 8; Colin
Williams and Anthony D. Smith, ‘The National Construction of Social Space’, Progress in Human
Geography 7, no. 4 (1983), pp. 502-518, (p. 504).

92 Stafford, Local Attachments.
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Nationalism, like the Greek novel O Leandros (Panayiotis Soutsos, 1834), where the
eponymous hero travels the area of the new Greek nation-state, identifying the ruins

of antiquity embedded in the landscape.*””

The concept of the ‘homeland’ is significant for the emergence of a national

identity. As Williams and Smith write,

A ‘national’ territory is more than a specially
demarcated area or a self-sustaining resource; it is an
‘historic’ territory, a ‘homeland’, a rightful possession
from one’s forefathers through the generations. It is
distinctive, a unique territory; the identity of the
nation is bound up with memory, and this memory is
rooted in a homeland.™”

Therefore, representations of the past are instrumental for the establishment of the
nation as a physical space. These past narratives must be connected directly with the

physical landscape in order for a landscape to become ‘the homeland’.

There are many ways for the past to become imprinted on the landscape. As

Williams and Smith explain,

Its [the homeland’s] mountains are sacred, its rivers
are full of memories, its lakes recall distant oaths and
battles, all of which have been commemorated in
national epics and ballads, and attracted countless
legends (Wilson, 1976; Snyder, 1978). History has
nationalized a strip of land, and endowed its most
ordinary features with mythical content and hallowed
sentiments.>”

The narratives of the past which must become attached to the landscape are the
narratives legitimating the nation and positioning its origins. The idea of the sanctity

of the national landscape is reminiscent of Anderson’s suggestion that even if Western

3% Panayiotis Soutsos, O Aéavdpoc (Nafplio: Typographeio Konstantinou Tompra, 1834).
% Williams and Smith, p. 509.
* Ibid.
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nationalism was not filling a void left by the God-crisis of the nineteenth century, it

was certainly informed by the belief structures of Christianity.>°

R.S. Peckham argues that to the extent that all communities throughout the
ages have imagined themselves to be in some way connected to the landscape, it
could be argued that ‘the homeland is a transhistorical category that harks back to pre-
modern and immemorial affiliations of people with territory’. **’ According to
Peckham, this was the position taken by emergent national states in the eighteenth and
nineteenth centuries, when ‘territorial claims were legitimated through reference to
providential myths of the nation’s pedigree and rootedness.”*”® It is not surprising,
therefore, that the nation’s relationship to the landscape and the idea of a homeland

remains a pressing concern for those writing from a position of cultural marginality.

Although more recent poets are often ambivalent towards the nation in both
Cyprus and Scotland, their writing sometimes provides readers with ways to make
personal connections with the landscape, inscribing a collective identity upon it which
of necessity intersects with nationalism. In the case of Cyprus, ‘poetry of place’ is
often also ‘trauma poetry’, as writers attempt to guide their readers through the

process of grieving for the division of the island and the lost lands in the north.

Communal trauma can have a strong unifying effect on national communities;
the experience of loss, particularly when narrativized as a sacrifice for the nation,
draws communities together, while those with whom they are in conflict, in addition
to being the cause of the trauma, become the other the community is defined against.

Thus in Cyprus the Greek community defined themselves successively against the

3% Anderson, pp. 11-12.

37 Robert Shannan Peckham, National Histories, Natural States: Nationalism and the Politics of Place
in Greece (London: 1. B. Tauris, 2001), p. 1.

% Ibid.
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Ottomans, the British and the Turks, while gradually moving away from identification

with a wider modern Greek nation.

The invasion of 1974 is a watershed moment for the formation of
contemporary Cypriot-Greek identity, as it caused Cypriot-Greeks to question their
identification with the Greek nation-state, given their involvement with the attempted
coup d’état, which precipitated Turkish intervention, and subsequent failure to protect
Cypriot-Greek interests.” Thus in Cyprus the experience of trauma has fostered the
development of an independent local identity, and weakened the attraction of a

panhellenic identity centred on the Greek nation-state.

In Scotland, on the other hand, trauma and the threat of violence have
historically strengthened British identity. According to Linda Colley, the success of
the Union of Parliaments in 1707 was greatly facilitated by a series of wars with
France, including the French Revolutionary Wars (1793-1802) and the Napoleonic
Wars (1802-1815), which provided an external threat and religious other against
which the English and Scots could unite as Britons.*” Conversely, in Britain it was
extended periods of peace which lead to increases in the appeal of local self-

government in Scotland as well as in Wales and Ireland.

The National Association for the Vindication of Scottish Rights was founded
in 1853, when the Napoleonic Wars had begun to fade from the collective memory,*”’
and discussions of increased autonomy for Scotland, as well as Wales and Ireland,
were a common occurrence at Westminster until the outbreak of the First World

War.*” During the War, once again the War Effort took precedence over local

3% See pp. 53-54.
401 inda Colley, Britons: Forging the Nation, 1707-1837 (London: Pimlico, 1994), pp. 4-5.
401 :
Ibid.
% Acts of Union, p. 83.
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identities and discussions of independence lay dormant until the inter-war period,
when the Scottish National Party was formed (1934), and the Scottish Renaissance
took place.*”® There was a similar setback to the growth of Scottish Nationalism
during the Second World War; however, the economic pressures of post-war Europe
coupled with an unpopular government in Westminster caused a growth in nationalist

sentiment throughout the second half of the twentieth century.

Nevertheless, until recently the increase in Scottish nationalist sentiment still
primarily contextualized Scotland within the United Kingdom; according to Linda
Colley, the second half of the twentieth century saw ‘not so much a rise in Scottish
nationalism, as the emergence of a different kind of Scottish nationalism’.** It
appears from this reading of Scottish history that different kinds of communal trauma
elicit different expressions of national identity; the presence of an external enemy and
the shared traumas of military action reinforced British identity, while class conflict
and economic hardship encouraged the emergence of a Scottish identity envisioned as
separate from England. However, it is possible that the experience of the First World
War led to the Scottish Renaissance, as there was widespread loss of faith in the

British government as a result of the large number of casualties, which led to the

questioning of British identity, leaving a gap in which Scottish identity could flourish.

The following two chapters will explore the role of the poet in society, as well
as the function of poetry in the construction of communal identities in the later
twentieth and early twenty-first centuries. Chapter 5 will focus on poetry and the

inscription of national identity on the landscape. Chapter 6 will address trauma poetry,

9 Gerry Hassan, The Modern SNP: From Protest to Power (Edinburgh: Edinburgh University Press,
2009), p. 24.
9% Acts of Union, p. 93.
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focusing primarily on the First World War in Scotland, and the 1974 invasion in

Cyprus.
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Chapter 5: Poetries of Place: Transforming Landscape into Homeland

Poetry participates in the process of inscribing the nation on the landscape,
which creates the homeland. This chapter will explore two types of ‘poetry of place:
‘poetry of homecoming’, which constructs an idealized image of the homeland which
hinges on its inaccessibility, and poetry of place focused on human structures

modifying the landscape, like bridges, monuments or entire cities.

Poetry of homecoming is written both by poets who cannot return and poets
who have never left the homeland; Robert Crawford (b. 1959) has written several
poems of homecoming about Scotland while living there. Though he did live in
England for six years in the 1980s, which may have led him to experience feelings of
disconnection from his homeland, he has since returned to Scotland. His nostalgia in
these poems of homecoming is not only about physical absence, but also the
impossibility of return to a time as well as a place. In ‘Inner Glasgow’, he describes

the Glasgow of his youth as a girl in a red coat, who grows into a woman:

But you refuse these foisted images, stay
Too true, still here, grown up in your red coat.

My inner Glasgow, you don’t leave me, [
Do not leave you.

Crawford’s ‘inner Glasgow’ remains true to his memories of the city, but also shapes
him. Crawford’s poems of homecoming function in a similar way to the Cypriot
poems of exile that will be discussed below, written by Risos Charalambides and
Mona Savvidou-Theodoulou, who were unable to visit the north of Cyprus at the time
they were writing about it. Risos Charalambides is a journalist, photographer and the
son of the acclaimed poet Kyriakos Charalambides. Mona Savvidou-Theodoulou

(b.1949) is the headmistress of a secondary school and secretary of the Cyprus PEN
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association, and has published seven collections of poetry and four poetry

anthologies.**

The transformation of a landscape into a national homeland is achieved both
through the narrativisation of the landscape as homeland, but also through the
construction of practical and monumental physical manifestations of human
occupation. The landscape can be imbued with significance both through the
production of texts which inscribe meaning on pre-existing natural features, and the
erection of signifying structures which constitute a physical manifestation of the
nation. Poetry can enhance this process through the transformation of practical
structures into monumental ones. Furthermore, poetry often engages with the concept
of lost landscapes, which have either disappeared as a result of the passage of time, as
in the case of post-industrial Scotland, or as a result of a disruption of the nation’s

borders, as in the case of Cyprus after 1974.

Cities can be described as physical manifestations of the nation’s identity; as

Yves Calverton states in Mapping the Memory of Cities,

city planning — a rationalisation of space — might be
considered as a means of disciplining society through
the City and building a nation. A number of different
types of symbol carriers, such as monuments, statues
and street names which can be transformed into a
cornerstone of historiography, can be distinguished.*"®

Through the incorporation of symbolic structures and the practice of naming streets,
parks and buildings after nationally significant figures, the city becomes a metonymy
for the nation; all significant elements of national identity are embodied by real

structures, making the nation a visible reality. This is a similar idea to the effects of

455 L. Skartsis and S. P. Varnavas, eds., Avfoloyia Kvrpiwv Ilomtdv, p. 727.

4 yves Clavaron, ‘Mapping the Memory of Cities’, in La Memoire des Villes / The Memory of Cities,
ed. by Yves Clavaron and Bernard Dieterle (Saint-Etienne: Publications de 1' Universite de Saint-
Etienne, 2003), pp. 13-19, (p. 13).
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place names in imprinting the nation’s past on the landscape. However, in the case of
cities the element of deliberate planning combined with the physical presence of

buildings creates the impression of a physical manifestation of an official nationalism.

Literary texts can attach moments of national significance to specific physical
locations, and appropriate recognisable features of the landscape as characteristic of
the Nation’s identity. Signifying structures function in a similar way, providing a
visible footprint of the nation’s past on the landscape. These include monuments
commemorating moments of national significance, such as the EOKA monument and
the statue of Makarios in Cyprus, landmark engineering structures like the Forth Road
Bridge and Falkirk Wheel in Scotland, and buildings of historical or administrative
significance, like the Scottish Parliament building. Poetry can contribute to the
signifying power of these structures; in both Scotland and Cyprus there are poems
which connect structures evocative of national identity to the landscape on which they

are built.

Poetry is a particularly effective literary form for inscribing significance on
the landscape, because poems are objects of specific form. Therefore, they can
function as monumental objects themselves, lending their content the appearance of
permanent universal truth. Poems are often reproduced on monumental objects, or
recited at commemorative occasions, when physical monuments acquire their national
significance. For example, Dimitris Lipertis’ poem ‘To the Cypriot martyrs of the
ninth of July 1821°, discussed in Chapter 2 of this thesis, was performed at the
unveiling of a monument dedicated to the bishops that the poem commemorates in

Limassol in 1930. The poem provides the narrative establishing the significance of the
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historical moment to the nation, connecting the executed bishops with the physical

landscape by describing their blood and bones being assimilated by the earth.*"’

Inscribing the nation onto the landscape merges diverse localities and natural
features into a uniform national ‘homeland’. Some structures propagate a narrative of
national uniformity by acting as a symbolic representation of the nation; for example,
the Vittoriano in Rome incorporates a synthesis of the main narratives of national
identity, symbolising an Italian unity that has always been largely imagined. Built in
1885 to honour Vittorio Emanuele, first king of the unified Italian nation, it contains
the museum of the unification of Italy, the tomb of the Unknown Soldier, and is
topped with a large sculpture of Vittorio Emanuele himself on horseback. These
represent three significant characteristics of an imagined nation: tomb of the
Unknown Soldier represents sacrifices for the nation and the nation’s dead (see
Anderson, cited on page 59), the sculpture of Vittorio Emanuele embodies the
national hero, and the museum of unification provides a teleological historical
narrative of the Italian nation’s unification. The building also casts modern Italy as a
continuation of the Roman Empire, both through its neoclassical style and through it’s
location facing Capitol Hill. Finally, it unifies the city itself through the viewer’s
gaze; it is visible from many places as a monumental landmark, and provides a
viewing platform, from which the city can be observed as a whole, bounded by the

viewer’s gaze.

In Scotland, various attempts have been made to construct monuments that
symbolically represent the whole Scottish nation; the most famous is the notoriously
incomplete National Monument on Calton Hill in Edinburgh. Many Scottish poems

have transformed more mundane structures into symbolic representations of the

7 See pp. 136-142.
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Scottish nation instead. Furthermore, some of Edwin Morgan’s poems question the
narrative of uniform Scottish identity by focusing on marginal spaces, which either
occupy the border between urban and rural, or exist on the margins of the city through
abandonment. While these poems present a fragmented image of Scotland, they argue

for a new kind of unity, which includes all the nation’s members.

In Cyprus, the nation can only be imagined as whole through texts, as it is in
reality divided. Many Cypriot poems imagine the nation as a unified whole by visiting
the occupied north, or by imagining journeys of homecoming and projecting the
image of a Hellenic nation onto the sea. Kyrenia and Ammochostos (Famagusta), the
two northern Cypriot cities, are often used as metonymies for the lost homeland, and

addressed as lost lovers or personified as women.

This chapter is divided into three parts: the first analyses poems that imagine
the homeland from an outside perspective through imagined homecoming, the second
is focused on poems which monumentalize the national landscape through human
structures both ancient and modern, and the third considers poems that depict the

nation’s cities and their role in the production of national identity.
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The unreachable homeland

Imagining the homeland from outside its borders has a two-fold effect: on the one
hand, it enables the representation of an idealised image, uninterrupted by the real
nation’s imperfections; on the other hand, it allows the homeland to be imagined as
one uniform and bounded place, glossing over considerations of the landscape’s

diversity.

Cavafy’s ‘I0dkm’ (‘Ithaca’), in which the speaker advises the reader to take
pleasure in the journey home rather than expecting the homeland itself to provide
wealth and satisfaction, is a universal poem of homecoming. Ithaca takes on an
emblematic role as the archetypal homeland; the poem appears to be addressed to
Odysseus, as several elements of the Odyssey are alluded to. This connection to one of
the foundation texts of Western civilization positions the journey of homecoming
Cavafy describes as an archetypal narrative, making the homeland ‘Ithaca’
emblematic of what a homeland should be. The fact that it is an island enables one to
imagine it as a unified, coherent space, a single destination. Thus ‘Ithaca’ becomes a

stable signifier of ‘home’, while ‘home’ (the signified) can take a variety of forms.

Cavafy had never visited Ithaca, and it is, in any case, not known exactly
which island Homer’s Ithaca was. One could, therefore, interpret Cavafy’s poem as an
engagement with the idea of the national ‘Homeland’ by someone writing from the
margins. As an Alexandrian Greek, Cavafy lived outside the borders of the Greek
nation-state, and was not embraced by the Greek cultural establishment during his
lifetime. The vagueness of Ithaca’s position makes it a mythical landscape, which can

be accessed and possessed by those who do not belong to the national centre.
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The poem sets up a relationship between the journey and the homeland
whereby the homeland is given significance through its absence; there is a double
meaning to Cavafy’s ‘Ithaca’, as it is both a physical place and a notional destination.
It is this vagueness of the island’s identity that gives the poem its universality; every
reader has a homeland, and Cavafy’s Ithaca can be any homeland: the poem addresses

everybody.

‘Ithaca’ constructs the homeland as a historical territory through reference to
the Odyssey, as the poem is addressed to Odysseus when he begins his journey home.
However, he is never named; the poem is written in the second person addressing an
anonymous traveller. It is apparent from the first stanza that the Odysseus myth is

used as an allegory for the journey through life:

Ya Byeic otov mnyopod yio v [0dkm,

va gbyeoal vavar pakpvg o dpopog,

YEUATOG TEPIMETELES, YEUATOG YVDOGELS.

Tovg Aaiotpuydvag kot Tovg Kdxhmmog,

tov Bupopévo Ioceddva pun poPdcat,
TETOL0L GTOV OPOLO GOV TTOTE GOV dev Ba Bpetg,
av HEV’ 1 OKEWYIG GOV DYNAN, OV EKAEKTN
oLYKIVNO1G TO TVELLLA KO TO COO 6oV ayyilet.
Tovg Aaiotpuydvag kot Toug Kokimmag,

tov dypro [Tocewddva dev Ba cuvavnoel,

av dgv Tovg KovPaveic Leg 6TV Yuyn cov,

oV 1) YLYN OOV OEV TOVS GTNVEL EUTPOG GOV.

As you set out for Ithaca

hope the voyage is a long one,

full of adventure, full of discovery.
Laestrygonians and Cyclops,

angry Poseidon—don’t be afraid of them:
you’ll never find things like that on your way
as long as you keep your thoughts raised high,
as long as a rare excitement

stirs your spirit and your body.
Laestrygonians and Cyclops,

%% Constantine Cavafy, 166k, in IToujuaza, ed. by G. P. Savvidis (Athens: Ikaros, 1963), pp. 23-24,
(p- 23).
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wild Poseidon—you won’t encounter them
unless you bring them along inside your soul,
unless your soul sets them up in front of you.*”’

Locating the journey’s dangers within the traveller’s soul signposts that this journey is
intellectual and spiritual, not physical; this is reiterated in the speaker’s instruction to

‘Keep Ithaca always in your mind./ Arriving there is what you are destined for.”*'°

(ITavta otov vou cov véyele v 10dxn./ To eOdowov ekel eiv’ o Tpoopiopdg cov.)*!!
The existence of Ithaca affects the nature of the journey, as well as the development
of the traveller’s identity. ‘TIpoopiopdc’ can be translated as both ‘destination’ and

destiny, making the function of Ithaca as ‘mpoopiopdg’ dual: home is the destination

that enables the journey, but it is also an inescapable fate; homecoming is inevitable.

The trope of voyage and return is a common one in poems which embody the
concept of the homeland, and it appears in both Scottish and Cypriot poetry. The
direct influence of Cavafy’s ‘Ithaca’ is apparent in many; Robert Crawford created a
Scots version of ‘Ithaca’ for an anthology of poetry commemorating two hundred and
fifty years from the birth of Robert Burns, entitled New Poems Chiefly in the Scottish
Dialect. Crawford’s contribution to the anthology consists of five translations of

Cavafy poems into Scots.

Crawford’s decision to pay tribute to Robert Burns with translations from
Modern Greek may at first appear puzzling; however, there are several elements,
which make this act of translation an exercise in strengthening Scottish poetry. When
establishing a spoken language as literary, authors often bolster its literary credibility

by translating accepted ‘classics’ into that language, in order to demonstrate its

9 Constantine Cavafy, ‘Ithaca’, Translated by Edmund Keeley and Philip Sherrard. In Collected
poems, ed. by G. P. Savvidis (London: Chatto & Windus, 1990), pp. 29-30, (p. 29).

19 Tbid.

1 <I0axn’, p. 24.
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capability to convey the subtleties of expression and emotion associated with high
literature. The Scottish Renaissance movement of the mid-Twentieth century placed
great importance on translation; according to Cobrett and Findlay, Douglas Young
(1913-1973), playwright, polemic poet and translator, argued that translations were
‘indispensable’ for the establishment of Scots as a literary language. His translations
of ancient Greek drama as well as poetry from various languages into Scots were an
enactment of his ideological belief in the significance of translation for the ‘revival’

of Scots not only as literary, but also as a national language.*'?

Ezra Pound argues that translations have a central role in enabling the
development of new ideas in literature: ‘a great age of literature is perhaps always a
great age of translations; or follows it”.*'® This idea was shared by Hugh MacDiarmid,
who incorporated adaptations of and references to European poetry in some of his

most Scottish works, such as A Drunk Man Looks at the Thistle discussed in Chapter

414
3.

Each of Crawford’s translations appropriates Cavafy’s poem for Scotland,
replacing Greek mythological and cultural references with Scottish ones. His
translation of ‘16dxn’, entitled ‘Hame’, can be seen as an appropriation of the classical
myth of the Odyssey through Cavafy’s re-imagining. Crawford’s choice of title both
broadens the poem’s scope and links it specifically to Scotland, as it refers directly to

the transnational concept of ‘home’, but does so in Scots, a local language.

In ‘Hame’, Crawford transfers many of the messages of Cavafy’s poem to a

specifically Scottish context, while retaining some of the latter’s universality. While

412 John Corbett and Bill Findlay, eds., Serving Twa Maisters: Five Classic Plays in Scots Translation
(Glasgow: Association for Scottish Literary Studies, 2005), p. xiv.

13 Ezra Pound, Literary Essays of Ezra Pound, ed. by T. S. Eliot (London: Faber and Faber, 1968), p.
232.

4 McCulloch, Scottish Modernism, p. 42.
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the tone of Cavafy’s poem is calm and didactic, embodying the instruction to keep

one’s thoughts ‘raised high’, Crawford’s version is more boisterous and provocative:

As ye stert for hame

Tak tent o the lang road bak,

Aa mervels, aa whigmaleeries.

Margaret Thatcher, Sawney Bean,

Butcher Cumberlan — dinna fear thaim;
Ye’ll no bump intae trash like yon

As lang as ye keep a guid, stoot hert,

As lang’s a really guid carfuffle

Fires ye up boadie an sowl,

Margaret Thatcher, Sawney Bean,

Butcher Cumberlan — ye’ll ne’er meet thaim
If ye dinnae cairt thaim along in yir ain sowl,
If yir sowl disnae caa thaim tae greit ye.*'”

Crawford converts ‘as long as you keep your thoughts raised high’ into ‘as lang as ye
keep a guid, stoot hert’, changing the mode from one of intellectual exaltation into
active courage, a characteristic often included in Scottish stereotypes. Similarly, ‘as
long as a rare excitement / stirs your spirit and your body’ becomes the much more
emphatic ‘as lang as a guid carfuffle / Fires ye up boadie and sowl.” The phrase ‘fires
up’ combined with the reversal of position of body and soul in this version makes the
image more tactile, and gives the experience of the physical primacy over the

experience of the mind, contrasting with Cavafy’s ‘rare excitement’.

In addition to the above, Crawford replaces Cavafy’s mythical monsters of the
mind with people who have had an impact on Scottish society. Margaret Thatcher,
conservative Prime Minister of the United Kingdom from 1979 until 1990, pursued
aggressive policies of economic reform that were seen to favour the rich and the south
of England. Sawney Bean is the head of a mythical clan of cannibal highwaypersons,
said to have lived during the reign of James VI. Finally, Butcher Cumberlan was

Prince William Augustus, Duke of Cumberland, responsible for suppressing the

1% Robert Crawford, ed. New Poems, Chiefly in the Scottish Dialect (Edinburgh: Polygon, 2009), p. 25.
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Jacobite rebellion of 1745 at the Battle of Culloden in 1746. This choice of peculiarly
Scottish monsters, and in particular Margaret Thatcher and Butcher Cumberlan,
makes the poem’s advice not to set them up before oneself read as advice not to let
one’s Scottish identity be dictated by outsiders, but also not to let Scottish identity be
an impediment to one’s individual development. At the same time, this humorous
evocation of characters from the Scottish historical past as mythological monsters
promotes the familiarization and acceptance of the Scottish national past for both

Scottish and other readers.

However, the most significant divergence from the original is that Crawford
omits the final stanza of ‘Ithaca’ from his translation, ending with the line ‘An noo yir

1416

hame hes naethin left tae gie ye.”” ~ This emphasises the marginal status of ‘hame’;

however, it also erases the didactic tone of Cavafy’s final stanza:

Kt av ntoyim v Bpetg, n 104k dev o€ yéhaoe.
"Eto1 6090Gg mov €ywveg, pe toon meipa,

Nnon Ba 1o xkotdAaPec n 10deg T csnuaivouv.417

And if you find her poor, Ithaca won’t have fooled you.

Wise as you will have become, so full of experience,

you will have understood by then what these Ithacas mean.*'®

Cavatfy’s reference to ‘Ithacas’ in the plural is what extends this poem from a specific
address to Odysseus to a universal contemplation of the meaning of home. Crawford’s
omission of the final stanza both denies the possibility of a homecoming, and situates
the poem more firmly in a specifically Scottish setting than Cavafy’s is positioned in
a Greek one: there is no pluralizing of homes in this case. This translations of

Cavafy’s ‘16akn’, in its playfulness, audacity and ambition constitutes a declaration of

416 Crawford, New Poems, p. 25.
7 Cavafy, ‘I0axn’, p. 24.
8 Tbid, p. 30.
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the independence of Scottish literature, and makes a compelling argument for the

value of literature in Scots, as well as its relevance for non-Scottish audiences.

Crawford’s translation of Ithaca fits into a Scottish tradition of writing about
the homeland in its absence, exemplified by Robert Burns’ ‘My Heart’s in the

Highlands’, which repeats the refrain:

My heart’s in the Highlands, my heart is not here;
My heart’s in the highlands a-chasing the deer;
A-chasing the wild deer, and following the roe;
My heart’s in the Highlands wherever I go.*"

The speaker’s insistence that his heart is in the Highlands suggests that the Highlands
have a shaping influence on him even when he is not there. He bids farewell to four
physical features of the Highland landscape in the third stanza: high, snow-covered
mountains, green valleys, wild forests and fast-flowing rivers. These construct the
homeland as a wilderness, an image that is inaccurate for much of Scotland,
significantly including the part Burns was from: Burns was not from the Highlands,

and never lived there, though he did visit in 1787.*%

Yet there is a persistent sense
that the real Scottish homeland lies in the wilderness; this may be what motivated

Hugh MacDiarmid to move to the Shetland Isles.**'

Unlike Burns’ poem, Crawford’s ‘Hame’ does not give the Scottish landscape
any specific characteristics, except the experience of its particular monsters. Crawford
acknowledges that all Scottish people are shaped by Scotland, but stops short of
defining Scotland itself; he merely cautions his readers to accept the characteristics

they have acquired from ‘Hame’, and not ask for more, or less:

419 Burns, Poems and Songs, 11, 528.
20 Burns, Letters, pp. 119-128.
#! MacDiarmid spent most of the 1930s on the Shetland island of Whalsay with his second wife.
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It wis yir hame that gied ye this lang road.
Wi’oot hame, ken, ye’d ne’er hae stertit oot.
An noo yir hame hes naethin left tae gie ye.**

There are several poems by Cypriot-Greek writers that construct a journey not
as a homecoming, but as an act of inscribing Greek identity on the sea, and joining
Cyprus to the Greek mainland through this act of mapping. This could be because the
reality of the island’s division negates the vision of homecoming as political

unification with Greece, leading to the creation of alternative narratives.

When writing about the occupied city of Kyrenia, some poets focus on the
ancient shipwreck of Kyrenia, a fourth century BC wreck of a merchant ship,
discovered in 1965 by Greek-Cypriot diver Andreas Cariolou. It was excavated
between 1968 and 1969 by a team of archaeologists from the University of
Pennsylvania Museum, and is now on display at the Ancient Shipwreck Museum in
Kyrenia castle.*” The ship has acquired a symbolic significance for Greek Cypriots.
In 2008, the Cypriot Olympic Committee named the ship as one of the mascots for the
2009 Games of the Small States of Europe. In their magazine, they explain the

significance of the ship as follows:

o mv Kbdmpo, m avedpeon Kot ovéAKvon Tov
apyoaiov avTov KapaPlov dev £xel LOVO OPYOLOAOYIKN
aALG Kol otopik] Ko €Bvikny onuacio. To kapdaft
amotedel o akoun omdoOElln TG GLVVEXOVG EMOPNG,
Katd v Apyootnro, ™ Kdmpov pe tov eAAnvikod
KOGHO Kt TOV EAAVIKO moArtiopd.

For Cyprus, the discovery and recovery of this ancient
ship has not only archaeological but also historical
and national significance. The ship constitutes one
more piece of evidence for the continuous contact,

422 Crawford, New Poems, p. 25.

2 George Haber, ‘Cargo Ship from the Depths of the Past’, New Scientist 59, no. 861 (30 August
1973), pp. 508-510.

#4 Cypriot Olympic Committee, ‘To Kapdpt g Kepbvetag” Olvpmaxoi PuBpoi 2 (2008), pp. 8-9.
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during Ancient times, between Cyprus and the Greek
world and Greek civilization.

The ship is presented as a link to the Greek heritage of Cyprus. As it provides
evidence of trade and travel, it demonstrates that Cyprus has historically been part of
a larger Hellenic community. For Greek-Cypriots it is a tangible link with ancient
Greece, as there is evidence that the ship’s trade route connected many islands in the
Hellenic archipelago, which draws Cyprus into the same geographical cluster despite
the fact that it is significantly further from the Greek mainland. Consequently, the

ship is used by Greek Cypriots to emphasise the Greek connections of Cyprus.

A replica of the ship named ‘Kyrenia II’ was begun, supervised by Michael
Katzev and Harry Tzalas, in Piracus 1982 and completed in 1985, using historically
accurate methods of construction. ‘Kyrenia II” was sailed from Piraeus to Cyprus in
1986, making calls at several ports of cultural significance to Greeks and Greek
Cypriots, attempting to replicate the route the original ship would have followed as
closely as possible.*” The ship’s journey was intended to study ancient shipbuilding,
but the choice of route re-mapped the ancient Hellenic world onto the modern
Mediterranean. Ports visited on the way to Paphos included Sounion, Naxos and
Rhodes. The ship was loaded with the same cargo as the original, making this voyage
a re-enactment of the one which ended in the wreck of the first ship; this inspired the
Cypriot poets below to imagine the ship as an emblem of the Greek identity of

Cyprus.

Avraam Konstantinou (b. 1977 in Limasol) wrote ‘To Kapapt g Kepoveiag’

(‘The Ship of Kyrenia’; date of poem’s first publication unavailable), a poem which

3 Harry E. Tzalas, ‘The Kyrenia II: An Attempt in Experimental Archaeology, in Great Moments in
Greek Archaeology, ed. by Panos Valavanis (Los Angeles: J. Paul Getty Museum, 2007), pp. 300-305;
Katzev, Michael, ‘An Analysis of the Experimental Voyages of Kyrenia II, in The Second International
Symposium on Ship Construction in Antiquity, ed. by H. Tzalas (Delphi: Hellenic Institute for the
preservation of Nautical Tradition, 1990), pp. 245-256.
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focuses on the discovery of the ancient ship, describing its recovery as a resurrection.
Although the poem does not discuss the city of Kyrenia directly, the connections
between the ship and ancient Greek culture are made clear when the personified

remains of the ship ask after the fate of Alexander the Great:

TooakiGpEVA KOTAPTLO KO KOLTTLAL,

mov Keitovton 6to Paciielo Tov fubov,
OA0 POTOLV Kot EOVOPMOTOVV:

‘Zet 0 Paciidic AAEEavdpog;

Broken masts and oars,

which lie in the kingdom of the deep,
keep asking and asking again

“Does king Alexander live?”

The reference to Alexander the great refers to the age of the ship, which sailed during
his reign. The question ‘does king Alexander live?’ refers to the myth that Alexander
the Great’s sister was a mermaid, who asked sailors if Alexander lived, and the only
answer she would accept was (et kot Pacireder’ (he lives and reigns). Should any
sailor say Alexander is dead, the mermaid would cause a storm out of grief, drowning
everybody on board.**” It is ironic that in this case the remains of the ship, which has
already sunk, are asking if Alexander lives. The myth of Alexander has a unifying
effect on the Greek-speaking cultures of the Mediterranean; he is regularly used as a
reference point for a time when the Hellenic ‘nation’ was united. Furthermore, myths
which project him onto the sea are particularly effective, as the sea is both timeless

and in constant flux, so that one can more easily project multiple identities onto it.

There are other poems that use Alexander in a similar way, projecting
Panhellenic mythologies onto the sea. Perhaps the most significant is Seferis’ poem

‘Apyovavteg’ (‘Argonauts’), which describes the Argonauts rowing through an ocean

426 Avraam Konstantinou, ‘To Kopaft tg Kepovewag’, in S. L. Skartsis and S. P. Varnavas, eds.,
AvBoroyio Kvmpiwv [omrwv (Athens: Taxideftis, 2008), p. 275.

*7 Nikolaos G. Politis, Melétar mepi Tov fiov kar e yAdeonc tov EMnvikot Aaob: Hapaddseic, 2 vols.
(Athens: Epyavn, 1904, repr. 1965), 1, 307-308.
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of Greek history, travelling through both space and time, where they encounter
various symbolic characters. One of their encounters is with mourning women, who
are searching for Alexander the Great to demand an explanation for the loss of the

Greek empire:

AVGTUYIGUEVES YOVOITKEG KATTOTE e OAOAVYLOVG
KAatyove To yoUEVO TOVG Todld

Kl QAAEG ayplepéves yopevav 10 MeyorEéEavtpo
Kkat 86&eg Pubiopéveg oto Badn e Aciag.

Unhappy women sometimes with sobs
mourned their lost children

and others angrily sought Alexander the Great
and glories sunk in the depths of Asia.

Alexander becomes the symbol of a Hellenic nation; in Seferis’ poem, the glories lost
in the depths of Asia refer to the defeat of the Greek army in Asia Minor in 1922.
Despite the aura of defeat, however, the poem projects the ghost of Alexander onto
the modern seascape of the Mediterranean, superimposing an image of a ‘whole’
Greece onto the contemporary fragmented landscape: the imaginary national
landscape stretches beyond its physical boundaries. Seferis’ poem represents the
negation of the vision of resurrected ancient Greece, as Alexander is nowhere to be
found, and the Argonauts’ journey only creates a coherent vision of Greek historical
time for the duration of the poem, which dissipates with their burial at the end.
Konstantinou’ poem is more ambiguous; while Alexander does not make an
appearance, the ship rises again, suggesting the possibility of a revival of the Hellenic

ideal.

In his poem ‘TpoBovrag Avatohkd’ (‘Heading East’), Kyriakos
Charalambides, who will be discussed more fully later, addresses the absent ghost of

Alexander, reminding him that once he was king, and asking why he has been absent;

28 Seferis, IToujuaza, p. 47,
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again, Alexander is presented as a symbol of Greek national unity, as the poet tells

429 (“You know better than

him ‘v and pog kaAvtepa yvopilels / matpida Tt Aoyiétal.
we do what the homeland is.”) The absence of Alexander in Konstantinou’s poem is

emblematic of the perceived disruption of Greek identity in Cyprus.

Konstantinou’s ‘To kapdapt g Kepovelog’ ends with the resurrection of the
ship; it rises broken from the bottom of the sea, awoken by the touch of a man’s hand,

and declares itself ready for great new journeys.

Qomov éva avipikelo xépt,
o€ yddeye oTopyIKd,

. o / 4
Evnvdvtog og amd vrvo Pady ... "

Until a man’s hand,
caressed you tenderly,
waking you from a deep sleep...

One can interpret the resurrection of the apparently broken ship as a prophesy for the
resurrection of the Cypriot Greeks as part of the mythical Hellenic nation. The
masculinity of the awakening touch suggests the role of masculinity in narratives of
reclamation; it is the men of the nation who participate in the struggle for its
realisation, through military action, while the role of women is to mourn the death of

their sons.

Risos Charalambides and Mona Savvidou-Theodoulou have both written
poems about Kyrenia II, the replica of the ancient shipwreck. Both poems seem to
draw a stronger parallel between the ship and Cyprus. In her poem ‘Kepvovewn II’
(‘Kyrenia II’), Mona Savvidou-Theodoulou describes the journey of the Kyrenia II as

a dream state:

2% Kyriakos Charalambides, Me@iotopia (Athens: Agra, 1995), p. 15.
9 Konstantinou, p. 275.
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X duidmhov oveipov
o100 m

pe kapaft apyaio®!

In a dream of crossing
I travel
on an ancient ship

The ship, like Seferis’ Argonauts, travels through time as well as space; she passes
Byzantine trophies, renaissance castles, and embryos in prehistoric jars, waiting to be
born, creating the impression of circular time (lines 4-9). The poem is written in free

verse with no punctuation, like a stream of consciousness.

The eclectic mixture of images in the poem adds to the dreamlike feeling; yet
despite these incongruous combinations, a concrete image of the nation emerges

making the poem an exercise in dreaming the nation:

Y dumAov oveipov

TaEOEVOVTAG YOPTOYPUPD

OOV VIOYEVVITOG YEWYPAPOC

oav apyaiog Ava&ipovopog

VOEPEG EVAOYIEG TVPADV TOMTAOV

og oynpa 1yvog

o€ GYNHa YNoov, Tov dukov pov vnotov (lines 26-32)

In a dream of crossing

travelling I map

like a new-born geographer

like an ancient Anaximander
mental blessings of blind poets

in the shape of a fish

in the shape of an island, my island

The poet is referring to the physical journey of the ship as a mapping of the Cypriot
nation. In this verse, the poet incorporates all important ideological elements of the
Cypriot nation: the blind poet referred to is Homer, the highest symbol of Hellenic

culture, which highlights the ‘Greekness’ of the identity the poet promotes. The shape

! Mona Savvidou-Theodoulou, ‘Kepvvewa IT°, lines 1-3, in Skartsis and Varnavas, eds., AvBoloyia
Kompiwv [omaov, p. 540, line references from henceforth in parentheses in main text.
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of the fish refers to the symbol of Christ; the poet uses the ancient word for fish,
‘1000¢g’, which is also an acronym for Christ: ‘Incovg Xpiotoég @cov Yiog Totp’
(‘Jesus Christ the Son of God is Saviour’). The shape of the island refers to its
physical landscape, and by identifying it as ‘her island’ the poet claims it in its

entirety.

Risos Charalambides’ poem is also called ‘Kepvvewa II’ (‘Kyrenia II’; poet’s
date of birth and poem’s date of first publication unavailable), and is similarly
postmodern in its construction. Images of the ship are mixed seemingly at random
with images of the night sky and the nation. Unlike Savvidou-Theodoulou and
Konstantinou, Risos Charalambides does refer directly to the city of Kyrenia in this

poem. In the fourth stanza, he describes the city:

[16An tov pvbov,

TOV ATKOV Topopvdimv,
OV PBpoyepov KOpov

pe mevKa Kot Badavidtég
o€ KOTVIGTNpLoL,

14 7 432
pOdOGTAYATO, KOt £1KOVES.

City of myth,

of folk tales,

of rainy weather
with pines and oaks
in smoking rooms,
rosewater and icons.

The eclectic list of attributes gives the sense of a personal image of the city. Like
Savvidou-Theodoulou’s poem, the images chosen emphasise the connection of
Kyrenia with both ancient Greece and Orthodox Christianity; identifying Kyrenia as a
city of myth connects it to ancient mythology, while the final line’s reference to

rosewater and religious icons connects it to Orthodox Christianity.

32 Risos Charalambides, ‘Kepvvewa IT°, lines 15-20, in Skartsis and Varnavas, eds., AvBoloyio Kvapiwv
Homrtav, pp. 634-635, (p. 634), line references hereafter in parentheses in main text.
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The following stanza refers directly to the inaccessibility of the city since the

Turkish invasion:

[Tpwwd Pacavicuéva

OTO GUPUATOTAEY L.
Amnoyeopa n Kepdvela

otov kagé pog. (lines 21- 24)

Tortured mornings
at the wire fence.
Evening Kyrenia
in our coffee.

The reference to both morning and evening suggests that the memory of the city is
ubiquitous in the daily lives of the poem’s inhabitants. The city’s appearance in the
coffee emphasizes the ubiquity of its memory in daily life, suggesting that the
enjoyment of simple things is affected by the city’s loss. It may also refer to the
practice of reading the future in coffee grounds, casting Kyrenia as the destiny of the
coffee drinker. The impossibility of return leads to the impossibility of fulfilment for

this destiny.

The final stanza highlights the connection between Cyprus and the ship; Risos
Charalambides refers to the mill stones and almonds that the original ship had

transported, which were included in the cargo of the replica.

Xoapévog

oTIC LOAOTTETPEG TOV TTAOTOV,

W apdydaho 6TIC YOVPTEG,

oty IIpdown I'pappn

0 YOPOG TOL TELAYOL

Vv’ ayvavteDel

™V avEAKLON

¢ véag Baotleiog. (lines 32-39)

Lost,

among the millstones of the ship,
with almonds in my fists,

on the Green Line

the expanse of the sea
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watching
the hoisting
of the new Kingdom.

The declaration that the speaker is ‘lost’ suggests that he has lost a point of reference
for his identity in the form of the inaccessible city. The millstones and almonds, while
they are examples of the original cargo, also create an image of the speaker’s
emotions: the millstones suggest he is weighed down with the city’s memory, while

the almonds in his fists suggest this memory is bittersweet.

The wrecked ship is a particularly emotive symbol of the city of Kyrenia; the
displaced residents could no more access the city than the ship, and though it can be
replicated and set on its original course, this does not represent a true resurrection.
The original ship remains a wreck, like the city remains lost to its erstwhile

inhabitants.
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The image of the homeland: archaeology and modernity

Some poets create images of the real landscape and its landmark features. In Greece
and Cyprus, the exaggerated significance of the connection to ancient Greece for the
establishment of Greek identity gives special significance to the physical remains of
ancient Greek culture, such as monuments and ruined temples. These are often
explored and given contemporary cultural significance through poems focused on
particular archaeological sites such as George Seferis’ ‘O Baocwdg g Acivng’ (‘The

King of Asine’), about a site in mainland Greece.

George Seferis, as well as being a poet, was a diplomat, and first visited

2.%? He was captivated by the island,

Cyprus on his way to a posting in Beirut in 195
and returned in 1953, 1954 and 1955. Inspired by these visits, he wrote a collection
(published in December 1955) entitled ...Kdmpov ov 1’ ebéomaev...(...Cyprus, Where
It Was Ordained For Me...). The title was changed to Huepoloyio Karaotpwuazog,
I (Logbook III) in 1959. This collection was poorly received both in Greece and in
England, Seferis being caught between expressing a Greek identity by exploring the
Greekness of Cyprus, and trying to maintain a positive relationship with the British as
a diplomat. The British thought the poems were too political and the Greeks thought
they were not political enough. Furthermore, the Greek literary establishment were

1.#* Nevertheless, his poems

put off by Seferis’ focus on a place considered margina
about Cyprus have had a significant effect on the way it is imagined as a homeland by

its Greek-speaking inhabitants, but also as a ‘Greek’ place by mainland Greeks.

43 Roderick Beaton, George Seferis: Waiting for the Angel: A Biography (New Haven: Yale
University Press, 2003), p. 300.
4 Ibid, pp. 329-330.
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Seferis had some controversial opinions about Cyprus; although he did not
question its Greekness, one of his first responses upon arrival was to question the

potential benefits of enosis:

Epomua: elpaocte d&or va dotknoovpe v Kompo,
yopic va PAdyovpe avtd 1OV KOGHO, KAVOVTAS TOV
KOAVTEPO, YWPIG VO TOV KAVOLUE EAAAOIKY| emapyic,
ocav Vv Képkvpa, cav v Osscarovikn;

Question: are we worthy of governing Cyprus,
without harming this world, making it better, without
making it a Greek province, like Corfu, like
Salonica?**”

Seferis viewed Cyprus as a culturally independent locus of Greek identity; he believed
its independence from the Greek state allowed the expression of an unencumbered

Greekness:

A’ edd viober kaveic v EAMGda  (Eapvikd)
gupLywpM, o mhatid. To aiocOnua twg vrdpyer Evag
KOGHOG TOV (WAL eEAAnvikd” elvar edinvikog. TTov dev
e€aptatar amd6 v EAlnvikr KuBépvnomn, kot 1o
tedevtTaio ToUTO ovvtedel oto aioOnuo avTg g
supux(opi(xg.436

From here one experiences Greece as (suddenly)
spacious, broader. The sense that there exists a world
where people speak Greek: a Greek world, but one
that doesn’t depend on the Greek government — and
this last contributes to the sense of spaciousness.*’

This sentiment arises from the main project of Greek modernism, with which Seferis
was engaged: the attempt to explore a Greek identity which was not shaped by the
necessities surrounding the emergence of the Greek nation-state in the nineteenth
century, based on an interaction with Greek antiquity which was mediated neither by

the aforementioned Greek state, nor by the philhellene classicists who helped to shape

3 George Seferis, Mépec VI (Athens: Ikaros, 1975), p. 98.
6 Seferis, Mépec VI, p. 98.
7 Beaton, George Seferis, p. 307.
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it. Thus the politicl independence of Cyprus from Greece was important to Seferis’

vision of the island as a repository of ‘true Greekness’.

Greek modernists, like Seferis and Odysseus Elytis, looked for connections
between Greek culture and Greek landscapes; however, there is a distinct difference
in the way the two poets represent the legacy of antiquity. As Peter Mackridge
observes, broken statues and columns ‘burden’ Seferis’ poetry, a prime example being

the marble head in Mvbioctépnua (Mythistorema), ***

while Elytis’ landscape is
punctuated by undamaged structures, which ‘speak of an unbroken continuity of
culture’.*” Marinos Pourgouris argues that modernists from marginal cultures tried
different methods to bring art into contact with reality. In Greece, this involved
escaping the influence of ancient Greece, and engaging with the present-day reality. **°
Elytis does this by focusing on the evidence of recent Greek culture on the

landscapes, exemplified by his dovecotes and domes. Seferis, on the other hand,

discovered a new, ‘pure’ Greekness in Cyprus.

Logbook III included two poems inspired by archaeological sites: ‘Xalapiva
mg Kompog® (‘Salamis of Cyprus’) and “Eykopn’ (‘Engomi’). ‘Zoiapiva g
Kvmpog’ describes the shore at Salamis, where the seabed is littered with the shards of
broken ancient Greek pots. The poet reflects on the shards of pottery, then his train of
thought meanders, and he discusses the British, ‘@{kot tov dAlov moAépov’ (‘friends

of the other war’), reflecting on the experience of death in battle without clearly

8 George Seferis, ‘Mvbotopnua’, in Howjuara (Athens: Ikaros, 1976), p. 45:
EVmvnoa pe 1o LopUaptvo ToHTo KEPAAL 6T XEPLOL OV
7OV LoV eE0VTAEL TOVG ayKMVES KoL dev EEpm o1 val
T’ OKOVUTNOW.
49 Mackridge, ‘Textual Orientations’, p. 117.
9 Marinos Pourgouris, Mediterranean Modernisms: The Poetic Metaphysics of Odysseus Elytis
(Farnham: Ashgate, 2011), p. 3.
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stating his position with regard to Britain. He then references the prayer by Lord

Hugh Beresford, who fell in the Battle of Crete in 1941:

«Kvpie, ponda va Bououacte

TG EYIVE TOVTO TO POVIKO*

TNV apTayn TO 0OA0 TNV 1O10TEAEL,
TO GTEYVOUO TNG OyAmnG:

Kopie, Borifa va ta Eepildoovpe...». !

‘Lord, help us to remember

how this massacre happened;

the abduction the cunning the obsession,
the drying-up of love;

Lord, help us uproot them...’

This is followed by what appears to be a short dialogue, in which the first speaker
advises forgetting ‘on these pebbles’ (‘mévo ¢’ avtd Ta yodikia’), because speaking is

meaningless.

The speaker then asks who can change the opinion of the powerful, and who
can be heard, as each is dreaming separately and does not hear the burden of the

others. A second speaker responds:

- Not Opmg 0 HavTaToPopog TPEXEL
K1 060 HOKPUG KL v Etvat 0 popog tov, Ba pépet
G’ aVTOVE TOL YUPELAY V' 0AVG0dEGOVY Tov EAAGTToVTO
10 PoPepd pivopa e Tarapivac.*?

- Yes; but the messenger is running
and long though his road may be, he will bring
to those who sought to chain up the Hellespont
the terrific message of Salamis.

The messenger running across the land draws the poem back to the ancient Greece
from whence the broken urns originate, delivering the message of a Greek victory in
naval battle against the Persians in 450 BC. Thus Seferis superimposes the story of

the ancient battle on a contemporary landscape. He also plays on the fame of the other

1 Seferis, IToujuaza, p. 365.
2 Seferis, IToujuaza, p. 365.
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battle of Salamis, fought again between the Persians and Greeks thirty years earlier;
this is a particularly significant event in the national narrative of Greek history, as the
victory in Salamis of the Saronic turned the tide in the Greco-Persian war. The battle
of Salamis in Cyprus was the last of the Greco-Persian war, but is rarely alluded to in
nationalist narratives of Greek history. By focusing on this battle in this location,

Seferis expresses his feeling of rediscovering ancient Greece in Cyprus.

‘Engomi’ is rather different; it was inspired by Seferis’ visit to an
archaeological dig at Engomi in 1953, where he saw a village girl who was
participating in the excavation and was struck both by her beauty and the sparse
beauty of the flat and barren landscape. Seferis recorded his impressions of the visit in

his diary:

H mlotoocud tov xbdumov cav mpoc@opd, Kot o1
xo0QTO. QVTNG TG TOAGUNG M opyoaio molteio, ot
YOPAUATIEG pog akivnng poipag. Oa Ntav ket péca
6’ 6A0 aVTA TOV AYKVA®VE 6TO AapLyyl. Ot Koméleg —
yopevovtag — 11§ EPAemes youvég. Ko ],u(x.443

The broadness of the plain like and offer, and in the
palm of this hand the ancient city, the carvings of an
immovable fate. It would have been something in all
that which caught in the throat. The girls — dancing —
you saw them naked. And one of them.

The poem follows the speaker as he sees the archaeological dig progressing in
the distance and moves towards it; thus the site is situated in the landscape through
the initial wide-angle viewpoint. The poem’s opening privileges the significance of
the landscape over that of the dig; the first stanza describes the landscape in detail,

presenting the people digging as an element in the tableau:

"Hrov mAatdg 0 Kapmog kot oTpmtog: amd Hokpld gaivovoy
70 YOPIOUO TV YEPUDV TOV GKAPAV.
210V 0vpavo Ta GHVVEPX TOAAEG KOUTVAES, KATOV-KATOL

3 Seferis, Mépec IV, p. 103.
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[ GOATTLYYya ypvon Kot podvN: 1o SeiAL.
210 Myootd yoptapt kot 6T’ aykdbio tpryvpilov
YIAEC amoPpoydprloes avaoeg: Oa’ye Ppéet

. , , , , 444
TEPOL OTIS AKPES T fOVVE TOV ETOPVAV XPDLLOL.

It was wide, the plain, and level; from a distance one could see
the turning of hands that dug.

In the sky the clouds made many curves, now and then

a trumpet gold and rosy; the evening.

In the sparse grass and the thorns wandered

fine rain-dampened breaths; it must have rained

away on the edges the mountains that were taking colour.

The speaker gradually moves closer to the excavation, observing first the city being
revealed, and then the diggers revealing it. Finally, he focuses on one young woman,
who in his mind rises naked from the soil, referencing the birth of Aphrodite. In
‘Engomi’, Seferis is far more taken with the landscape that with the ruins in it; the
excavation’s sole purpose in the poem is to bring the vision of the young woman to
him, and what rises from the ground is the living woman, who could be interpreted as
a representation of the people of the present, as opposed to the broken city,
representing antiquity, which stays in the ground. It is through the living body of the
woman that Seferis finds his unbroken cultural continuity, which Elytis represented

with domes and dovecotes in The Axion Esti (1959).445

While Seferis is not a Cypriot poet, his poems had a significant influence on
Cypriot-Greek poets; Kostas Montis, as discussed in Part 2 of this thesis, rejected the
significance of ancient Greece for modern Cypriot-Greek writing, arguing for the
importance of local and contemporary experience. Kyriakos Charalambides, on the
other hand, wrote many poems focused on ancient Greek archaeology and mythology,
adapting Seferis’ archaeological poetry to his own purposes and providing his own

interpretation of history.

4 Seferis, IToujuaza, p. 267.
5 Mackridge, ‘Textual Orientations’, p. 117.
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Kyriakos Charalambides was born in 1940 in Achna, near Famagusta. He is
one of the most significant living poets of Cyprus, and has also received critical
acclaim in Greece. Like Montis, Charalambides differentiates himself from Cavafy’s

self-definition as a historical poet. He writes:

Mmnopel va @avtdler mapddofo, oArd m Iotopia
KoBovtn dev W EVOLOQEPEL EVVOM 1 ELOMAOANTPIKY|
TPOCKOAANGY GTO GLYKEKPIUEVO 1OTOPIKO Yeyovog. H
aiocOnon g Iotopiog onuaiver oto Pdbog yio péva
v aicOnon tov pobov. AdPete wg mapddetypa v
IMada M Tic apyaieg Tpaymdiec Kot TOC LeTAMOLEITAL O
[otopikdg mopnvag tovg. Avtd pov evioyder v
nemoifnomn 6t 1 Iotopia mponyeitar Tov pvbov — OTL
oniadq o uobog amotelel pwe  mpoomabeln
nebiotopkic epunveiag. **°

It may seem strange, but history in itself does not
interest me; I mean the idololatric fixation with any
particular historical fact. The sense of history to me
essentially means the sense of myth. Take, for
example, the /liad or the ancient tragedies and how
their historical core is transmuted. This reinforces my
belief that history precedes myth — in other words that
myth constitutes an attempt at meta-historical
interpretation.

Charalambides has written several poems about archaeological remains in Cyprus; in
his second collection, H dayvoia tov vepod (The innocence of water) he published
‘Aloya Borlmtob tdpov’ (Horses from a domed tomb), his own poem about Salamis,
where many royal tombs were found containing the remains of sacrificed horses.**” In
fact, many poems in his early collections are about ancient sites and artifacts on
Cyprus. This interest is not surprising: he studied archaeology at university. In his

collections published after the 1974 invasion, Charalambides looks for new ways to

interact with the ancient artifacts of Cyprus in the light of its new reality.

#¢ Kyriakos Charalambides, ‘Xe B’ [Ipdcwno’ H Aééy 167 (2001), pp. 419-423, (p. 419).
#7 Kyriakos Charalambides, H dyvoia tov vepod: moujuara (Athens: Ikaros, 1967), p. 17.
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In ‘Ayyeio EAedBepov PvOBuov’ (‘Urn in Free Field Style’), the final poem of
Charalambides’ collection Auuoywotog Baoiievovaa (1982), Charalambides imagines
himself as a bird depicted on urns commonly found in ancient burial sites around
Famagusta, setting off on a journey to visit his lost homeland. Imagining himself as a
migratory bird enables the poet to access his homeland even when in reality it is lost
to him. The ancient urn shows the embedded Greek identity of the Cypriot landscape,
and enables the poet to imagine its continuation even when the land is lost. In this

sense, it performs a similar function to the ship in the Kyrenia poems discussed above.

However, upom arrival in Famagusta, the bird discovers that the urns have all
vanished:
Kovéva and 1° ayyeio eAedBepov puBuov
nrave — eev! — awtod va dwcetl paptopia.

Kevég ot yodAveg Brrpiveg” poavpo xépt
G TEPLGVANOYAS TOV VALKV,

None of the urns in free field style

were — alas! — there to give testimony.

Bare were the glass display cases; the black hand
of collection of materials.

After wandering around the abandoned museum, and establishing the fact that it has
been stripped bare, the bird proceeds to explore the rest of Famagusta, in search of his
parents’ (read: the poet’s) memories of the place. An idealised image of the past is
contrasted with the distressing reality of the present; where the poet recalls watching
attractive young nannies pushing prams in the park as a high school student, and the
image of spring in a horse-drawn carriage, the bird sees barbed wire fences and

sandbags (stanzas 24-26).

¥ Kyriakos Charalambides, ‘Ayysio iev@epov pvOuotd’, in Auudywotos Bacilebovoa, 2nd edn
(Athens: Agra, 1997, first published 1983), pp. 124-132, (p. 126).



245

The poet goes on to reflect on old friends, now scattered all over the world,
but ends optimistically, with the image of healing time and future happiness. The
poem demonstrates that the city of memory no longer exists, and the old foundations
of Cypriot identity have been eroded; thus the bird who is sent by his family to trace
his roots to the urns in the Famagusta Municipal Museum is forced to go out and look

for an alternative identity when it turns out the urns are no longer there.

Andri Christophidou-Antoniadou, who 1is a generation younger than
Charalambides (her exact date of birth does not appear in any of her biographical
notes, but her first poetry collection was published in 1984, 23 years after
Charalambides’ debut), writes less conflicted poetry about the ancient imprints on the
Cypriot landscape. In her poem ‘Eiwdoia’ (Idols), she uses the prehistoric cross-
shaped idols found in Cyprus to imprint the myth of Aphrodite’s birth on the
landscape, along with the island’s Christian identity. In the first stanza, she describes
a variety of ancient artifacts buried in beach sand, and personifies them, crediting
them with daring ‘[Iétpa tov Popod’ (Rock of the Romios, the Greek name for
Aphrodite’s Rock) to give birth to the goddess.** In the second stanza some allusion

to turbulent times is made:

270 TEPACLLO TV SVO AVICLY®V EPOCTAOV
Kopato ondlovv 6Tovg Ppiyovg
Kot 01 appov oynpatifovv
HOPQES YOVILOTNTOG

—1 dpaye tyvn ayiov —

mov B opydoOLV

LLE TOL YOUVA TTOSLL TOVG

T0 youo g [dpov,

N aképa Ba deyxToHV

pamicpa omd tovg Popaiovg

Kot Oa StodéEovy Vv eykAeioTpa
paxpld amd mdon Ko pion.

49 Andri Christophidou-Antoniadou, ‘EwddAa’, in S. L. Skartsis and S. P. Varnavas, eds., AvBoloyia
Kompiowv Iomtaov, pp. 678-679, (p. 678).
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At the passage of the two agitated lovers
waves break on the rocks

and the foam creates

fertility symbols

— or perhaps footprints of saints —
who will plough

with their bare feet

the soil of Paphos,

or even receive

a smite from the Romans

and will chose the hermitage

far from passions and hatreds.

Aphrodite and Adonis, the mythical lovers, sow the island’s culture into the beach,
giving rise to these hybrid figures, half fertility symbol and half saint. This refers to
the idols of the title, which are ancient fertility symbols, in the shape of a cross. The
reference to hermitage to avoid religious persecution may concern the distant past, but
is also an oblique reference to the turbulence of the island’s more recent history. Yet
the poet never approaches the topic more directly than that — the poem ends praising
the beauties of the Cypriot coastline, suggesting the goddess Aphrodite’s presence has
infused the landscape with her qualities. This distances the reader from the inhabitants
of the island; the human figures in ‘Ewd®M’ are vague and silent, and by the final
stanza they have vanished entirely. Perhaps this is the only way to discuss the

landscape of Cyprus without mention of its historical turmoil.

Scotland does not have as many prominent ancient sites as Greece and Cyprus;
however, although the Scottish landscape is not defined by ancient marble remains, it
is punctuated by modern structures which constitute the shaping influence of the
Scottish nation on the landscape, from the Forth Rail Bridge to the Falkirk Wheel.
Many Scottish poets write about such landmarks, transforming them from functional
structures into elements of the national landscape. William McGonagall (1825-1902)
wrote hundreds of doggerel verses on industrial and urban themes, among them the

infamous ‘Railway Bridge of the Silvery Tay’, which Robert Crawford describes as a
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‘metrical atrocity’.* Yet poetic interest in the industrial landmarks of Scotland has

persisted. Douglas Dunn has written his own, far superior homage to the same

landmark, entitled, ‘Tay Bridge’:

The rail bridge melts in a dramatic haze.

Slow visibility — a long train floats

Through a stopped shower’s narrow waterways
Above rose-coloured river, dappled motes

In the eye and narrow piers half-real

Until a cloud somewhere far in the west

Mixes its inks and draws iron and stone

In epic outlines, black and literal.**!

The image Dunn evokes of the bridge is more reminiscent of a watercolour painting
than an engineered structure. Dunn has moved past approaching the bridge as an
impressive human technical achievement, and is contextualising it in a scene with
Scottish weather and the river Tay, turning it into a part of the idealised landscape of
Scotland in poetry. Sky and river are drawn together by the rain, the bridge caught

between showing the marks of human habitation literally absorbed by nature.

Morgan’s ‘The Opening of the Forth Road Bridge, 4.1X.64° was written to

celebrate the eponymous bridge’s opening:

Like man in the universe -
rising through the mist, half seen,
walking the gulfs.

Fold the formless waters,
one by one, back.

Break your flag by the fog.
Make, and take, your crossing.***

The poet evokes the image of the bridge as a giant crossing the firth, folding the

waters back like Moses in the Red Sea. He evokes an aura of magic around the event

40 Crawford, Scotland’s Books, p. 468.
“! Douglas Dunn, Northlight (London: Faber and Faber, 1988), p. 22.
2 Morgan, Collected Poems, p. 153.
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of the crossing, introducing myth, magic and history to an emblem of modernity and

industrialisation that is under normal circumstances considered mundane.

Another notable example of an urban or industrial poem of place is Douglas
Dunn’s ‘Landscape with One Figure’. The poem presents a scene at the Clyde,
imagined as a painting. It opens with a personification of shipyard cranes, which

interact with various elements of nature:

The shipyard cranes have come down again
to drink at the river, turning their long necks
and saying to their reflections on the Clyde,
‘How noble we are’.

The fields are waiting for them to come over.
The trees gesticulate into the rain,

The nerves of grasses quiver at their tips.
Come over and join us in the wet grass! *>*

Dunn puns on engineering and avian cranes, bridging the gap between the

industrialisation of the Clyde and the natural landscape which surrounds it.

In the third and fourth stanza, Dunn moves away from the viewpoint of the

cranes, personifying the gulls overhead and tugs on the river:

The wings of gulls in the distance wave
Like handkerchiefs after departing emigrants.
A tug sniffs up the river, looking like itself. (lines 9-11)

The act of sniffing personifies the tug. With the description of the tug ‘looking like
itself’, Dunn plays with the idea of a simile: this description does not describe. He
creates a sense of belonging for those who recognise the image of the tug without
further description, while he excludes those who do not, thus the poem functions as an

articulation of a specific local identity.

3 Douglas Dunn, ‘Landscape with One Figure’, in The New Penguin Book of Scottish Verse, ed. by
Robert Crawford and Mich Imlah (London: Penguin, 2001), p. 498, lines 1-8, line references hereafter
in parentheses in main text.
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‘Landscape with One Figure’ is full of movement, enacted and implied. The
enacted movements are small: the cranes turn their necks, trees gesticulate, the grasses
quiver, and gulls wave their wings in the distance. The ‘departing emigrants’ are
beginning a larger movement than any other element of the tableaux. There is a
juxtaposition of these departing emigrants with the static poet, who implies that he
will leave the scene but remains still for the duration of the poem. The invitation of
the cranes by the fields also implies a potential for movement and change outside the
bounds of the poem, suggesting the image of natural Scotland will merge with the

industrial.

The poem ends with the wish of the poet to become a landmark himself,

frozen on the edge of this river scene:

If I could sleep standing, I would wait here
Forever, become a landmark, something fixed

For tug crews or seabound passengers to point at,
An example of being a part of a place. (lines 13-16)

Although the poet cannot remain forever physically present at the scene he describes,
the poem writes the ‘One Figure’ into the ‘Landscape’, as it captures the tableau of
the Clyde in that moment. The reader imagines seeing the river from behind the

motionless silhouette of the poet.

Despite the powerful evocation of place in ‘Landscape with One Figure’,
Douglas Dunn claims not to be interested in specific localities in Terry Street, the

collection in which it appeared. He writes:

Scotland is what I most want to write about and what
I am least able to. The only way I can really describe
the poetry I have written so far [...] is to suggest that |
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have tried to understand the familiar and the ordinary,
and that locality has little to do with this.**

A strong sense of the Scottish landscape emerges from ‘Landscape with One Figure’.
However, it is the only poem in the collection that really deals with the Scottish
landscape, and many of the other poems attempt to situate the poet’s personal identity
outside the context of the nation. For example, in ‘The Ocean’s Love to Ralegh’*”,
Dunn dreams of exploration: ‘Earth, air, fire, and water, the giddy limits, / The
shedding of nationality and death of flags.”*® The poem is inspired by Sir Walter
Raleigh’s exploratory career; in the final stanza, the dream of escaping the nation is
negated by a reference to Raleigh’s fate: ‘Until you, Ralegh, come, with gleaming
ships, / A bloodstain on your ruff, and no head’.*’ This is a sinister take on the
inevitability of homecoming: Raleigh’s escape from the nation is an illusion, shattered

when his nationality catches up with him and kills him.

Robert Crawford is less ambivalent than Dunn about his connection to the
Scottish landscape. Crawford presents multiple Scotlands in his poetry, focusing on
Edinburgh, Glasgow and Aberdeen, as well as the open country in between. When
describing the Scottish landscape, he often illustrates the intersections between
bucolic and industrial, hi-tech and traditional that are characteristic of modern

Scotland. For example, his poem ‘Scotland’ opens as follows:

Semiconductor country, land crammed with intimate expanses,
Your cities are superlattices, heterojunctive

Graphed from the air, your cropmarked farmlands

are epitaxies of tweed.*®

4% < Autumn Choice: “Terry Street” by Douglas Dunn’, Poetry Book Society Bulletin, no. 62 (1969).
43 <Ralegh’ is an alternative spelling of ‘Raleigh’, which Sir Walter Raleigh preferred to use in his
lifetime.
¢ Douglas Dunn, Terry Street (London: Faber, 1969), p. 54.
457 .
Ibid.
¥ Robert Crawford, Selected Poems (London: Jonathan Cape, 2005), p. 17.
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Crawford combines Scottish images of tweed and farmlands with scientific concepts
such as semiconductors and superlattices. Semiconductors are materials which fall
between conductors and insulators in their relationship with electricity. They form the
basis of many modern technological products, such as computers, LED s, telephones
and radios, as they can exist in a state of conductivity or insulation. This creates the
possibility of binary code, the two states representing ones and zeros respectively.
Superlattices are composite materials which can be made of layers of semiconductors;
Crawford is comparing this to the relationship between the Scottish land and its cities.
The fact that these are late twentieth-century scientific developments suggests that
Crawford is trying to position Scotland in the context of a modern world. However,
the interposed tweed and farmlands show that Scotland retains a physical existence

which counterbalances the virtual world, created with the use of semiconductors.

In ‘Edinburgh’, Crawford presents a more conventional series of Scottish

images in the opening stanza:

My capital of sulking jewels

Misinvested, glimmers through the haar.
Under it, horsehair sofas, quaichs

And portrait heads in museum store-tunnels
Furnish the salons of an independent
Doppelginger-townscape, locked.*’

The poem appears to be about museum artefacts in storage, representing the city’s
past which is preserved beneath the city of the present. The second stanza describes
city councillors discussing the possibility of ‘charging admission to the city, perhaps

to rescue the artefacts from obscurity, or perhaps to monetize the nation’s history.

The present intrudes in this preserved realm of the past, imposing its own

values on these past artefacts:

9 Robert Crawford, Selected Poems, p. 19.
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An occasional tubelit attendant

Visits that undernation where every item

Has its provenance label, an accurate pawnticket
Ready in case of redemption.*®

The attendant observing the labelled artefacts in the harsh modern lighting illustrates
the fact that the past is at the mercy of the priorities of the present. The labels, which
are a modern assessment of each item’s identity, will determine what is redeemed and
what not. The comparison between artefact labels and pawntickets, as well as the
discussion on whether to charge admission earlier in the stanza, suggest that the

considerations of the present are primarily to do with profitability.

In ‘Aberdeenshire’, Crawford creates an image of Aberdeenshire as an

amalgamation of science, technology, industry and art:

Oilrig excaliburs of burning gas,
Sheep coughing through a starlit igloo silence
Near Craigievar, the reeling of dancers

Spattering an on-off wind’s signal
Broken up by granite and salmon,
Whitewater bon viveurs.

The King’s College corona satellite-tracks

Star dialects. Hills budge

And settle. Grouse flurry. Computer screens dazzle the night,
their flickering eyes added to the land’s.*®’

Like in ‘Scotland’, Crawford uses references to traditional Scottish culture to describe
modern elements of the Scottish landscape: the reeling dancers are the wind turbines
at Craigievar. The ‘on-off wind’s signal’ evokes the idea of binary code, which is
created by the interruption of the wind’s signal by granite and salmon, naturally

present in Scotland.

0 Tbid.
1 Robert Crawford, Selected Poems, p. 35.
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In the final stanza, Crawford draws a connection between stars and humanity;
the tracking of °‘star dialects’ both suggests a search for information and
understanding of outer space, and scrutinising of the Scottish dialect. This connotation
of scrutiny is emphasised both by the imperial associations of ‘the King’s College’,
and by the fact that the Corona program was an American surveillance mission of the
USSR, launched in 1950. Data from the Corona satellite program was released in
1995, and was subsequently used by geographers and archacologists.*” Finally, the
image of flickering computer screens as eyes of the land draws another connection
between technology and nature, as the screens share the landscape with grouse and

salmon.

Poets have adapted with the evolution of Scottish society, and incorporated
technological and scientific advances in their poetry, culminating in a poetic scene
which truly reflects the realities of Scotland in the twenty-first century. Cypriot-Greek
poetry, on the other hand, often focuses on monuments connecting the landscape to
the ancient Greek past, seeking to emphasize the Greek identity of the Cypriot
landscape. Despite this difference in approach, poets of both nations use similar
techniques when representing the monuments on which their poetry focuses: many of
their poems provide multi-sensory snapshots of the monuments in question, making
the poems similar to landscape paintings in the way they capture an image of their
subject in a particular moment. This helps to create an image of the homeland that can

be shared by readers.

42 <A Look Back ... CORONA: The Nation’s First Photoreconnaissance Satellite’, Central Intelligence
Agency, United States of America, Historical Document, Posted: Aug 19, 2010 09:50 AM, Last
Updated: Apr 30, 2013 12:39 PM https://www.cia.gov/news-information/featured-story-archive/2010-
featured-story-archive/corona-the-nation2019s-first-photoreconnaissance-satellite.html, accessed 27
August 2014; Goossens, Rudi, Alain De Wulf, Jean Bourgeois, Gheyle Wouter, and Tom Willems,
‘Satellite Imagery and Archaeology: The Example of CORONA in the Altai Mountains’, Journal of
Archaeological Science 33, no. 6 (June 2006), pp. 745-755.



https://www.cia.gov/news-information/featured-story-archive/2010-featured-story-archive/corona-the-nation2019s-first-photoreconnaissance-satellite.html
https://www.cia.gov/news-information/featured-story-archive/2010-featured-story-archive/corona-the-nation2019s-first-photoreconnaissance-satellite.html
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Cities and their margins

Cities are often represented as emblematic of the nations they inhabit. Additionally,
they are personified and given great significance for the identity of their inhabitants.
A city identity can complement a national identity in the same individual, in the same
way that someone may simultaneously have a local and broader national identity
(Scottish and British, Cypriot and Greek). The poems discussed below question and
complicate city identities by exploring aspects excluded from other discourses. In the
Scottish poems by Edwin Morgan, this is done by setting poems in marginal spaces
and discussing marginal members of society, challenging the reader to accept that the

city, and by extension the nation, is not as simple and uniform as may appear.

The Cypriot poems discussed focus on lost cities, areas which have been lost
to their inhabitants as a result of the 1974 invasion, and thus irrevocably altered. The
three poets discussed have each written about one city: Sotiris Varnavas about
Nicosia, Kyriakos Charalambides about Famagusta, and Niki Ladaki-Philippou about
Kyrenia. The effect of all of the above is to complicate the image of the nation, but
also to enable readers to understand marginalized or difficult aspects of the poet’s

identity, which sometimes are shared with the reader.

Edwin Morgan wrote many poems about marginal areas of cities, from green
spaces, which straddle the border of urban and rural, to abandoned tower blocks.
Glasgow Sonnets (1972) is a series of ten Petrarchan sonnets, each of which presents
a vignette of the city focused on its condemned tower blocks, combining images of
neglect and dishevelment with beauty, with unsettling effect. Sonnet I describes an

abandoned tower block which is still inhabited; the octave presents an external image
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of the building, moving from its garbage-strewn surroundings to the ‘black block

condemned to stand, not crash’ (line 8).*%

The sestet moves to the inside of the building, where ‘Roses of mould grow
from ceiling to wall’ (line 11). The image of mould roses both describes the decay of
the building, and has a funerary connotation, bringing to mind the image of roses on a
gravestone. Simultaneously, the mould roses add a derelict beauty to the decaying
building, and a sense of grandeur to the atmosphere of despair. The funerary

association is reinforced by the final three lines:

The man lies late since he has lost his job,
smokes on one elbow, lets the coughs fall

thinly into an air too poor to rob. (lines 12-14)*%*

‘Lies late’ has the double connotation of sleeping late and death: a deceased person is
‘the late’. The unemployed man has lost his vitality in the same way the empty tower
block has, paralleling the decline of the tower blocks into decay to the destitution of

the people who cannot escape living in them.

Glasgow Sonnets brings an ignored area of the city to the foreground,
compelling the reader to look at a cityscape that would normally be avoided and
deliberately ignored. Morgan uses traditional poetic devices to evoke unsettling and
guilt-inducing images of deprivation. In sonnet IV, Morgan argues that demolition

would be a relief for these parts of the city:

So you have nothing to lose but your chains,
dear Seventies. Dalmarnock, Maryhill,
Blackhill and Govan, better sticks and stanes
should break your banes, for poet’s words are ill

49 Edwin Morgan, Glasgow Sonnets (West Linton: Castlelaw Press, 1972), p. 5.
% Glasgow Sonnets, p. 5.
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to hurt ye. On the wrecker’s ball the rains
of greeting cities drop and drink their fill.4%°

This stanza suggests that Morgan sees it as the poet’s duty to address the depressed
areas of the city. Yet he acknowledges the inability of his words to bring substantial
change. Glasgow Sonnets shock the reader with bleak images of city life, animated by
the use of traditional poetic devices like sonnet form and roses, making this deprived
area of the city visible. This suggests the poet feels an obligation to bring the margins

to the centre’s attention.

In other poems, Morgan focuses on areas of the city which are marginal in a
different sense; both ‘A Vision at Cathkin Braes’ and ‘Glasgow Green’ focus on
places retaining a degree of wildness, not being completely urbanized. Morgan
parallels these spaces with marginalized elements of Scottish society, attempting to

write both into the broader image of the nation.

In The Vision of Cathkin Braes (1952), the title poem describes the speaker
and his lover meeting the ghosts of many famous figures, most of national
significance for Scotland, on Cathkin Braes, an area of woodland on the edge of
Glasgow. Rodney Stenning Edgecombe describes the poem as representing ‘the
bricolage of the events and personalities, the assumptions and influences that lie
behind a national psyche’.**® The speaker and his lover have a stool thrown at them by
Jenny Geddes, meet the poet McGonagall, the cleric John Knox, Mary Queen of
Scots, St Mungo, and others. The poem ends with the figures pairing in a ghostly

dance of unlikely couplings: Mary and McGonagall, Knox and Salome, Wordsworth

and Jenny Geddes. The liminal space of Cathkin Braes, which is neither urban nor

465 -

Ibid, p. 8.
466 Rodney Stenning Edgecombe, ‘Some Early Vision Poems by Edwin Morgan’, Studies in Scottish
Literature, 32, no. 1, pp. 13-25 (p. 22).
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rural, allows the expression of a marginal identity, expressed in the odd pairings of the
dance, a sort of Caledonian Antisyzygy polka. Morgan and his lover are also marginal
figures to mainstream society as a result of their homosexuality, though Morgan had
not come out at the time. The lover’s gender is never alluded to, leaving the
possibility open that he is male. In ‘Cathkin Braes’ the ghosts of the poet’s vision are
emblematic of the multiple facets of Scottish identity. They dance together, showing
how incongruous elements of a nation’s past can result in a shared identity in the

present.

Morgan’s ‘Glasgow Green’ is the opposite of ‘Cathkin Braes’. ‘Glasgow
Green’ illustrates the process of smoothing over differences and burying the deviant
aspects of city life — a sinister vision of the creation of national identity. He describes
Glasgow’s oldest park as the residence of all socially deviant behaviours, including
drug abuse, sex and violence. In the first stanza, the poet describes ‘Meth-men
muttering on benches’, and personifies Monteith Row, the nearest residential street, as
a dying drug-addict. A disembodied voice shouts ‘No!’ in the shadows, suggesting
someone is being attacked, possibly raped. All of the above create an image of
Glasgow Green at night as both deviant and dangerous. The voice shouting ‘no’
suggests the existence of an alternative, as the voice opposes the deviant and violent

nature of the Green.

The second stanza continues the theme of violence and violation with a scene
that can be interpreted as a male on male rape. The would-be rapist threatens his

victim saying ‘I can get the boys t’ye, they’re no that faur away. / You wouldny like
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that eh?”*®” However, this rape is juxtaposed with the disembodied shout in the first

stanza, as the victim does not resist in this case:

Here there’s no crying for help,
it must be acted out, again, again.

This is not the delicate nightmare
you carry to the point of fear
and wake from, it is life, the sweat
is real, the wrestling under a bush
is real, the dirty starless river
is the real Clyde, with a dishrag dawn
it rinses the horrors of the night
but cannot make them clean,
though washing blows
where women watch
by day,
and children run,
on Glasgow Green. (lines 20-34)

The separation of the landscape of Glasgow Green into its diurnal and nocturnal
manifestations shows the palimpsest of experiences inherent in city life: a place that is
safe and mundane in daylight is dangerous and deviant at night. However, the
victim’s inability to cry for help both signals the existence of marginalised elements
within the city’s society, and illustrates the effects of such marginalisation on those
subjected to it. The victim cannot cry out, because he will only attract hostility from

elsewhere, which contrasts with the disembodied cry ‘No’ in the first stanza.

The poem ends with a suggestion that the orderly mundane daily life of the

city is an illusion superimposed on an amorphous chaotic mass of human desire:

Let the women sit in the Green
and rock their prams as the sheets
blow and whip in the sunlight.
But the beds of married love

are islands in a sea of desire.

Its waves break here, in this park,

47 Edwin Morgan, ‘Glasgow Green’, in Collected Poems, p. 168, lines 14-15, line references hereafter
in main text in parentheses.
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splashing the flesh as it trembles
like driftwood through the dark. (lines 58-65)

The poem foregrounds the heterogeneity of the identities of the city’s inhabitants, yet
it unites them through the image of the landscape. The suggestion is that the deviant
inhabitants of the nocturnal Glasgow Green are no different from the diurnal
inhabitants; in fact, the poem suggests that they are the same people. It is interesting,
however, that the nocturnal inhabitants all appear to be men, while the diurnal are all
women and children. Perhaps Morgan is commenting on the practice of homosexual
men having heterosexual marriages, and confining their homosexuality to the fringes
of society, embodied by the Green at night. This would have been common when this
poem was published in 1968, as homosexuality was still illegal in Scotland at the
time. Referring to marriage beds as ‘islands in a sea of desire’ also suggests that
heterosexual marriages are not the only possible manifestation of sexuality,
highlighting the existence of repressed elements of sexuality within nineteen-sixties

Glaswegian society.

In Cyprus, the representation of cities in poetry is dominated by the reality of
the island’s separation. The Turkish invasion of 1974 caused a large population of
Cypriot-Greeks to lose their homes and be displaced. Many poets express feelings of
isolation, as Cypriot-Greeks were left feeling there was nobody to defend them. The
feeling of helplessness caused by their inability to return home, and the injustice of
their displacement, leads many writers who experienced the invasion of 1974 to feel

isolated, but also to reject the Greek nation-state as protector.
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Sotiris Varnavas (b.1948 near Ammochostos) is Professor of Geology at the
University of Patras and author of three collections of poetry,*®® as well as co-editor
of the 2008 AvBoloyia Kvmpiwv [lomtav. In the anthology, he includes a poem of his
own about an abandoned house in Nicosia. The house seems to be the speaker’s
childhood home, as it is remembered with great detail and affection (though it was not
possible to confirm this). It appears that the house is in the neutral zone in Nicosia,

and has therefore remained empty since 1974.

The abandonment of the house is apparent from the opening of the poem,
where the speaker describes the overgrown garden encroaching on the building. The

poem opens with a description of the palm trees:

210V KNmo T0V deondlave POiviKeg
L . - 469
KopHoi o0 *eToavay Tave on’ T OKENN

In its garden palm trees dominated
trunks that reached above the roof

In the second stanza, the poet refers to the bitter orange trees, which also seem
unnaturally large: ‘Ot vepavt{iég mov axodumayov ctov dpo 1o pmaikovy (Line 5:
‘the bitter orange trees that touched the balcony’s shoulder’). The idea of nature’s

invasion is re-iterated more directly in the seventh stanza:

IMpo ayAad1ég podaKIvVIES, OPMULATO KOPTMV
OV OPALAVE, oL TOVG YVUOVE TOVG
yevovtav povdya ot toovkvideg. (lines 33-35)

All round pear trees peach trees, perfume of fruits
that were ripening, but their juices
were savoured only by the nettles.

The speaker goes on to list the contents of the house by category, describing all the

debris of life left suspended: ‘émumlo oKoMGOTA, TOAVP®TA [LE PEVETGLAVIKO YVOALL /

48 Xpedypayo (Debtuscript; 2013), Hyoypduuora (Echogramms; 2008), and Phyuara ameipov
(Shavings of the infinite; 2006)

9 Sotiris Varnavas, ‘Ztolavod kot AvaEayopa 26, Aevkooio’, in AvBoloyia Kompiwv Homtdv, ed.
by Skartsis and Varnavas, pp. 63-64, lines 1-2, hereafter line references in parentheses in main text.
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ocvupora peyodeiov ko axung, otwmAd’ (lines 14-15: carved furniture; chandelliers
of Venetian glass / symbols of greatness and prosperity, silent). The things left behind
suggest that this was a wealthy and cultured household, alluding to the wealth and
culture Cyprus has lost as a nation as a result of the island’s division. The fifth stanza
introduces a childlike perspective with the personification of the musical notes in a

book left open on the piano:

OTO TLOVO TO GOAPEL

o1 voTeS, peydia pdtio opfdvoryra,

™ POTEWN HOPPT pOTOVGOVE GTO KASPO

Kot TEPIUEVAVE T AKTVAN VoL Yivouv povotkr|. (lines 24-27)

on the piano the sight-reading book

the notes, big eyes wide open,

questioned the bright form in the frame

and waited for the fingers to become music.

Solfege, a system for learning to sight-read music, is a common experience for
middle-class children in Greece and Cyprus, as is playing the piano, which makes it
appear as though a child has just walked out of the room. The notes’ wide-eyed
incomprehension evoke innocence, transforming the abandoned house into an emblem
of innocence lost. The speaker has left all that is childlike and hopeful behind in the

house.

This idea is presented more explicitly in the final stanza:

ATEVAVTL O LIVOPEG O TPOLLOY MV TO TELYOG

pe amopiog HPOG, KOITOVCAVE TO GTiTL

TOL £UEVE TAVTOTE KAEIGTO KOl GKOTEVO

Kol Lovoy @ 6to Bopevo dMUATIO TIG VOYTEG

pa dheimovoa myn, 1 dxpa Loypaele woyvn

L0 TTOOIKT] (PLYOVPOL TOL TNV KOTATIVE

miow an’ T1¢ ypiMeg To Tpomi pa niaxtida. (lines 36-42)

On the other side the minaret the parapet the wall
with an air of confusion, watched the house
which stayed forever closed and dark

and only in the northern room at night

an intermittent source, in ochre drew faintly
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the figure of a child which was swallowed
behind the blinds in the morning by a sunray.

The confusion of the minaret, parapet and wall is reminiscent of the wide-eyed
incomprehension of the notes discussed above. The apparition of the child in the
northern room suggests the speaker who has departed has left behind his childhood
self, or a part of it. This casts the division of the city as an enforced coming of age
through the trauma of separation from the home, in this case the house the speaker

lived in as a child, which is emblematic of the loss of the national homeland.

Kyriakos Charalambides’ collection Auudywaros Baoilebovoo, consists of a
series of forty-seven poems about the city of Famagusta. It is described by Theodosis
Pylarinos as ‘évog Vpvog kot gv towt® Opnvog NG YEVETEPAS TOL TOANG
QOVTAGLOTOC, AL KOl TNG AYE@YPAENTNG TOANG OA®V TeVv enoxdv’ (‘a hymn and
simultaneously a lament for his ghost-town birthplace, but also the uncharted city of
all epochs’).*’® Charalambides’ fascination with the city begins with his attempts to
cope with the trauma of its loss, but becomes a fascination with the idea of the city as
a living being, with its own character and internal life. The poems of the collection
not only explore the traumas left by the loss of the city, but also engage with ideas of
the origin of personal identity and the role of the city in the creation of the individual.
His oscillation between the local and universal city allows him to transform trauma
into art, and to present the experience of trauma in terms both locals and outsiders can

understand.

The poems of Auudyworos Baoilsbovoo employ a range of techniques for
evoking the city often personifying it as a woman. Some poems describe dreams of

the poet and his friends, giving the collection the feel of an exercise in self-

% Theodosis Pylarinos, Mebioropia: Mifog xar 1otopia oty moinon tov Kuvpidkov Xapataumion
(Athens: Irodotos, 2007), p. 14.
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psychoanalysis. The collection could be described as trauma poetry, a concept which

shall be explored in depth in the following chapter.

The poet’s use of the adjective Baoiievovoa (Vasilevousa) in the title draws a
comparison between Ammochostos / Famagusta and Constantinople / Istanbul, before
the reader has opened the book. Baosiiebovoa is the adjective traditionally applied to
the Byzantine city of Constantinople; the two are so strongly associated in modern
Greek that one can omit the name of the city. Literally, Baoilebovoa means ‘Queen of
Cities’, from the verb ‘Baciled®’ (vasilevo), which means ‘to reign’. However, the
word ‘Baoctievovoa’ is also associated with decline, as Paciledm is related to
‘nMuoPaciiepa’, the setting of the sun. In this case, ‘Baciiedbovca’ may suggest an

approaching ending: the reign of Famagusta as queen of cities is waning.

The association with the Byzantine Empire suggests that the poet views the
Greeks of Cyprus as a part of the broader Greek people, no less Greek for not being
citizens of the Greek nation state. This has long been the general attitude of Greeks
and Cypriot-Greeks alike. This connection to the Byzantine Greek world is reinforced

by the biblical quotation used as an epigraph:

avTdV 0 omvoiydnoav ol deOaAipol kol Enéyvooay
s 3 s o s s 3 5~ 471
aVTOV: Kol 00TOG APOVTOG £YEVETO AT’ AOTMV.

And their eyes were opened, and they knew him; and
he vanished out of their sight.*’?

The citation is taken from Luke, chapter 24, which describes the apostles’ discovery
that Jesus has risen. Jesus approaches the apostles and speaks to them, but they do not
recognise him until much later, when he sits to eat with them, and blesses and breaks

the bread; the epigraph describes their moment of revelation. If one were to imagine

71 Luke 24:31.
72 Luke 24:31, King James edition.
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the city as Jesus, one could argue that the epigraph’s function is to prophesy the
resurrection of the Famagusta of the past; however, it also bears the connotation that
the city has vanished, at the very moment that its value was recognised, as Jesus does

in the Bible.

In Auuoyworos Baoiiebovaoa, the interactions between past, present and future
have a shaping role in the collection’s structure. These are determined to a great

extent by the function of memory. According to Michalis Tsianikas,

N moinon g Aupoywotov mOvVIo GYEOOV CKOVIAPTEL
KOl «OTOMOTE» Yoo VO AEITOVPYNOEL OKPIPOS ©C
VILOGYEST], OAAL KO G OVALLVIION' 1) OVALLVIIGT) GLYVA
Aertovpyel TPOPNTIKA, 0POV «avayYEALEL TO UEAAOV
TEPIGGOTEPO, KAL 0 OVOPEPETOL OTAL TEPAGHEVQL. '

The poetry of Famagusta always almost stumbles and
“halts” precisely in order to function as a promise, but
also a memory; memory often functions prophetically,
since it “proclaims” the future more, even though it
refers to the past.

The way the past is articulated as memory defines the future, through actions in the
present. Charalambides’ collection is, like a memory, an articulation of the past. The
poems’ reading is enriched if one considers psychoanalytical theories on the effects of

trauma on memory.

Poems are similar to dreams in that both present a condensed version of
multiple layers of meaning. In The Interpretation of Dreams, Freud argues that
dreams consist of two principle layers of narrative, the ‘dream thought’ and the
‘dream content’. The former is transformed into the latter by the ‘dream work’,
through devices such as condensation and displacement. Furthermore, the dream is
given shape upon waking by the imposition of an arbitrary narrative connecting the

events of the dream, a process Freud calls ‘secondary interpretation’.

73 Michalis Tsianikas, To évoua ¢ Aupoydaorov (Athens: Indictos, 2003), p. 66.
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Memory is affected in a similar way by the process of remembering. The act
of remembering involves the same process of secondary interpretation as
remembering dreams after waking, as the mind embeds events in narrative in order to
preserve them as memories. In the case of poetry, the process of secondary
interpretation begins during writing, and is completed by the reader, each reader and

each reading yielding different results.

In ‘Apyn Ivdiktov’ (The Beginning of the Indiction), Charalambides
remembers the street names and map of his old neighbourhood. It is not clear why he
names the poem after a Byzantine fiscal period, but Indictions began on the first of
September, and the poem is dated ‘September, 1980°. The poem is focused on the set

of memories that in the past allowed the poet to find his way home:

T etvan o TTvotayopag dAot EEpovpie

N Ba uropovcape va pabovpe

(g Zarapivag Aéve Tov NTav PactAie):

v IIvotaydpov opwmg, ™ pikpn pov Ivutaydpov
avapeoa Tipwo Xtavpo ko Ayia Zmovn,

mv EEpm €YD Kot Povo £Yd. AAMpovo ce péva:
ZNAe0® TIG TOVTIKEG TOLTOLVOV TOL OPOLOV,

T’ 00€0TOTO GKVALA, TOLG GYPLOVG YATOVG

7oV gpYOpEVOL AKpomtOlemg kol Katefaivovtag
006 IMevtédng kan Ihapiwvog exBdrrovv

. . (1474
oV IIvutaydpov pov — koddtuyo mondid!

What Pnytagoras is we all know

or we could find out

(of Salamis they say he was King);
but Pnytagorou, my little Pnytagorou
between Holy Cross and Holy Girdle,
I'and I alone know her. Woe is me:

I envy the mice of this street,

the stray dogs, the wild tomcats

who coming via Akropoleos and descending
Pendelis street and Ilarionos spill out
onto my Pnytagorou — lucky children!

#7% Kyriakos Charalambides, Auuéywotoc Baoiietovoa, 2ndedn (Athens: Agra, 1997, first published
1983), p. 36, lines 1-11, further references in text in parentheses.
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The map of the city and the way to his house are imprinted on the poet’s mind, yet he
cannot return there. This incongruity challenges the poet’s previous understanding of
the world. The information that was once sufficient to get him home can no longer

help him, yet it is still there in his mind.

In the two short stanzas that make up the rest of the poem, the speaker wishes
he were a mouse or stray dog, a wild cat or even a snake or nettle so that he could be
in his home, but there is no hope. The jarring contrast between memory and reality is
a barrier which cannot be crossed, and expresses the helplessness felt by those

displaced in 1974. He describes his desire for homecoming:

600G EAYPLGOC TOV GKOTMUEVOG TEPTEL
va koynBei og diyrva g apdyvngs. (lines 18-19)

a helichrysum desire that exhausted falls
asleep in the spider’s webs.

In this poem, Charalambides tries to reconcile his knowledge that his home city still
exists, and his inability to physically go there. As he has indicated in interviews, he
feels obliged to document the nation’s true state: ‘o y®pog kot 1 {®1| mov NTaV GAAOTE
dev elvon mAéov. Kdmolog Oa mpémer va 10 katoypdyel, kdmolog Oo mpémer va
apbpdoer v moTPidn,  MOPAUOPPOUEVN]  amd  TOLG  OPOLG  CNUEPIVDV
“rpaypatikotitov”.”” (The space and life that once was no longer is. Someone will

have to record it, someone will have to articulate the homeland, deformed by the

terms of present “realities”.)

The opening poem of Auudywaorog Boogilebovaa, ‘H Apyn Evog Ewdviiiov’
(‘The Beginning of a Romance’), personifies the city as a female lover. The

description of the city is blended with references to a woman’s body;

73 Vasilis Rouvalis, ‘O Komplog Xapahapmidng oto yevédho ydpo tov: “Emickeyic” tov momt oo
kateyoueva’, Elevbepororia 3 December 2003.
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[16An pe 10 Peyydpt oTo LOAALL GOV,
TOV NMO EECKETO, TNV ELMALA VTLUEVN

. , . o\, 476
T kpdooia Tov Mayob, 1 0dAacca TAaTdvi.

City with the moon in your hair,
the sun uncovered, dressed in fragrance
the tassels of May, the sea a plane tree.

The city is personified as a woman, playing on the femininity of the word ‘TI6An’ in
Greek; the images of the ‘sun uncovered’ and the city ‘dressed in fragrance’ make the
personification sensual, evoking the image of a nude female figure. However, they
also construct the city as innocent and defenceless, with no barrier between herself

and the potentially hostile outside world.

The speaker desires the city: ‘Ecéva 06 w, ecéva Aaytap®’ (line 13: ‘It is you
I want, it is you I yearn for’). This is reminiscent of the current of sexual tension
underlying Morgan’s ‘Glasgow Green’ discussed above. Though Charalambides’
poem lacks the dark elements of Morgan’s, this is still a forbidden love. The speaker

represents himself and the city as star-crossed lovers, doomed to be forever apart:
Otav 1 pépa KAivel Tpog To HEPOGS OV,

SK1d pov yiveoor yio mavto — pot Tt T OQENOG;
e tpryvpiler topa cvpuatonieypa. (Lines 17-19)

When the day leans towards me,
you become mine forever — but what good is it?
You are now surrounded with barbed wire.

The speaker’s emotional attachment to the city is not enough to overcome the barriers
between them: the reality of the barbed wire annuls the significance of the speaker’s
expression of emotion. The poem’s romantic flight of fancy is grounded by the reality
of the island’s division, lending it a similar disillusionment to Morgan’s in his
identification of the seemingly insurmountable double standards of Glasgow society

in ‘Glasgow Green’. Even while he writes his ode to the city, Charalambides

76 Kyriakos Charalambides, ‘H Apyn Evog EtdvAliov’, in Auuéywatos Baciiebovoa, pp. 9-11, lines 7-
9, further references in parenthesis in main text.
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questions the use of expressing his emotion: ‘what good is it?’ Like in ‘Glasgow
Green’, the end of Charalambides’ poem brings no closure: the barbed wire remains,

like the Glaswegian beds remain trapped in a sea of desire.

The use of the word ‘kAivel’ can be interpreted as another reference to the
‘Baotkevovoa’ of the book’s title; ‘kiivel’ can be translated as ‘leans’, but is also a
homonym for ‘xAeiver’, which means ‘closes’. Furthermore, the word ‘xAiver’ may
refer directly to the sunset: ‘n kAion tov nAiov’ means ‘the angle of the sun’, a phrase

which is used with reference to the sunset.

The city is also described as a prisoner, deprived of bread, water and news;
one realises that the poet is describing a ghost town when he mentions the clothes of a

baby abandoned on a rooftop:

Ta povyoAdKio Tov HOPOL GE HoL TOPATCO
mAével n Bpoyn kot s1depavel o dvepog. (Lines 23-24)

The baby’s little clothes on a rooftop
are washed by the rain and ironed by the wind.

The intervention of nature in caring for the baby’s clothes suggests that the state of
affairs which has resulted in their being left on the rooftop is not natural. It can be
interpreted as a modern incarnation of the pathetic fallacy. The absence of bread,
water and news of the first part of the stanza symbolizes the absence of life in the city:

there are no people left to bake bread, drink water or publish and read newspapers.

This image refers to the abandoned suburb of Varosha in Famagusta, which
was fenced off by the Turkish army in 1974, and remains empty. Varosha has played
a pivotal role in negotiations following the Turkish invasion, partly as a gesture of

good faith, but also partly because the return of property to the many Cypriot-Greeks
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who fled the region in 1974 could solve problems for the Republic of Cyprus.*’”” On
14 February 2012, the European Parliament adopted a written declaration requesting
the opening of Famagusta to Greek Cypriots who own property there.*’® It was raised
again in current negotiations when Cypriot-Greeks requested its return as a

. 4 .
‘confidence-boosting measure’.*”” The ghost-town’s future remains unclear.

As the poet contemplates the hopelessness of his city’s situation, he sees the
ghost town consuming the image of the real city, and describes the city becoming

imaginary:

Eépm g MAOVELS LEGO GTO LapTVPLO®
po TOAN Kot va yiveoat eavtaotiky...(Lines 45-46)

I know you are melting in the agony of it;
a city, and to be turning imaginary...

The poet has little faith in the eventual possibility of return; he describes those
expecting it as ‘“yepdror eAmida ko pnyd oiocidoosor’ (line 49: ‘full of hope and
shallowly optimistic’). This contrasts with his attitude in ‘Apdava’, discussed in the
following chapter, where he insists on the inevitability of return. The frequent internal
contradictions of Auudyworog Baoilebovoo show the poet’s inability to settle on one
overarching narrative for the past, as he oscillates between hope and despair faced
with the reality of the occupation of his home city, and consequent impossibility of

homecoming.

The name of Famagusta (Ammochostos) has symbolic power in

Charalambides’ Auudywarog Baoilebovoa. As Tsianikas writes, the name of the city

77 Suha Bolukbasi, "The Cyprus Dispute and the United Nations: Peaceful Non-Settlement between
1954 and 1996," International Journal of Middle East Studies 30, no. 3 (1998).

78 "Declaration of the European Parliament of 14 February 2012 on the Return of the Sealed-Off
Section of Famagusta to Its Lawful Inhabitants," The European Parliament,
http://www.europarl.europa.eu/sides/getDoc.do?type=T A&reference=P7 TA(2012)0039&language=E
N.

7 Jean Christou, "Eu Pressed on Varosha Return as Confidence Building Measure," Cyprus Mail, 8th
April 2014.
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keeps reappearing in the collection: ‘o [amokoAvmTikdg] AOYOC de oTOHOTA VO
emovVoOAoUPAaveL TO KAAEGO, TO O EM{POVO {0MG, 6TO OVOUO TNG TOANG, GTO OVOLLOTOL
me wOANG, oty mOAN mov dev pmopel vo kotovopaotel pe to 6vopd g
(‘Apocalyptic speech does not cease to repeat the calling, the most insistent perhaps,
to the name of the city, the names of the city, the city which cannot be classified
under its name.’) In the sign that is the city’s name, signifier and signified have
become detached. The name no longer has the power to summon the image of the
city, as both the city and its name have been altered by historical events and cannot be

accessed by the poet. Like the street names in ‘Apyn Ivdiktov’, the city only survives

in the poet’s memory — both have new names now.

Charalambides’ collection focuses on the parts of the city that cannot be taken
away from him: his memories of it, and its name. The importance of the name
Ammochostos is highlighted early in the collection with the poem “Ovopo mwOANG’
(‘The name of a city’).

Mnrog pag TéANng 6vopa n APHOY®GTO £ivon WeLTIKN;
Texynto Yopiopo YOPOL Kol Y1 TG OLTOTINGC;

Xpovog amd Ao YIAOSOVAEUET

. ’ , r ..481
KOS KOALE TOVC AeLKOUC pooTov; ™

Is perhaps the name of a city Ammochostos a fake?
An artificial divide of space and land of utopia?

Time made of sand finely wrought
as you look at the white breasts?

In the first instance, the poet doubts the reality of both name and place. He then
constructs the name as a signifier of both division and utopia. As in ‘H Apyn Evog
EwvAiiov’ (‘The beginning of a romance’), the poet uses the image of a woman to

represent the city; however, it is less central to the poem’s construction in this case.

0 Tsianikas, p. 68.
1 Charalambides, Auudyworog Bacilevovoa, p. 14.
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The poet explains in a note that the image of ‘white breasts’ refers to the sand

B2t is

dunes that used to be along the coast of the city, before it was built up.
conceivable that the city originally was named with reference to the sand dunes, as
‘Appdymotog’ means ‘buried in the sand’. There is a series of overlapping images:
the sand dunes are represented by a woman’s breasts, while the sand is representing
time, emphasising that the visual image experienced by the reader, who is being
addressed in the second person, is only one of several interlocking versions of reality.
The name of the city encompasses all these layers of meaning; however, the question
mark which overhangs the ‘trueness’ of the name casts doubt on the reality of the city.
It seems the poet is describing the city of his memory and imagination, which he still
associates with the name. The invasion of 1974 has erased this city from the real

world, leaving the poet with a name of doubtful veracity, and a series of disjointed

memories.

Niki Ladaki-Philippou’s collection [Ilpo¢c Kepiviv also places central
significance on the city’s name. It is prefaced by a quotation from Athanasios
Sakellarios’ ‘Ta Kvmpiaxd® (first edition 1854), which describes the origin of the
city’s name, and lists its historical multiplicity of forms culminating in the name
‘Kepivt’ (‘Kerini’), which is used in the collection’s title. Ladaki-Philippou quotes the
following passage from the 1890 edition:

H mohg g Kepdvewng mapovsialetanr pe didpopa
ovopata. O ITtolepoiog karel avtv Kepoviav 1
Kepavviav, o Awbdwpoc Kepoviav, o Zxvia§
Keptvewav, o Ztépavog o Buldvtioc Knpuviav. O
[TAiviog Cinyriam, 0 Kovotavtivog 0

[Topeupoyévvntog Knpovewav, o Ilepoxing Kvpnviay,
o A. Mayopdg kot o I'. Bovotpodviog Kepiviav kot

*2 Tbid, p. 136.
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drog Kipwiav, o tekevtaiog EAAV  yeoypdeog
Melétog ‘Kepawviav Kotvmg Kepiv1’.483

The city of Kyrenia appears with different names.
Ptolemy calls it Keronia or Keravnia, Scyllax
Kerynia, Stephanos the Byzantine Kirinia. Pliny calls
it Cinyria, Constantine Porphyrogennitus Kiryneia,
Hierocles Kyrinia, L. Machairas and G. Voustronios
Kerinia and once Kirinia, the last Greek Geographer
Meletios ‘Keronia commonly Kerini’.

The multiplicity of the city’s names draws attention to its evolution through time;
however, the listing of ancient geographers alongside the names they gave the city
emphasises its longevity and ancient origins. It also brings the city name as symbol to

the forefront of the reader’s mind.

Ladaki-Philippou’s collection consists of a series of poems in free verse that
have uncertain beginnings and endings, and blend into each other in terms of tone,
content and structure. The names of Kyrenia are incorporated in the poetic text in the

second part of the collection:

[Ipog [ToAw

npog Kaotélhov Kepivng

npoc Kepoviav 1 Kepavviav
pog Kepuviav

npog Kepovewav

pog Knpoviav

pog Kvpnviav

npoc Kepwviav kot draé Kipviav
npog «Kepaviav kowvag Kepivey

IIpog Kepiviv*™

To the City

to Kastellion of Kerini
to Keronia or Keravnia
to Kerynia

to Keryneia

to Kirinia

to Kyrinia

8 Niki Ladaki- Philippou, /Ipoc Kepiviv (Athens: Tolkos, 2001), p. 11.
% Ladaki-Philippou, p. 84.
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to Kerinia and once and for all Kirinia
to “Keronia commonly called Kerini”

To Kerini

Here, the poet lists the names of the city in the same order that they are listed by
Sakellarios, incorporating the epigraph of the collection in the body of the poem. The
first line’s address ‘To the City’ constitutes a reference to Constantinople, like
Charalambides’ use of ‘Bactiievovcsa’ (‘Queen of Cities’) in the title of his collection.
‘H IT6An’ (‘the City’), like the adjective ‘Baciiebovoa’ is commonly used to refer to

Constantinople in modern Greek.

The name of the city is repeated throughout the collection, like an invocation.
In addition to the section quoted above, many of the poems have the dedication ‘mpog
Kepiviv’ printed at their beginning, while ‘IIpog Kepiviv’ is repeated as a single line

485 .
Furthermore, the name is

between stanzas, as either a dedication or an address.
reiterated in the position of title: the collection consists of two sections, entitled ‘IIpog
Kepiviv I’ and ‘IIpog Kepiviv II’. If, as Freud claims, the most frequently repeated
image usurps the position of the most significant element of the dream, one could

argue that the name of the city is stammered as a result of an inability to articulate the

trauma that is situated at the centre of the poem.

Overall, cities and monuments play an important part in the transformation of
landscape into homeland in both Scotland and Cyprus. Poets engage with the visible
marks of the nation on the landscape sometimes emphasizing their significance for its
transformation into the homeland, and sometimes using them to expand the concept of
national identity. The loss of half the homeland as a result of the 1974 invasion in

Cyprus has had a formative effect on Cypriot-Greek identity, leading many poems

5 Ladaki-Philippou, multiple examples on pp. 79-84.
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about the homeland to attempt to resolve the trauma of this loss. The following
chapter will look more closely about the role of poetry in processing communal

trauma and communicating traumatic experiences.
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Chapter 6: Poetry, Trauma and National Identity

In both Scotland and Cyprus, many poets believe poetry should contribute something
significant to society. This motivates poets to deliberately engage with local histories
and current affairs. In Cyprus, since the invasion of 1974 Cypriot-Greek poets have
often used the act of writing to address events and memories that are traumatic both
for the poet and for the Cypriot-Greek community as a whole. In Scotland, similar

trauma poetry was written in response to the First World War.

The understanding of trauma as a disrupted relationship between the conscious
and unconscious mind has its origins in Sigmund Freud’s definitions of both trauma
and the mind. These were greatly influential in the exploration of World War One
Shell Shock, the first instance of a large group of people experiencing Post Traumatic

Stress Disorder.

As mentioned on page 264, poems share certain features with dreams. In the
language of both poetry and dreaming, the nature of the sign is challenged, as the
relationship between signifier and signified is disrupted by the introduction of
alternative associations. Poems and dreams can fulfil a similar purpose, as both
provide a buffer between central meaning and recipient: according to Freud, dreams
are constructed around a ‘dream-wish’, which is fulfilled within the dream. However,
the ‘dream-wish’, and the associated ‘dream-thoughts’, are disguised from the

conscious mind to escape censorship, as the dream-wish is often a taboo unconscious
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desire. Consequently, the dream has two layers: latent thoughts (or dream-thoughts)

and manifest content.*®¢

Latent thoughts are transformed into manifest content by the ‘dream-work’:
condensation, displacement, representation and secondary revision. The methods of
concealment the mind uses resemble poetic devices. Freud argues that as a result of
condensation, ‘dreams are brief, meagre and laconic in comparison with the range and
wealth of the dream-thoughts’.**"Like dreams, poems make full use of the associative

power of words, embedding large quantities of meaning into short texts.

Displacement also resembles a literary device. As a result of Displacement,
‘the dream is, as it were, differently centred from the dream-thoughts — its content has
different elements at its central point.”*® According to Freud, in dreams it is the
elements that are most frequently repeated that gain central importance, as opposed to
the most significant elements of the dream-thoughts. Similarly, in poetry the central
message of the poem is often at one remove from the plot unfolding within the text,
and repetition is often used to create an atmosphere which reflects the latent content
of the poem. Representation within the dream-work consists of substituting one thing
to signify another, which resembles metaphor and metonymy. Finally, the process of
secondary revision, which occurs when the waking mind superimposes a coherent
narrative on the disjointed images of the dream, is a parallel of reading. Like the
dream can only be remembered through the filter of the waking mind, the poem can

only be experienced through the process of reading.

* Sigmund Freud, ‘The Interpretation of Dreams’, trans. by James Strachey, Anna Freud, Alix
Strachey and Alan Tyson, in The Standard Edition of the Complete Psychological Works of Sigmund
Freud, ed. by James Strachey. (London: The Hogarth Press, 1953), IV, 277-278.

7 bid, p. 305.

% Tbid.
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Psychological trauma often manifests in repetition; the patient relives
traumatic events either through dreams and hallucinations, or through the involuntary
repetition of waking actions. Cathy Caruth suggests that dreams function in a
Freudian practice of wish-fulfilment in the case of trauma; however, she shows that
by permitting wish-fulfilment within the dream, its occurrence highlights the rift
caused by the psychological trauma of death: ‘the dream, as a delay, reveals the
ineradicable gap between the reality of a death and the desire that cannot overcome it
except in the fiction of a dream.’**? Furthermore, Caruth argues that there is a closer
connection between dreams and the re-enactment of trauma: ‘Awakening [according
to Lacan] is itself the site of a trauma, the trauma of the necessity and impossibility of

responding to another’s death.”**’

The act of writing can allow the writer to access those traumatic and
impossible memories ordinarily only accessible through involuntary repetition and
dreams, as the composition of the poem resembles the dream-work, and acts as a filter
between the writer and the traumatic memory. This use of poetry was popular during
the First World War, when many soldiers wrote poetry attempting to capture their

traumatic experiences on the Front Line.

The most famous of these were Wilfred Owen (1893-1918) and Siegfried
Sassoon (1886-1967). There was a broad movement at the time acknowledging the
power of writing to address trauma, as many of those not engaged in active combat
also wrote poetry in response to their experiences of grief and loss. However, many

Front Line poems were also an act of protest, intending to convey the horror of the

49 Cathy Caruth, Unclaimed Experience: Trauma, Narrative, and History (Baltimore: Johns Hopkins
University Press, 1996), p. 95.
9 Ibid, p. 100.
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war as powerfully as possible in order to undermine politicians’ justifications for its

continuation, and to dispel the notion of honourable death.
The World Wars: poetry, trauma, protest

Since the seventeenth century, Scotland has developed a dual Scottish and
British identity. This year’s referendum is a sign that Scottish identity is currently
dominant in some spheres, but many argue British identity remains relevant, and that
Scottish and British identity can coexist. These two facets of identity in Scotland have

historically fluctuated according to political, social and economic currents.

In Acts of Union, Linda Colley argues that the First and Second World Wars
caused British identity to become more prominent than Scottish identity, because the

491 . .
! The discussion of

British nations identified themselves against the German other.
increasing self-government for Scotland, Wales and Ireland had begun before the First
World War; Colley points out there was a motion to devolve Legislatures of all four
British nations put forward in the House of Commons in 1895.** Winston Churchill
proposed a similar arrangement in 1911, and in 1913 there was a parliamentary debate
about turning the UK into a federated state. The two world wars put these ideas on

hold, but they resurfaced, and now Wales and Scotland have local representative

governments.

According to Colley, Scottish nationalism did not increase after the war, it
changed character.” Until the 1970s, though there were various bodies lobbying for
Scottish representation within the UK, they saw Scottish independence as attainable

within the United Kingdom. More recently, Scottish people have described

1 See p. 213.
2 Acts of Union, p. 83.
3 Ibid, p. 93. See page 215.
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themselves as colonized by England, and Colley argues that to claim that Scotland is a
colony ‘is to assert that it is imprisoned within the United Kingdom. It is a way of
arguing that Britishness is no longer a useful vehicle - an older form of Scottish

. . . 494
national expression - but rather an encumbrance and an oppression.”*

Though Colley argues the First World War empowered British identity,
Scottish identity was still present, even within the armed forces. Trevor Royle
observes that though many Scots volunteered before conscription was introduced in
1916, most joined Scottish Regiments, or formed new ones by joining up in large
groups with previous social ties, such as rugby clubs or the Boys’ Brigade, retaining

local ties when they enlisted.

Furthermore, discussions surrounding the commemoration of the war in 1919
show that many influential Scotsmen considered it important that Scotland’s
participation in the war be commemorated as a nation, rather than a part of the United
Kingdom.*”” The Duke of Atholl headed a committee in 1919 which proposed the
construction of the Scottish War Memorial at Edinburgh Castle.*® Jenny Macleod
observes this was not the first time a national memorial was built in Scotland to
commemorate participation in a British war; when plans were announced for a
Waterloo monument in London, the National Monument on Calton Hill was proposed
to commemorate Scotland’s role in the victory over France, though notoriously it was
never completed.*”’” There were also smaller monuments to other wars, including the
Boer War. This suggests there was a strong Scottish identity within the British

empire, which was expressed within the Military. Furthermore, though Colley

% Acts of Union, p. 93.
3 Trevor Royle, In Flanders Fields: Scottish Poetry and Prose of the First World War (Edinburgh:
Mainstream, 1990), p. 15.
% Jenny Macleod, ‘Memorials and Location: Local versus National Identity and the Scottish National
Xar Memorial, The Scottish Historical Review, 89, no. 227 (April 2010), pp. 73-95, (p. 73).

Ibid, p. 74
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presented the First World War as an interruption to the growth of Scottish identity, it
may have acted as a catalyst for the Scottish independence movement, as general
disillusionment in British leaders and British identity based on warfare led people to
consider alternative identities. Either way, the desire to claim the nation’s dead as its
own through the construction of a war monument suggests that at the end of the First

World War, Scottish national identity was alive and well.

Though he took part in both the First and Second World War, Hugh
MacDiarmid wrote little on either. However, his experiences in the army during the
First World War had a formative effect on his thinking about culture and Scottish
identity; upon his return from service in Salonica and France, Christopher M. Grieve
created the persona of Hugh MacDiarmid and started to promote the idea of an
independent Scottish literature through both poetry and essays. In ‘A Change of
Address’, published in The Scottish Nation (1923), MacDiarmid argues that the First
World War brought about a change in Scottish identity and revived the desire for

home rule. He argues that the war

brought a sharp reaction. The danger of the
submersion of our distinctive national culture is less
today than it has been for many decades. The whole
process of assimilation has not only been arrested but
has in many directions been strikingly reversed.*®

Unfortunately, he does not explain how he believes the War has caused this change in
the articulation of Scottish identity. Royle argues that MacDiarmid realized ‘that the
First World War had been fought to protect the rights of small nations’, and that this

499

motivated his decision to revive Scottish literature.”” From MacDiarmid’s letters to

George Ogilvie, a teacher of his from school, it is clear that he arrived at the decision

% Hugh MacDiarmid, The Raucle Tongue, ed. by by Angus Calder, Glen Murray and Alan Riach, I,
58.
*% Royle, p. 15.
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to engage with the revival of Scottish literature. In a letter dated 24 November 1918
he informs Ogilvie that his plans for the future are ‘cut and dried’, meaning that ‘my
life-work is really done — that various books exist complete and unchangeable in my
mind — what remains is only to do the actual writing.”*” This statement suggests that
the experience of the war did help MacDiarmid to shape his opinions and literary
ambitions, though the letters to Ogilvie do not contain any mention to Royle’s idea
that it was the War’s function in protecting small nations that sparked MacDiarmid’s

interest.

MacDiarmid’s few war poems express disillusionment with the War and the
ideas surrounding it. It is likely his rejection of the ideological basis of the War that
inspired him to reject British identity. Indeed, in the same 1923 article where he
argues the First World War changed Scottish identity, MacDiarmid summarises the

disillusionment of the Scots with English politics:

The Scottish public today is not to be bamboozled in
the way the last generation was. There is no
disguising the fact that the Scottish vote is subject to
English veto. The political and social tendencies of
England and Scotland are diametrically opposed.
Scotland, always a radical country, now returns a
labour majority, which England stultifies with a Tory
government.5

MacDiarmid sees an irreconcilable difference between England and Scotland; his

position is not altered by his experiences in the British Armed Forces during the war.

There is some debate over whether there is a Scottish ‘War’ literature. In ‘Was
there a Scottish War Literature?” David Goldie argues that there was not an

exclusively Scottish literature, because literature produced by Scottish writers during

% Hugh MacDiarmid, Letter to George Ogilvie, 24-11-1918, in In Flanders Fields, ed. by Trevor
Royle, pp. 211-213, (p. 212).
9 The Raucle Tongue, 1, 60.



282

the First World War showed that Scottish literature had been ‘subsumed in a generic
British response to the war’.>*® Goldie argues that many war poets described as
Scottish were really English; he points out that Charles Hamilton Sorley spent much
of his life in England, and was educated there, and wrote poetry in English language
and style. Hamish Mann and Robert Sterling, though educated in Scotland also wrote
stylistically English poetry. However, he also argues that Alan Mackintosh, who
spoke Gaelic, played the bagpipes and wrote poetry of a distinctly Scottish flavour,
was not writing real Scottish war poetry, because he was born in England and only
had one Scottish parent, so his Scottishness ‘was less the product of an informing
national culture, absorbed in the long process of formation, thatn a consciously
acquired allegiance to a land of which he had only partial direct knowledge’.’”’ He
goes on to argue that because Mackintosh did not draw exclusively on the Highland
sensibility in his poetry, ‘this suggests that the “Scottish” persona of several of his
poems is only one of several available to him; that it is a rhetorical function as much
as a pledge of identity’.”™ Yet as the expression of any identity is directed outwards
towards an audience, those of hybrid identity develop multiple personas as a result of

differing requirements of self-presentation in different environments; this does not

make one aspect of the identity more or less valid than the other.

It 1s possible that Scottish experiences of the First World War have been
labelled British because they have not been expressly claimed as Scottish. In 2014,
the year in which the Scottish Independence referendum and hundred-year

anniversary of the First World War coincide, From the Line: Scottish War Poetry

92 David Goldie, “Was there a Scottish War Literature? Scotland, Poetry and the First World War’, in
The Oxford Handbook of British and Irish War Poetry, ed. by Tim Kendall (Oxford: Oxford University
Press, 2009, Published online: Sep 2012 ) DOI: 10.1093/0xfordhb/9780199559602.001.0001 accessed
27 August 2014, p.1.

% Ibid, p. 10.

% Ibid, p. 12.
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1914-1945 was published, edited by the same David Goldie and Roderick Watson.
Despite Goldie’s argument in the above-mentioned essay that there was slim evidence
for a Scottish war literature, most of the poets whose Scottish cultural credentials he
questions appear in From the Line. The introduction positions the book as a First
World War publication rather than a Scottish nationalist publication, in that it looks
for a universal narrative of war response: the poetry collected ‘shows the means by
which poetry began [...] to find ways of articulating appropriate, measured, and
sometimes very moving responses to an unprecedented experience’.’”> However, the
fact remains that, as the book title announces, the compilers are looking for a Scottish
poetic narrative of the war. From the Line follows Trevor Royle’s anthology In
Flanders Fields, published in 1999, the year the Scottish Parliament reconvened.
These publications suggest that as Scotland gains increased independence, people are

increasingly inclined to imagine a Scottish experience of the First World War.

The First World War had a profound effect on the way war was viewed in
Western Europe. Initially war was seen as a cathartic experience for the nation, and it
was taken for granted that men had a duty of sacrifice for the nation; this is expressed
in early poetry of the First World War, such as John McCrae’s famous ‘In Flanders
Fields’. McCrae’s poem is written from the perspective of the dead addressing the

living, urging them to remember them and continue their struggle:

Take up our quarrel with the foe:
To you from failing hands we throw
The torch; be yours to hold it high.
If ye break faith with us who die
We shall not sleep, though poppies grow
In Flanders fields.””

%% David Goldie and Roderick Watson, eds., From the Line: Scottish War Poetry 1914-1945 (Glasgow:
ASLS, 2014), p. xvi

%% John McCrae, ‘In Flanders Fields’, in Some Corner of a Foreign Field: Poetry of the Great War, ed.
by James Bentley (London Little Brown and Company, 1992), p. 53, lines 10-15.
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McCrae’s dead offer the living an escape from the pain of mourning with the promise
that if the living continue their battle, their deaths will be justified and their spirits
restful. While McCrae’s poem does convey something of the shock of sudden death in
its middle stanza, his overall tone is in support of the war, and he sees the death of

soldiers as honourable and necessary.

Other poets such as Wilfred Owen, Siegfried Sassoon, Charles Hamilton
Sorley and Isaac Rosenberg focused on capturing the horror of the fighting,
methodically undermining any association between war and glory by revealing the
gory details of the experience of battle. They rebelled against the concept of the

nation as united through sacrifice, as described by Renan (see page 48).

Charles Hamilton Sorley (1895-1915) questioned the validity of the war and
the narratives of honour and sacrifice surrounding it from the outset. Sorley was born
in Aberdeenshire, but spent much of his life in England, and was educated at
Marlborough between 1908 and 1913.°°7 Goldie argues that this makes him more
British than Scottish;’* yet Sorley’s poems appear in From the Line, the anthology of
Scottish war poetry of which Goldie is an editor. Sorley went to Germany to study
and was still there in 1914. When Britain entered the war against Germany, Sorley
made his way back to England and enlisted. Because of his positive experiences in
Germany, Sorley was sceptical of the patriotic fervour surrounding the war.
Consequently, although he enlisted at the earliest opportunity, he looked upon the
conflict from a more neutral perspective than many of his contemporaries, and often

reminded friends of the Germans’ humanity in his letters.””

%07 Jean Moorcroft Wilson, Charles Hamilton Sorley: A Biography (London: Woolf, 1985), pp. 2-3.
% Goldie, p. 1.
% Wilson, p. 157.
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Sorley’s ‘Sonnet’ has the opposite function to McCrae’s ‘In Flanders Fields’.
He denies the reader the comfort of assigning meaning to death, leaving one faced

with the bleakness of human mortality undiluted:

When you see millions of the mouthless dead

Across your dreams in pale battalions go,

Say not soft things as other men have said

That you’ll remember. For you need not so.

Give them not praise. For, deaf, how should they know
It is not curses heaped upon each gashed head?

Nor tears. Their blind eyes see not that your tears flow.
Nor honour. It is easy to be dead.’"

The octave systematically denies the expression of all behaviours normally associated
with a death: expressions of sympathy, promises not to forget, praise of the departed

and crying. In the sestet, he completes the denial of mourning rituals:

Say only this, ‘They are dead.” Then add thereto,
“Yet many a better one has died before.’

Then, scanning all the o’ercrowded mass, should you
Perceive one face that you loved heretofore,

It is a spook. None wears the face you knew.

Great death has made all his for evermore.

He denies the reader the tendency to exaggerate the virtues of the dead, or see the
ghosts of loved ones. The poem shocks the reader into the realization that death is as
irreversible as it is unpoetic, discarding the narratives of honourable sacrifice. Though

it is less gruesome than many of Owen’s poems, its effect is powerful.

Other Scottish poets dealt with the trauma of the First World War by
emphasizing the individuality of the casualties. J.B. Salmond (1891-1958) shows that
the thousands of casualties were thousands of individuals in his poem ‘Any Private to
Any Private: July 1917, which describes the death of Wullie, a soldier who

symbolizes the common man killed in battle, and the implications of this for his wife.

>1% Charles Hamilton Sorley, The Collected Poems of Charles Hamilton Sorley, ed. by Jean Moorcroft
Wilson (London: Woolf, 1985), p. 91.
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The poem is a response to the complaint that the widows of the dead were becoming a
burden on the state. In this poem, Salmond gives Wullie substance by recording small

details of his life and character:

We gaed tae Tamson’s schule. A clever loon
Was Wullie. He was makin’ money tae.
A’body liked him round about the toun.
Fitba? Losh ay! He was the de’il to play.
We joined thegither for a bob a day;

An’ noo he’s deid.”"!

Like McCrae’s ‘In Flanders Fields’, the poem shows the uncanny quickness of death,
as the speaker tries to reconcile the transformation of the living Wullie into the
mangled corpse before him. However, unlike McCrae’s poem, Salmond’s shows the
perspective of living soldiers who are left to cope with the death of their friends and
colleagues without adequate support from the state. For example, in the first stanza
the speaker sacrifices his own blanket to cover Wullie’s corpse, because there is

nothing else available.

Waullie represents the Scottish everyman, and his death and its aftermath are
evidence that the state does not care about him. The title, ‘Any Private to Any
Private’, shows that this situation is played out again and again, the actors trapped in
their roles, unable to change the system that is producing death. In the third stanza the
speaker reflects on the implications of Wullie’s death for his widow, showing his

frustration with the war and the state’s insensitivity:

I canna mak’ it oot. It fair beats a’,

That Wullie has tae dee for God kens what.
An’ Wullie’s wife will get a bob or twa,
Aifter they interfere wi’ what she’s got.
They’ll pester her and crack a dagoned lot;
An’ Heaven kens, they’ll lave her awfu’ ticht.

' ] B. Salmond, ‘Any Private to Any Private’ in In Flanders Fields, ed. by Trebor Royle, p. 117,
lines 9-14, further references in parentheses in main text.
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‘A burden to the state.” Her Wullie’s shot.
I kenna, hoo I canna lauch the nicht. (lines 17-24).

By focusing on the individual that was Wullie, this poem shows the individual
experience of grief and the upheaval that accompanies the death of the breadwinner.
Yet the title positions Wullie as the Scottish everyman and his wife as the Scottish
everywoman, their experience of the war is presented as universal. Salmond’s
rejection of the state can be interpreted as a rejection of British identity, as this poem
describes war destroying things that are local and intimate, the big state destroying

small lives.

In ‘The Sniper’ William Dixon Cocker (1882-1970) illustrates the universal
tragedy of death. He describes an allied sniper killing a German soldier 200 feet away,
and celebrating his achievement. He goes on to describe the corpse lying on the
ground too far for the shooter to see, and the anguish of the soldier’s wife to which the

shooter is oblivious. The poem concludes:

Two hundred yards away, and, bending o’er

A body in a trench, rough men proclaim

Sadly that Fritz, the merry, is no more.

(Or shall we call him Jack? It’s all the same.)’"

By humanizing the dead on the other side of the conflict, Cocker undermines their
position as other, and therefore questions the ‘justness’ of the war. This is reminiscent

of Pantelis Michanikos’ poem about the death of a Turkish child discussed below.

Though Scotland participated in the First World War as part of the United
Kingdom, Scottish soldiers and writers were able to express a Scottish identity from
within the British war machine. The war had a unifying effect on British identity, but
also intensified local allegiences as faith in the state was eroded by the terrible

casualties and false promises as the war dragged on. Though Goldie may be right

> William Dixon Cocker , “The Sniper’, in In Flanders Fields, ed. by Trevor Royle, p. 39.
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about the absence of a distinctly Scottish cultural response to the war, recent
publications have presented a canon of Scottish war poetry, suggesting that as
Scotland becomes more independent, the argument of a Scottish war experience gains

traction, though it may be an anachronistic interpretation of history.

Cyprus, 1974: trauma as the origin of art

The invasion of Cyprus in 1974 was completed within days, yet the island remains de
facto divided forty years later. The high number of Missing Persons cases, resulting
from murders, massacres and mass graves, prevented many Cypriots of both
communities from grieving for their dead. In some cases their deaths were confirmed
recently, when bodies were found in mass graves and identified by DNA testing;
however, many still remain unaccounted for. The absence of the deceased’s body
denies both confirmation of the death, and the traditional process of accepting the loss
of a loved one, which begins with the ritual components of the funeral: the wake, the
ceremonial acceptance of death at the funeral service, and the burial of the body. This
is similar to the situation facing those who lost loved ones in the First World War: the
number of casualties was so high that repatriation of bodies was impossible. These
experiences have inspired many to write poetry as a means of addressing topics that

are both traumatic and socially and politically complex.

Greek-Cypriot poets have written a variety of poems about the trauma of
1974. These include poems of displacement focused on the homeland, like those
discussed in the previous chapter, poems of protest rejecting the justifications of the
conflict, and poems exploring the psychological effects of the invasion and deaths
associated with it. In all these categories, writers often engage with the Turkish-

Cypriot other, looking for points of common experience as a means of resolving the
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tensions resulting from inter-communal violence from 1963 onwards, as well as the

ultimate trauma of the island’s division in 1974.

Pantelis Michanikos (1928-1979) published a poem entitled ‘Qon ywo éva
okotopévo Toupkdkt’ (‘Ode to a murdered Turkish child’), in which he laments the
death of an anonymous child lying in a field. The poem was written in response to the
inter-communal violence of December 1963, but only published in 1975 in his
collection Katabeson (Deposition). The identification of the child as Turkish illustrates
the fact that the conflict cost innocent lives on both sides. The poem shows that death
is tragic and final, regardless of the identity of the deceased, but also that death is
universal, the most uniform of human experiences. The poem is prefaced by a citation

from the first part of T. S. Eliot’s The Waste Land, ‘The Burial of the Dead’:

Stetson!

You who were with me in the ships at Mylae!
That corpse you planted last year in your garden,
Has it begun to sprout? Will it bloom this year?>"

Michanikos’ poem reflects Eliot’s style, using free verse, irregular stanzas and sparse
punctuation. The opening stanzas echo the opening of The Waste Land: Eliot begins
with the phrase ‘April is the cruellest month’, and argues that the awakening of life in
spring awakens memory.’'* Michanikos’ opening stanza describes a fertile plain in
spring, lush with grass and flowers, ‘mov 60&aler Tov Kbdpo kot tqv wuyn tov

avOpomov’ (‘that praises the Lord and the human soul’).”"

He begins the first three
descriptions with ‘avtdg o kéumog’ (‘this plain’) and the next two with ‘G’ avtd tov

kéumo’ (‘on this plain’), ending the stanza with the latter. The repetition of the

3T, S. Eliot, The Annotated Waste Land, with T. S. Eliot's Contemporary Prose, ed. by Lawrence
Rainey (London: Yale University Press, 2005), p. 59.

S14 Eliot, The Annotated Waste Land, p. 57.

315 Lefkios Zafeiriou, Alexandros Bazoukis, and Yiorgos Myaris, eds., Keiueva Kompiaxic Aoyoteyviac
yio to Avkeio, 2 vols. (Nicosia: Ypiresia Anaptixis Programmaton Kyprou, 2010), pp. 206-207, line 12,
further references in parentheses in main text.
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identifying phrase ‘this plain’ emphasizes the poet’s incredulity at the scene before

him. The second stanza reveals the horror beneath the disinterested beauty of spring:

KelteTon
OKOTOUEVO
éva Tovprdxt. (Lines 16-18)

lies
murdered
a Turkish child.

The contrast between the lush beauty of the spring landscape and the horror of the
child’s death is reminiscent of Eliot’s sentiment that spring in all its vigour only
emphasizes the emptiness of the human soul. ‘The Burial of the Dead’ is to some
extent a reflection on the effect of the First World War on contemporary society,
while at the same time it is a lament of the cultural wasteland that is contemporary

society.

Michanikos’ choice of The Waste Land as epigraph to this poem parallels the
inter-communal violence of 1963 with the First World War, showing it to be a
destructive and de-humanizing conflict, and arguing the price is too high regardless of
the outcome. The innocence of the child and beauty of nature are used to question the

justification of war:

"Eva cuoracpévo npocmno

KOUWEVO amdve oToV TOVO,

avayAvon

aVAKN paoKa

KOUHEVT GTNV oL®VIOTNTA Y10 VO, pOTE.

av 0 TOTOG NTAV TPAYUATL TTOAD GTEVOG

HEGO GTO TTOVIYOPL TNG AVOLENG

Y VoL poTé

av VLAPYoVV €BVOTNTEG AVAIEGH GTOVG AAOVG TNG LOPYaPiTOG
Y VoL poTé

nowdg eBvikdTTog Elvan To Tpdsvo yoptapt (lines 19-29)

A contorted face
cut in the moment of pain,
carved in relief
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a juvenile mask

cut into eternity to ask

if the place was truly too narrow

in the festival of spring

to ask

if there are nations among the peoples of the daisy
to ask

to what ethnicity belongs the green grass

The speaker illustrates the constructed nature of the concept of ethnicity, as he
observes it does not apply to flowers or grass, in short, to nature. This emphasizes the
unnatural death of the child, and its pointlessness, as the ideology motivating his

killing is based on fantasy.

The final stanzas of the poem allude again to The Waste Land, reprising the

theme of the corpse, this time in Greek translation:

N POVN TOL TOMTY|

POTAEL KO TOA EPETOC

TOVG EUTOPOVG TMOV TETPELOLMOV

KOl TOVG OTOIKIOTEG TMV TTOUATOV,
POTAEL TOV ZTETGOV:

“To KoLE&PL TOVL EPVTEYES TEPGL LEGO GTOV KITO GOV
apyoe va Praoctdet; 0° avBicel epétog;’ (lines 43-49)

the poet’s voice

asks again this year

the oil merchants

and the colonialists of corpses,
asks Stetson:

"That corpse you planted last year in your garden,
Has it begun to sprout? Will it bloom this year?’

The allusion to oil traders suggests the poet blames foreign financial interests for the
conflict in Cyprus that has caused the child’s death, while the reference to
‘colonialists’ suggests he places part of the blame with the British. The final question
of the poem, left unanswered, gives the impression that there is nothing to be gained
from the death of the child, that the corpse never will sprout, because that is not in the

nature of corpses. The overall message of the poem is that the conflict has resulted in
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the destruction of innocents, and can bring no benefit to anyone on the island.
Furthermore, it presents the experience of death as the one thing the two communities

on the island have in common.

Kyriakos Charalambides often argues that the historical traumas of Cyprus
should be productive; particularly, he argues that the experience of the 1974 invasion
should enable Cypriots to produce art to a higher standard than would have been

possible before:

H rtpoywdia mov £Eminée tov 10m0 amotelel
TOVTOYPOVO, Y10 HOG KOL M0 KOGLOYEVEGT™ HOlpoin
enovompocodlopilel T @von TV mpaypdtov. o
éleyo LAAOTO OTL PG OTPOYVEL VO EOVOKOITAEOVIE
70 {810 T0 VOO ™G TEEVNG. '

The tragedy that blighted the place -constitutes
simultaneously for us a Cosmogenesis; inevitably it
redefines the nature of things. I would even say that it
pushes us to re-examine the very meaning of art.

Charalambides believes that poets have a duty to engage directly with the communal
trauma, and attempt to express the grief of the people in art, in a quest for collective
closure. Charalambides’ comparison of ‘the tragedy’ to a ‘cosmogenesis’ also
suggests that the magnitude of the trauma of 1974 means that traditional models of art
and poetry are no longer sufficient for the expression of Cypriot-Greek identity: as
Edwin Morgan maintained, art must change with the world in which it is produced.
Consequently, the traumas of the mid-twentieth century create the need for

modernism in Cyprus.

Charalambides goes on to state directly that this change in the world

perception of a people creates a duty to produce art:

316 Kyriakos Charalambides, ‘Tuvévievén otov Avidvn Pmotiépn kar tov Oavéon O. Niapyo®, in
Oliobnpog lotog (Athens: Agra, 2009), pp. 321-327, (p. 324).
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O Ahaodg opeirel va avtinoet and to mabog pnabog. H
TEYVT TAAL, OONYNUEVN OO TNV TPOYMOT0 EVAOTIOV TOV
€0VTOV TNG, KOAgiTal Vo oNkdGEL Kot vo viepPel tov
avaTOOPOCTO PUAETIKO TOVO KOl VO TPOGOMOEL Lo
Babvtepn ovoia Kol TVELUOATIKOTNTO GTOV KOGLO KoL
GTNV 1o6TOopiaL.

The people have an obligation to derive learning from
their suffering. Art, on the other hand, led by the
tragedy to face herself, is called to lift and surpass the
inescapable racial pain and to attach a deeper
substance and spirituality to the world and history.

The idea of pain as the origin of true art is not new. Kostas Montis believed that great
literature could only be inspired by pain; he writes: ‘amd pog andyems, GTOVS
Aoyotéyves o movog eivan éumvevon. H yoapd doev epumvéet. Epumvéer n Ao’ (from one
point of view, for writers pain is inspiration. Joy does not inspire. Sadness
inspires.). °'* Montis’ ideas about the relationship between pain and literature
originated before the events of 1974, as he lost his family when he was young.
Charalambides echoes Montis’ sentiment in his essay ‘Aoxiacio Aoov 1 dokipacio
téxvng;’ (A test for the people or a test for art?), in which he explores the relationship
of the 1974 communal trauma with poetry: ‘ympig tnv 060vn o€ voeitor opopid, ovte
evdapovia, ovte Hapén ovcraotikn’ (without agony one cannot imagine beauty, nor

. . 1
bliss, nor real existence).’"’

Kyriakos Charalambides engages with the trauma of 1974 in many poems,
attempting to visualise and articulate the experience from a range of different
viewpoints. He has written several poems about imagined homecomings, including
‘Apdava’, ‘Apdava II’, ‘To ywoepl dev éheye xkaBolov vo condcer A”and ‘To

ywoept dev €leye kaBorov va condoel B, These two pairs of poems are particularly

317 Charalambides, ‘Tvvévievén’, p. 324.

3% Montis, ‘Ztovg hoyotéytec’, p. 406.

319 Kyriakos Charalambides, ‘Aoxipooio Aaod § dokwacia téyvne’, in Chypre et I’ Europe: Actes
1998, Institut d'Etudes Néo-Helléniques 1998: Colloque Nancy, ed. by Andreas Chatzisavas
(Besangon: Praxandre, 1998), pp. 361-369, (p. 364).
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interesting, as in each case the experience of losing one’s home is presented in the

first poem and then revisited from a different perspective in the second.

‘Apdova’ (‘Ardana’) is structured around two dreams of homecoming,
allegedly narrated by a friend of the poet, who has recurring dreams in which he has
returned to his village, Ardana, in the Turkish-occupied region of Cyprus. Initially
one is led to interpret this as a Freudian wish-fulfilment dream, in which the lost lands
of the waking world have once again become accessible; however, even in the dream
the inner sanctum of the lost lands, the interior of the dreamer’s home, remains
inaccessible. As the poet describes it, ‘To 6dua frave ot’ 6velpo, aAAd Hicd KL aVTo’
(‘the miracle was in the dream, but that too was incomplete’).”*’ The reason the friend
cannot enter his house is that there are people he describes as foreigners celebrating
something and dancing in the yard. The intrusion of the other in the dream is
indicative of the feeling of violation caused by the invasion of northern Cyprus and

displacement of the Cypriot-Greeks.

In a recurrence of the dream, he enters the house only to find a Turkish woman
pumping water in the yard. She makes a helpless gesture to indicate she can’t do

anything about the situation:

Exetvn yOpioe aBopvPa, yowpig pild

Kol KAVEL KATMG £T01 (Kivnon xepudv)

oOUTOC Vo TOV’ Aeye «O€ OTOINE LELS,

Kot OnAadT| ta Bprikape, dev To TEPAEALLE.

Tiva cov KGvw; Av BéAelg kOmace va eauey. (lines 20-24)

She turned noiselessly, without speaking a word
and does something like this (hand motion)

as though she were telling him “it’s not our fault,
and I mean we found it, we didn’t disturb anything.
What can I do? If you want, join us and let’s eat”.

>0 Kyriakos Charalambides, ‘Apdava’, in Auudyworog Baociiebovoa, pp. 107-108, line 4, further
references in parentheses in text.
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The emphasis on the humanity of the other sharpens the sense of loss the poem
conveys; while the narrator of the dream is desperate to go back, he cannot blame
those who are preventing him, or those who have benefitted from his loss, since they
are as helpless as he is to change the situation. In fact, if one is to read the dream as a
wish-fulfilment, one could argue that the dreamer takes comfort in the happiness of

the new inhabitants of his home, even as he finds the loss itself unbearable.

The illustrated hopelessness of the dreamer’s desire to return to his home
suggests that perhaps the wish fulfilled by the dream is not homecoming, but rather an
acceptance of the nation’s permanent division. This is directly articulated in the sixth

stanza of the poem:

Avtd onuaivouve Kvpidko, gine otov momm)

0 QvOPMOTOG TOV UMNKE GTNV QLAT] TOVL,

¢ o¢ o TapE Tiow 6TO YWPLO HOG.

Na, gtvar Tparyiko, po KaAAo va 1o EEpovpe

napd va {ovpe 6To 6KoTAOl aAM®TIKNG eATtidag. (lines 25-29)

All this means, Kyriako, said to the poet
the man who entered his yard,

that we will not go back to our village.

Yes, it is tragic, but better for us to know
than to live in the darkness of another hope.

The dreamer appears to interpret his dream as a prophecy; he believes it is an omen
that they will never be able to return. However, one can also read the statement as a
manifestation of the true dream-wish at the centre of the dream-thoughts: the dreamer
is ready to accept the loss of his home, as he feels it would be better to accept the
status quo than to continue to live in vain hope. However, since this is a societal taboo
at the time of his dream, the dream-wish is disguised within the narrative of a dream
of homecoming. The friend is able to extract the latent dream-thoughts from the
manifest dream-content by reading his dream as a prophecy, and advocating

acceptance of the status quo. The poet does not share in the dream-wish of
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acceptance; the final stanza of the poem suggests that all is not lost, and that the
village may once again become theirs. However, as is evident in the poem’s sequel,

Ardana II, Charalambides is not consistent in this position.

In ‘Apoava I’ (‘Ardana II’) this dream is revisited, with the addition of a
mythical layer: the conversation no longer takes place between the poet and a friend,
but between an unnamed speaker and Pylades, Orestes’ confidant. This is a reference
to both Sophocles’ Oresteia, and to Yiannis Ritsos’ Téraptny Aidotaon (The Fourth
Dimension) in which Orestes delivers a monologue to Pylades standing outside his
house. One significant difference between ‘Ardana’ and ‘Ardana II’ is that in the
latter the Turkish woman living in the house speaks with words rather than just

gestures, confirming that the house is the speaker’s home.

While ‘Ardana’ is ambivalent about the possibility of a homecoming, ‘Ardana
I’ clearly takes the position that it is not possible to return, that changes have taken

place which cannot be reversed. The speaker says:

Kot 6pmg 10 Eomdptiv Tov 10 1010, T0 0TEVOGOKAKO
1010, 0 AdkKoc ftav 1d010¢, M TEPATOLY, O POVPVOC, TO
TPOKTEP, M phvpa NTav dw. Kt eyd kopio oyéon pe
t0 omitt. Aev T avayvopllo. ZTEKOUOVY GTNV OLAN
pov Kt évimba 160 dfoia

And yet the front door was the same, the narrow street
the same, the ditch was the same, the roof, the bread
oven, the tractor, the fence was the same. And I had
nothing to do with the house. I didn’t recognize it. |
stood in my yard and felt so uncomfortable;

His failure to relate to his lost home suggests that while a physical return to the
homeland is possible, historical developments and the presence of new occupants will
have stripped the landscape of its original meanings. The homeland has become

foreign.

>*! Kyriakos Charalambides, ‘Apdava. II°, in Me@iotopia (Athens: Agra, 1995), p. 93.
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This failed homecoming is reminiscent of Ritsos’ poems ‘Emctpoen I’ and
‘Emotpoen II’ (‘Return I’ and ‘Return II’). In both poems, he describes Odysseus
awaking on Ithaca, and failing to recognize his homeland. In the first poem, this
failure to recognize the homeland is presented succinctly: ‘unrte kat yvopioe kaborov
522

/ to. mtatpkd tov yopota’ (‘nor did he recognize at all / his homeland’s soil’).

‘Return II” explores the failure of recognition in more depth:

timotoa, tinota dev NEepe. (Taya va tédfpioke

TpavoTEPO 1 LKpOTEPQ;) Ketvo mov motepo

OVELPELATAY, TOPO TTOV £PTACE, EPOLALE

motepo EEvo KL dyvmato. Mn etai&o ftav

TOV HOKPIVOL ¥PpOVOL 1 GTai&ipo g yvmong

¢€m am’ to ypoVO;

nothing, nothing was familiar. (Would he have found these things
greater or smaller?) What he had most

dreamed of, now he had arrived, seemed

most foreign and unfamiliar. Was it the fault

of the long time or the fault of knowledge
outside time?

Ritsos questions whether the absence of recognition arises from the traveler’s long
absence or the knowledge he has gained while absent. The outcome of Ritsos’ poem
suggests that in the end, the reasons for the failure of homecoming are unimportant, as
is the homecoming itself: Odysseus wonders aloud where he is, then stands and

relieves himself on the roots of an olive tree.

For Charalambides’ speaker in ‘Ardana II’, on the other hand, the failure to
connect with the homeland is a source of deep anxiety. At the same time that he tries
to recognize and reconnect with his home, the speaker accepts and mourns its loss,
causing a dissonance within the poem. After his initial exchange with the Turkish

occupant of the house, he says: ‘Kt apyivica éva kidpa peg tov vmvo pov. Exeivo tov

322 Yiannis Ritsos, Mopropieg 2nd edn, 2 vols. (Athens: Kedros, 1970), II, 108.
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amoyonpetiopod’ (‘And I began to cry in my sleep. The tears of farewell’).’> The
poem ends with a dreamlike uncertainty, as the speaker wonders how it is that the
Turkish woman can know that this is the house where he was born. The conclusion
seems to promote the acceptance of the homeland’s loss, as illustrated by the tears of

farewell.

“To yaoepi dev éheye kaBoAov va condoet A”° follows the same narrative as
‘Ardana II’; in this case, the characters are both women, the Turkish resident called
Secher, and the returning woman Eufrosyne. The poem is narrated in the third person,
with direct speech by Secher in English and by Eufrosyne in Greek. Secher is
welcoming, and the women interact as friends. The poem ends with them sitting
together and each mourning their own losses ‘cav dAlog Ayiliéac, dArog Ilpiapog’

(‘Like another Achilles, another Priam).’**

This reference to the /liad both positions
Charalambides’ poem within the Western canon, and contextualizes the conflict
between Turkish and Greek Cypriots within a history of conflict between East and
West. While the events of the poem are not described as a dream, the poem itself
functions as a dream of wish-fulfilment: the woman is able to return to her home, she
is welcomed, and the rift between the two largest communities of Cyprus is healed

through the joint act of mourning. The reader is left with a feeling that it is too good

to be true.

‘To ywoeui dev éheye kKaBohov va comdost B, on the other hand, is full of
conflict, between the two women as well as between the speaker and the poet. In this
poem, the returning woman, Eufrosyne, tells the same story from her point of view. It

begins with a confession of murder:

3 “Apdava II”, p. 93.
> Kyriakos Charalambides, Kvd@viov Mijlov, p. 72.
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Tov okdtmoa ko dev T’ apviEpoL Kt 00TE
petovod. Tove pokéreya pe Opadopa
YVOAL00 — TO €lyo 6TV Kapdid pov avtifapo
o™ OAyn oV 6g dAKPLO KOAVUTOVCE

I killed him and I don’t deny it and neither

do I repent. I butchered him with a shard

of glass — I had it in my heart as counterweight
to the sadness that swam in tears

By the end of the poem, it is apparent that this monologue is a statement made by
Eufrosyne to a police officer, admitting to the murder of the poet with a shard of
glass. She justifies her action by describing a homecoming where the Turkish resident
of her house tries to keep her out, and then prevents her from picking an apple in the

garden.

There are two significant classical references in this poem. In the third stanza,

the speaker describes her attempt to enter her house:

H xonyepn

pe yida Baoava oto omitt pov poyTtovca
Vo U, 1 omdolwyve 1 Kakovpya ekeivn
Kot EEVIKT| ovaTOAMTION, TTOL OV *dEtyve
T’ adéomotd TG @idwo. (lines 14-18)

Poor me

with great suffering I strove my house

to enter, she drove me away that villainous
and alien Oriental, who showed me

her stray snakes.

While the speaker is presenting the occupant of the house as ‘other’ through the use of
the adjectives ‘foreign’ and ‘villainous’, the presence of the snakes makes the image
of the Oriental woman reminiscent of the Snake Goddess statuettes found in the ruins
of Minoan Crete. This suggests that the ‘Orient’ is not that distant from Hellenic

culture after all, undermining the image of the woman as irredeemably ‘other’.

3% Kyriakos Charalambides, ‘To ylacepi dev éleye kafdrov va condost B, in Kuddviov Mijjov, p.
73, lines 1-4, further references in parentheses in main text.



300

The second classical reference is in the fourth stanza, where Eufrosyne

attempts to pick an apple:

Kévo va kOym éva xpucd mov kpépoviov

uAo tov Eomepidmv, «kdtwm 1o Eepd Gov!»

To y€pt — 10 YAvKOUOAO OeV dyyiie

Kol T amoyopevuévo — omeAdmon. (lines 23-26)

I go to pick a golden hanging

apple of the Hesperides, ‘hands off!’

The hand — the sweet-woolled didn’t touch
and the forbidden — was petrified.

This passage combines references to the Labours of Hercules, the forbidden fruit in
the Garden of Eden, and the myth of the Medusa. This mixture of mythological and
biblical references suggests the turmoil caused to the returning woman’s identity by

the impossibility of her homecoming.

The final two stanzas reveal that the woman has killed the poet; in the fifth
stanza, she asks herself ‘where could the poet be?’ and answers her own question with
the ominous ‘Gav tove Bpw / kot Oa 6° Tov pdbw ypappata crovdaio (lines 35-36: 1
will find him / and for you I’ll teach him great letters). The final stanza both confirms

the killing and summarizes the woman’s reasons for her action:

Kot po ko 6vo d¢ deihaca ent tOTOL

Vo Tove GUP®, VOV TOV HOKEAEY®

LLE KEIVO IOV KPOTATE TO YVLOAL,

VO VIOOEL EMTEAOVS OGS TOVAV

o1 GALotl Tov Tovg dopnoe an’ Ew. (lines 37-41)

And at once I didn’t hesitate on the spot

to drag him, to butcher him

with that there shard of glass you are holding,
so he would finally feel how they hurt

those others who he left outside.

This outcome expresses the poet’s anxiety that he may be unable to understand and
voice the suffering of others, which would lead to his destruction by his own

creations. According to Charalambides, in order to gain the authority to speak, the
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poet has a duty to feel the pain of the people, collective and individual, and to give

that pain a voice.
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Conclusion

In both Cyprus and Scotland, poetry plays an important role in the process of
establishing national identity in the present. Two significant contributions of poetry
are the participation in the transformation of the national landscape into the homeland,

and the engagement with communal traumas.

Poetry transforms the landscape into the homeland by transforming the
significance of landscape elements. In Cyprus, poets often engage with ancient Greek
archaeological remains, attempting to shape a local identity that is nevertheless based
in the Hellenic identity claimed by the Greek nation-state. In Scotland, archaeological
remains do not form such a visible part of the landscape. Edwin Morgan has written
about the Picts, who left small artefacts behind as evidence of their existence, but also
about modern landmarks, such as the Forth Road Bridge. Similarly, Douglas Dunn
has written about the Tay Bridge, and Robert Crawford has written about Edinburgh,
Glasgow and the Scottish countryside mixing technological and industrial imagery
with traditional rural Scottish images. All of the above show Scotland to be a product

of both its rural past and modern technological and industrial developments.

Poetry is often used to address traumatic experiences, as it functions in a
similar way to the mind’s internal coping mechanisms, filtering the memory through
imagery and complex allusion. In both Scotland and Cyprus, poets have written about
trauma both as a means of addressing the traumatic memory and bringing it to light,
and as a protest against the ideologies they see as the causes of large-scale communal
trauma. In Scotland there was much poetry written in response to the First World War
both illustrating the brutality of the conflict and attempting to resolve its aftermath. In

Cyprus many poems have been written about the deaths and disappearances of
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Cypriots during the inter-communal conflicts of the nineteen sixties, as well as the
division of the island in 1974. In both places, poets attempted to humanize the other
and deconstruct narratives justifying armed conflict and death. They also tried to
capture the emotions of survivors in response to these traumas, and thus unite their
respective communities in shared grief. In Cyprus, in particular, Cypriot-Greek poets
attempted to humanize Turkish-Cypriot casualties, and resolve the tension between

the two communities by describing the conflict as representing external interests.

The poems discussed above demonstrate that in both Cyprus and Scotland
poetry has retained an active role in public discourse throughout the twentieth and
into the twenty-first century, with poets trying to engage with the issues that are most

relevant to people’s lives.
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CONCLUSION

The year 2014 brings new challenges to the articulation of national identity in both
Scotland and Cyprus. On 18 September 2014, the people of Scotland will vote on the
question ‘should Scotland be an independent country?’ while in Cyprus peace
negotiations have re-opened the year of the fortieth anniversary of the Turkish
invasion, prompted by the discovery of natural gas in the Mediterranean. In both
cases, a change of the status quo would require an extensive renegotiation of national
identity: an independent Scotland would no longer be part of a broader British nation,
while a (re)united Cyprus would make the direct identification of Cypriots as either

Greek or Turkish even more complex than it is at the moment.

This thesis has attempted to chart the evolution of Scottish and Cypriot-Greek
nationalism in poetry from the origins of modern nationalist discourse to the present
day. This is a broad topic, and of necessity many things have been left out or dealt
with in a perfunctory manner. However, the comparison of these two radically
different places, which nevertheless have much in common, has facilitated the

analysis of the relationship between poetry and national identity.

The decision to focus on poetry was made partly out of a desire to narrow the
field of research: many of the observations made of poets and their relationship to the
nation applies equally to novelists or dramatists; indeed, in some cases these are the
same people. However, poetry has had a particularly prominent role in the discourse
of national identity, even if this is not representative of poetry’s true contribution as
compared to other literary genres. This thesis has explored how poetry can contribute
to the creation of national identity and the incorporation of individuals into the body

of the nation.
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National literatures

As discussed in Part 1 of this thesis, Literature has and has had a significant role in the
establishment and definition of national identity since the rise of nationalist ideologies
in the eighteenth century. Herder considered language to be a defining characteristic
of human communities, as he believed different peoples were shaped by the different
landscapes in which they lived, which gave rise to their different languages. The
importance of language led to an increased significance of literature — to be taken

seriously, a nation needed a national literature.

In Cyprus, among Greek-speakers, there has historically been tension between
local and national identity, as until 1974 Cypriot-Greeks identified un-problematically
as members of a wider Greek nation. This was challenged following the involvement
of Greece in causing the 1974 Turkish invasion of the island. However, most Greek-
speaking Orthodox Christian Cypriots still identify as Greek, and debates over the
Greekness of Cypriot-Greek identity are limited to intellectual circles. This largely
unaddressed tension between local Cypriot-Greek identity and ‘universal Greekness’
leads to debates about the viability of Cypriot-Greek as a literary language. It also
means that the category of ‘national poet’ in Cyprus is fluid: both Dionysios Solomos
and Vasilis Michailidis are referred to as national poets in different contexts, just as it

1s common to fly both the Cypriot and Greek flags outside public buildings.

In Scotland, a Scottish national identity developed in literature even though
Scotland became a part of the United Kingdom in 1707, before nationalist ideology
became prevalent. Robert Burns is generally considered to be the national poet of

Scotland, and his poetry provides the basis for a sentimental Scottish nationalism.
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In both Cyprus and Scotland, national poets have played an important part in
creating a mythological version of the nation’s past. Vasilis Michailidis’ ‘H Evvam
IovAiov Tov 1821’ transformed the preemptive execution of the Greek-Orthodox
leaders of Cyprus by the Ottomans into a narrative of sacrifice for the salvation of the
nation’s people, which casts Archbishop Kyprianos as an exemplum virtutis. In
‘Robert the Bruce’s march to Bannockburn’, Robert Burns created a genealogy of
Scottish exempla virtutis by casting William Wallace as the inspiration for Robert the
Bruce’s struggle, condensing the legend found in many older epic poems into a song

glorifying liberty.

In the case of both Michailidis and Burns, critics have downplayed their
education, and emphasized their connection with the national landscape. The lack of
evidence for Michailidis’ education is consistently represented as evidence of lack,
which facilitates his representation as a ‘natural’ poet, who is directly inspired by his
connection to the Cypriot/Greek nation, suggesting that poetry is a gift rather than a
learned skill. Burns is similarly often presented as lacking in formal education by
contemporary reviewers, as exemplified by Mackenzie’s review in which Burns is
described as a ‘heaven-taught ploughman’. Unlike Michailidis, Burns saw the value in
preserving this image, and reinforced it with his own discourse, as is evident in his

autobiographical letter to John Moore.

The interest in both Michailidis and Burns as divinely inspired poets was part
of a broader movement of rediscovery of local writing, and engagement with local
traditions, which was motivated by Romantic nationalist ideologies. Advocates of
these ideologies interpreted the Volk as inheritors of an elite ancient culture which had
survived through the years in corrupted form, and believed that by engaging with folk

culture they could produce new national literatures.
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The perceived connection between folk culture and high literature affected
both the writing and the reception of the works of Dimitris Lipertis and Walter Scott.
Dimitris Lipertis wrote many poems in Cypriot Greek that were influenced by Greek
folk poetry; he obtained most of his knowledge of Cypriot-Greek folk culture and
language from Athanasios Sakellarios’ Ta Kovmpiaxa, yet has been erroneously
described as a collector of folk songs and wisdom. Walter Scott engaged with the
local traditions of the Borders area of Scotland by collecting and editing folk songs,
and writing his own narrative poems set in the Borders. These were very popular both
in Scotland and south of the border, because they captured the spirit of the times,

providing an image of the past palatable for present tastes.

Modernity and national identity

The dialectic between the past and present continues to shape national literatures in
Cyprus and Scotland, but literature and national identity were both profoundly
affected by the political upheavals of the twentieth century. These changes were
expressed by the Modernist movement in its quest to establish a new way of
interacting with the past that took account of the traumatic experience of modernity.
The experience of modern warfare and inter-communal conflict led many writers to
consider history responsible for the trials of the present; this is expressed in James
Joyce’s Ulysses by Stephen Daedalus, who says ‘history is a nightmare from which I

am trying to awake’.”*°

Modernist writers attempted to renegotiate their relationship with the past in
order to reconnect with the realities of the present; initially, poets broke with popular

writing practices in order to question the definitions of poetry and art, privileging

> Joyce, p. 34.
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engagement with present realities over aesthetic conventions. Thus, for example,
Hugh MacDiarmid rejected the Kailyard movement in Scotland, and advocated the
use of Scots for the discussion of politics, science and linguistics. In Cyprus, Kostas
Montis rejected conventional historical narratives, the cultural supremacy of ancient
Greece and traditional poetic form, writing hundreds of short poems he called
‘moments’. Each of these encapsulated a single thought or emotion and attempted to

shed all superfluous discourse.

Once conventional narratives of the past and poetic aesthetics had been
challenged, many writers felt that they could go back to these conventional narratives,
and re-appropriate them. For example, Edwin Morgan argued that the Kailyard
movement deserved its place in the Scottish literary past, and could be re-visited
through the lens of modern literary developments, such as beat poetry. Morgan also
experimented with concrete poetry, mixing linguistic registers and science fiction;
MacDiarmid was not always in agreement with Morgan’s experimental tendencies,
and was particularly opposed to concrete poetry as a form. Nevertheless, it was
MacDiarmid’s initial experimentations with ‘synthetic scots’ and poetic form that
enabled Morgan to write from within a Scottish literary scene and engage with
international literary movements. Furthermore, both MacDiarmid and Morgan were

dedicated to the promotion of a Scottish poetry, despite their differences in approach.

In Cyprus, Montis laid the foundations for experimental writing, as well as for
the use of Cypriot Greek in literary poetry. While other poets had published in
Cypriot Greek, there were widely held assumptions that Cypriot Greek was only
suited to specific types of poetry, either influenced by folk songs, or aiming at
humorous effect. Montis challenged these assumptions by writing ‘moments’ in both

Standard and Cypriot Greek, and publishing these in mixed collections. Though many
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Cypriot poets wrote in more than one form of Greek, these generally could be
represented as different periods of their careers; for example both Michailidis and
Lipertis started out publishing in Katharevousa and mainland Demotic Greek, and
wrote their mature works in Cypriot Greek. Montis deliberately mixed the two
registers, arguing that the languages were equal in interviews, and rejecting the

suggestion that his Cypriot-Greek poetry functioned as escapism.

Poetry, landscape and homeland

The questions Modernist writers asked about the nature of poetry led to wider
reflections about the role of poetry in society. Many poets in Europe believed that
poetry had a role to play in society. Seamus Heaney described poetry which
succeeded in engaging with contemporary reality as ‘adequate’ poetry, which

. . 527
provides ‘an alternative recourse to truth’.

‘Adequate’ poetry can contribute to the transformation of the landscape into
the homeland. In Scotland after the Second World War poems often challenge
traditional representations of Scotland as a rural idyll, introducing the real
contemporary appearance of the nation and arguing for its aesthetic and artistic
validity. In Cyprus, evocations of the landscape in Cypriot-Greek poetry after 1974
are inextricably linked to attempts at the resolution of the trauma of the Turkish
invasion, with a strong focus on the lost cities and lost landscape. Poets attempt to
write the nation whole and heal the rift of the island’s division, imagining an

undivided nation which cannot be physically realized.

Trauma and the role of poetry

32T Heaney, p. 504.
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In both Scotland and Cyprus, ‘adequate’ poetry contributes to the expression of
communal identities in a contested space; furthermore, in both places poetry has had a
role in articulating and resolving communal trauma. In Scotland the communal
traumas of the First World War temporarily strengthened British identity, but the
disillusionment in authority resulting from the war caused many to look for alternative
identity narratives to the jingoistic Britishness expressed when war was declared.
Scottish poetic and commemorative responses to the war show a complex hybrid local
and British identity quite different from that expressed by the Scottish Renaissance a

few years later.

In Cyprus the communal traumas experienced as a result of the 1974 Turkish
invasion led many to question the relationship of Cyprus with Greece, leading to a
rise in interest in local identities and experiences, and the occasional expression of
solidarity with Turkish Cypriots. Poets from both Scotland and Cyprus used their
writing to address traumatic subjects, like the death of innocents and the loss of
homes, but also to protest against the brutality of conflict by drawing attention to its
collateral damages. Though they were writing about different conflicts in different
circumstances, the poets in both nations tried to use their writing to enact positive

change.
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Recommendations for future studies

This thesis has attempted to chart the interaction between poetry and national identity
in Scotland and Cyprus over a broad historical period, beginning with the formation
of national consciousness and ending at the present day. It is particularly important to
address these questions with regard to marginal literatures, as their ability to express a
local identity is inextricably connected to their relationships with culturally dominant
neighbours, and is inevitably affected by the insecurity of their national status. As was
stated above, both Cyprus and Scotland are currently engaged in a process of re-
definition of national identity. Whatever the outcome of the inter-communal
negotiations for a reunification of the Cyprus and referendum on Scottish
independence, the articulation of national identity in Cyprus and Scotland will be

altered as a result.

This thesis has addressed the need for marginal literatures to be discussed in
order to interrogate the effects of dominant literary and cultural values. However, in
the process of exploring this argument, many gaps in the scholarship, particularly in
Cypriot-Greek literary studies, have emerged. At present most Cypriot-Greek poetry
is not accessible to non-Greek speakers, and dialect works are not widely available in
glossed editions. It would benefit Cypriot-Greek literary studies to make poetry
available in parallel English translation. Furthermore, the works of Kostas Montis are
long overdue a scholarly ‘complete works’ edition; the Complete Works (Amovta)
edited by the poet himself in the 1980s is not, in fact, complete, as it omits many
significant publications, and is entirely devoid of paratext, making it an unsuitable
edition for introducing new readers to the poet. In terms of the investigation of

literature and national identity in Cyprus, it would be fruitful to compare publications
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in Greek and in Turkish, and to compare and contrast the relationship of each

community with their cultural dominant neighbours.

As far as Scotland is concerned, there has been a large output of studies on
Scottish culture and national identity in the last three decades. These have tended to
focus on Scotland as a separate culture, rather than discussing Scottish literature as a
part of a broader British culture, though some have addressed this perspective in the
lead up to the referendum. The rich resources on the relationship between Scottish
literature and national identity can be used to comparatively analyse the articulation of

national identity in other small literatures.
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