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. This thesis explores the poetics of the Greek Post-Symbolists, a group of
early twentieth-century poets whose main period of activity falls in the period
between the Generation of the 1880s and the Generation of the 1930s.

By focussing on Post-Symbolist concepts of the role of poetry and on the
way in which Post-Symbolist poems are constructed, this thesis examines the
poetic system of a group of poets who occupy a transitional period in the
history of Modemn Greek literature.

The Post-Symbolists question both the nationalism of poets of the
Generation of the 1880s and their confidence in poetic language and the poet's
place in society. The questioning of these issues functions on all levels of
Post-Symbolist poetic discourse: on the level of subject-matter, Post-Symbolist
poetry elects to ignore national themes and to focus instead on themes related
to the interior landscape of the individual. Moreover, Greek Post-Symbolist
poetry is orientated towards a dialogue with European poetry rather than with
Greek tradition, as is the case with the poetry of the 1880s. On the level of
the syntactical, acoustic and metrical structures of the poems, Post-Symbolist
poetry promotes negation and absence, de-emphasizes external reality, putting
forward a poetic reality created through the acoustic links between words, and
undermines the importance previously attached to metre and rhythm in
poetry.

In this way, Post-Symbolist poetic language constitutes a reaction against
the dominant poetic discourse of the time, and a turning point in twentieth-
century Greek poetry.

This thesis explores both the internal structure of Post-Symbolist poetry
.and the relationship between Post-Symbolism on the one hand and the
discourses of the Generation of the 1880s and of the Generation of the 1930s
on the other, placing this in the historical, socio-political and ideological
context of the time.
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Greek Post-Symbolism overlaps chronologically with both the
‘Generation of the 1880s and the Generation of the 1930s . The Post-
Symbolists are sometimes referred to as "the Generation of Karyotakis" or
the "Neo-Symbolist School of Poetry”. These poets did not, however,
group themselves under a manifesto or a leader, nor did they espouse
reforming causes (such as Demoticism) that would qualify them as a poetic
"generation" like the Generations of the 1880s and 1930s. The Post-
Symbolists did, however, react to certain issues promoted by the
Generation of 1880 and begin to explore new aspects of poetic language
which were later to be further developed by the Generation of 1930. The
Post-Symbolists therefore occupy a key position in the history of twentieth-
century Greek literature.

Nine Post-Symbolists have been selected here as representative of the
group: Romos Filyras, Kostas Ouranis, Napoleon Lapathiotis, Mitsos
Papanikolaou, Tellos Agras, K.G. Karyotakis, Maria Polydouri, Késar
Emmanouil, Yannis Skarimbas. The works of these poets, in spite of
individual stylistic differences, present certain shared characteristics. This
thesis focusses mainly on the shared characteristics of their poetry, in order
to explore the system of Post-Symbolist poetics. The differences between
them are referred to only when they are of relevance to the issues of
poetics under discussion.

Chapter 1

Chapter 1 examines the framework of Post-Symbolism, that is the
historical, socio-political and ideological situation of Greece at the time
Post-Symbolism appeared; certain cultural factors which contributed to the
formation of Post-Symbolism, and the relationship between the Post-
Symbolists and the Generation of the 1880s. This chapter argues that Post-
Symbolist poetics was partly a reaction to the nationalist ideology of the
time which was dominant in the poetry of Palamas's generation. This
reaction took three main forms: reservation or hostility towards the poetry
of Palamas; a shift of the focus of Greek poetry from tradition to an inter-
European dialogue, and a change of the main point of reference of poetry.

Chapter 2

This latter reaction is a chief feature of Post-Symbolist poetics and is
examined in the second chapter which explores how the Post-Symbolists
view the role of their poetry and the poet's place in society. Certain extra-
poetic references to the role of poetry and the poet's place in society are
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examined, but the chapter mainly focusses on references made in the poems

. themselves. The Post-Symbolist references to the role of poetry are

viewed parallel to references made by Palamas and to references
concerning French Symbolist poetry. In this way, the Post-Symbolist
concepts are related to the concepts of two poetic systems that border with
Post-Symbolism: the poetry of Palamas because it constitutes a poetic
system by which the Post-Symbolists were influenced, from which they
deviated and to which they reacted, and French Symbolism because this
poetic system influenced the Greek Post-Symbolists who regarded
themselves as poetic heirs to the French Symbolists. References of the
Post-Symbolists to the role of poetry are explored under six headings: the
relationship between poetry and reality; the aims of poetry; its effects on
the poet; its transience or inadequacy; the creation of correspondences
between reality and the poet's mood or a collective mood, and the space in
which poetry operates. Examination of these concepts reveals points of
difference not only between Post-Symbolism and the poetics of Palamas but
also beiween the Post-Symbolist poetic system and that of French -
Symbolism. The differences between Palamas and Post-Symbolism
concern mostly the aims and the power of poetic language, while the
differences between the Post-Symbolists and the French Symbolists chiefly
revolve around the viability of poetic reality. The Post-Symbolists aim at
creating a poetic reality separate from external reality, but at the same time
refer to their inability to do so. They also aspire at evoking an evanescent
reality and simultaneously evoking a mood. This aspiration is refated both
to the impermanence of the poetic language employed and to the negative
or even disastrous effects that the composition of poetry has on the poet.
For the Post-Symbolists the raw materials of poetry are feelings rather
than ideas or language, and therefore producing poetry means, according
to them, working with feelings.

The place of the Post-Symbolist poet in society entails both a position
enforced by society and an attitude towards society. In Post-Symbolism,
the poet is a townsman, alienated from nature; he is also a penpusher
instead of a creative writer, an outcast and an observer who defamiliarizes
society, reality in general and poetic language itself. The poet's attitude to
society consists in attempts to escape from it or to defamiliarize its
dominant nationalist idedogy, either by avoiding any references to national
themes, as is mostly the case with Post-Symbolist poetry, or by referring to
such themes from a point of view that contrasts with nationalist ideology.
Moreover the Post-Symbolists suggest certain alternative modes of
existence within society and escape-routes out of society. The latter consist
in attempts to escape from reality via poetry, while the former in
suggestions for poetry as dialogue and for cosmopolitanism in the place of
nationalism.




Chapter 3

Chapter 3 explores the choice of subject-matter in Post-Symbolist
poetry which derives from concepts concerning the role of poetry and the
poet's place in society. The Post-Symbolists introduce a new thematic area
into Greek poetry, placing the emphasis on memory, nostalgia, desire and
escape from reality. For Palamas poetic language is omnipotent, and
memory, nostalgia and desire are usually satisfied in poetry by means of
poetry, while at the same time their function concerns a national rather
than an individual scale. The Symbolists (Gryparis, Porfyras and
Hatzopoulos) treat the subjects of memory, nostalgia, desire and, more
rarely, escape in their poetry, but do not assign them the central position
the Post-Symbolists do. For Cavafy the function of these themes is related
to the relationship between external and poetic reality and to the artificial
but self-contained nature of poetry. After briefly examining the treatment
of these themes in the poetry of Palamas, Sikelianos, the Symbolists and
Cavafy, this chapter proceeds to explore the function of these themes in
Post-Symbolist poetry, and concentrates on three problems: the objects of
of memory, nostalgia and desire; the effectiveness of memory, desire and
escape; the relationships of memory, nostalgia, desire and escape to the
poetic language. In Post-Symbolism the objects of memory, nostalgia and
desire are often non-specific and are identified with poetry itself. Post-
Symbolist poetry aspires to transform itself into a poetry free from pain.
It also aspires to music, and to the creation of a self-contained world
consisting of poetic reality independent of external reality. This self-
referntiality of poetry renders the objects of memory, nostatgia and desire
unattainable, because the Post-Symbolists are expressing the longing of one
kind of poetic language in terms of another. In most cases, memory, desire
and escape prove to be ineffectual, since poetry fails to create a viable
world. Poetic language not only fails to fulfil its role but at the same time
creates an undesirable reality. Thus, the subject-matter of Post-Symbolist
poetry differs radically from that of Palamas and Sikelianos and also
conflicts in many ways with the poetics of Cavafy and the Symbolists. The
‘central concern of Post-Symbolist poetry consists in the interaction between
the function of poetic language as an act of memory, nostalgia, desire or
escape and its ineffectiveness in the fulfilment of this role.

Chapter 4
Chapters 4 and 5 examine the semantic structure of Post-Symbolist
poetic language in relation to the syntactic, acoustic and metrical structures.
Chapter 4 explores the interaction between the semantic and syntactic
structures. This interaction is examined in four categories of Post-
Symbolist poems; each of these categories includes a recurrenti theme of
Post-Symbolist poetry: (a) memory, nostalgia, desire and escape, (b) love
and death, (c) solitude and unhappiness and (d) writing and singing.
Through an examination of the prevailing syntactic phenomena (e.g. the
interplay between active and passive) certain Post-Symbolist preoccupations
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are revealed (e.g. powerlessness) and a direct relationship between syntax
and the act of poetry as viewed by the Post-Symbolists comes to light. The
chapter explores the interaction between semantic and syntactic structures,
and examines the fluctuation between the denotative and connotative values
of words, certain types of metaphor and the function of symbols in Post-
Symbolist poetry.

The symbolic system of Post-Symbolism is characterized by an
emphasis on negation and absence, as well as by self-referentiality.
External reality is de-emphasized by the undermining of denotations and
the promotion of connotations, as well as by its fragmented presence in the
poems. At the same time, the inability of poetic language to create a viable
reality of its own is enacted on the syntactic level, for example by the bias
towards negative structures, the absence of symbols and the passive nature
of structures thematicaily connected with the act of poetry. Thus, Post-
Symbolist poetic language is chiefly characterized by self-negation.

Chapter 5

The preoccupation with poetic language, its possibilities and its
limitations proves also tc be a central feature of the interaction between
acoustic and semantic structures. Chapter 5 explores the interaction
between the acoustic and semantic structures of Post-Symbolist poetic
language. It explores the techniques employed to create or emphasize
semantic realtionships between words by means of the acoustic structure
and the techniques employed to undermine semantic relationships between
words by the acoustic structure. The absence or presence of a predominant
acoustic structure is connected with the semantic structure of Post-
Symbolist poetry and the aspiration either to visual arts or to music. These
aspirations suggest two different approaches to poetic language within Post-
Symbolism with regard to the techniques employed to construct the
meaning of a pcem. The majority of the Post-Symbolists emphasize the
interaction between the acoustic and semantic structures of their poetry and
thereby cast doubt on the ability of poetic language tc depict external
reality, mood or feelings by signifying them objectively, that is, by relying
on the denotative power of words. Poetic language is, then, presented not
as a medium of thought but as a formative power, while at the same time its
limitations as such are explored by the Post-Symbolists.

The interaction between the semantic and metrical structures of the
Post-Symbolist poetic language is examined in the second part of chapter 5,
first through some basic characteristics of the most recurrent metrical
forms of their poems and then, through the attitude the Post-Symbolists
express or enact towards metre and rhythm. This attitude is explored in its
context, that is, aiter the brief examination of the attitude expressed by
previous or contemporary dominant poetic voices: Palamas, Sikelianos,
Cavafy and the Symbolists. The Post-Symbolists are divided in this chapter
into two categories: the traditionalists and the innovators, that is those who
observe traditional metrical verse and those who deviate from it. In both
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cases the general attitude towards metre and rhythm is that of mistrust.
The confidence Palamas and Sikelianos display in the ability of their poetic
rthythm to reflect universal rhythms is questioned and either undermined or
rejected by the Post-Symbolists. The innovators enact the attitude also
expressed by the traditionalists. This attitude is related to major concerns
of Post-Symbolist poetics, such as the inefficacy of poetic language, its
artificial character and the need to escape from it.

Chapter 6

Having examined the structure of the Post-Symbolist poetic system, the
thesis goes on to explore the relationship between the Post-Symbolists and
the Generation of the 1930s. This relationship is pertinent to the definition
of Post-Symbolist poetics just as the relationship between the Post-
Symbolists and the Generation of 1880 is, since Post-Symbolism is a poetic
system which had an impact on the poets of the 1930s. Chapter 6 explores
the relationship between the Post-Symbolists and the Generation of 1930
through specific references by the Post-Symbolists to poets belonging to the
Generation of the 1930s and vice versa; main differences of ideology and
poetics between the Post-Symbolists and the Generation of the 1930s, and
- affinities between the Post-Symbolists and the Generation of the 1930s.
This relationship presents two fundamental aspects. On the one hand, the
~common historical and cultural context leads to poetic affinities, while on
the other, the ideological differences lead to a conflict in major question of
poetics.

This thesis explores the Post-Symbolist poetic system in terms of its
historical existence and its internal structure, and argues that Post-
Symbolism occupies a key position in the history of twentieth-century
Greek literature and that it constitutes a twofold experiment in poetics,
since it proposes the disengagement of poetry from nationalism, while at
the same time it focusses on the possibilities of poetic language itself.
From the point of view of poetics as ideology this experiment was rejected,
while from the point of view of poetics as an attitude towards poetic
language, this experiment reorientated Greek poetry.
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Introduction

Greek Post-Symbolism is the term used in this thesis (for reasons

to be discussed below) for a group of early twentieth-century poets,
sometimes referred to as the Generation of Karyotakis.! Greek Post-

Symbolism spans a period approximately bounded by the Generation of
the 1880s and the Generation of the 1939s and overlaps with both. It
also coincides with individual poets (C.P. Cavafy, Anghelos Sikelianos,
Nikos Kazantzakis, Kostas Varnalis, Apostolos Melahrinos) who, without
belonging to either of the two generations mentioned above, constitute
leading poetic voices of the early twentieth century.

The Post-Symbolists are a group of poets who present similar poetic
features but never grouped themselves under a manifesto or a leader.
Thus, the boundaries of this group in terms both of its chronology and of
the poets it incorporates, are not clearly defined. Although the
beginnings of Post-Symbolism can be traced to the first part of the

second decade of the twentieth century, that is at the time when the first
two collections of Post-Symbolist poems were published” (individual
Post-Symbolist poems had been published prior to this date in
magazines)’ , no real cessation-point can be specified, since some of the

Post-Symbolists continued to produce poetry much later than the main
period of the flourishing of Post-Symbolism. The peak years of Post-

Symbolism can be placed in the second and third decades of the

' For example, Mario Vitti, H I'emd 1ov Tpidvra. 18coloyla xar Mopgif , Athens,
Ermis 1979, p. 86.

2 Romos Filyras, Pdda orov adpd, 1911, and Kostas Ouranis, Spleen, 1912.
* The first Post-Symbolist poems appeared in magazines around 1907.
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tWentieth century, although some of the poems which will be examined in
this thesis may fall outside this period.

The shared characteristics of the Post-Symbolists have frequently
been mentioned in general terms, as for example in histories of Modern
Greek literature. It has been observed that in Post-Symbolist poetry

there is a prevailing atmosphere of bitterness, nostalgia, "spleen” and

despair’ and also that it is poetry preoccupied with the self rather than
with collective issues.” Consequently, Post-Symbolist peetry has been

described as defeatist® and decadent.” A third characteristic which has
commonily been observed by critics is that Post-Symbolist poetry displays
the influence of French poetry, particularly French Symbolism® .

Post-Symbolism includes a number of poets, of whom I have
chosen to refer to nine. These nine poets are representative of the
movement in that they present both shared and individual characteristics.
Their shared characteristics allow them to be considered as a group,
while their individual characteristics may indicate different aspects of
Post-Symbolist poetry and different tendencies within a general
homogeneity.

Romos Filyras (1888-1942) was the first to publish a collection of

poetry with some Post-Symbolist features (Pdda oror a@dps in 1911).

* Linos Politis, A History of Modern Greek Literature, transl. by Robert Liddell, Oxford,
Clarendon 1975, p.202.

* K. Th. Dimaras, Iorgola 1757 NeoeAlprikiis Aoyoreyrlas, Athens, Ikaros 1968,
p.447 ff.

¢ Mario Vittl, l orgola 1755 Neoellnuaiis Aoyoreyrlas, Athens, Odysseas 1978,
p-31S.

" Politis, 1975, pp 203-4.

® e.g. Andreas Karandonis, "O KoouomoAtmiouds omm Neoelnukri Tolnon" (1947),
IpgBodés 1, Athens 1965, pp 20-41,

Kostas Steryopoulos, H araveauérn mapddoor), Athens, Sokolis 1980, pp 44-45.
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Kostas Quranis (1890-1953) followed one year later with Spleen. While
Filyras is closer to the tradition of Palamas than are the other Post-
Symbolists, Ouranis is the Post-Symbolist who turns most towards
cosmopolitanism. Napoleon Lapathiotis (1888-1944) presents more
affinities with aestheticism than the other Post-Symbolists do and also

attaches great importance to music. K.G. Karyotakis (1896-1928) has

been recognized as the most influential poet of the group. Tellos Agras
(1899-1944), who was both a poet and a critic, is a central figure of Post-
Symbolism mainly on account of his critical work. His poetry illustrates a
transition in the imagery of Post-Symbolist poetry from rural to urban
(from Ta Bowxolixd wat t@ Ewxcjuta  to Kabpueowés ). Mitsos
Papanikolaou (1900-1943), who was also a critic as well as a poet,
adopted free verse towards the end of his poetic carecer and generally
forms a link between the Post-Symbolists and the Generation of the

1930s. I have chosen Maria Polydouri (1902-1930) as the most important

female- Post-Symbolist poet. Some of Polydouri’s concepts of poetic
language differ from the concepts of the other Post-Symbolists. Whether
or not these differences are related to the wider issue of differences

between poetry wriiten by men and women, is beyond the scope of this

thesis’ . Yannis Skarimbas (1892-1984) and Kesar Emmanouil (1902-

1970) first appeared in print at the end of the 1920s, that is, at a
comparatively late stage of Post-Symbolism. They have been selected as
illustrative of some of the impasses of the Post-Symbolist poetic system.

Emmanouil’s first collections emphasize dissolution (after 1940 he turned

* For a discussion of this issue, see Christopher Robinson, "The Comparison of Greek and
French Women Poets: Myrtiotissa, Maria Polydoure, Anna de Noailles", Journal of Modern
Greek Studies , vol. 2, no. 1 (1984), pp. 23-38.
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to a different kind of poetry which falls outside Post-Symbolism and will
not be examined here). Skarimbas’s first collections employ irony
directed towards Post-Symbolist poetic language itself (the last collection,
Boiddyyelot , was published in 1968 and therefore falls outside the scope
of this thesis).

The group from which these poets have been selected includes
among others two poets and critics who will frequently be referred to for
their critical work: Kleon Paraschos and I.M. Panayotopoulos.

The poets who have been selected here will be dealt with mostly as
a body. That is, individual features of their poetry that do not bear any
obvious close relevance to the general issues, such as for example the
interplay between demotic and katharevousa in the poetry of Karyotakis,
will not be deait with . Differences among these poets will be pointed out
when these are of relevance to general issues, such as the role of poetic

language.

In his introduction to an anthology of these poets, Kostas
Steryopoulos proposes the terms "veoouuBoAiorés " ("Neosymbolists™)
and "veopouavtikol " ("Neoromantics") and talks about this group of
poets as "abnvaiky ogyoArn ' Tov veopouavTLoOuoU Kat TOU

11

veoouuBoAtauov . These terms indicate the relationship of this group

of poets both with the earlier Symbolists and with the Old Athenian

'*'The term "school" is not adopted in this thesis, because, although it can apply. to this
group of poets if taken as signifying a group of poets writing in the same period and
presenting similar characteristics, it is not appropriate if taken in its stricter sense, that is a
number of poets grouped under a manifesto or a leader.

" Steryopoulos, pp 40-41.
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Romantics.'> The assertion of a relationship between these poets and
the Romantics, however, touches upon a broad issue concerning
Romanticism and Classicism in poetry”> and thus the term

"Neoromantics" is both imprecise and open to question, since it is difficult
to divide Romanticism - and subsequent schools or trends that draw on
aspects of the Romantic tradition - into periods. The term
"Neosymbolists" is more appropriate, since it points to both the
relationship and the distinction between the earlier Greek Symbolists
(chiefly Gryparis, Hatzopoulos and Porfyras) and the group of poets in
question. On the other hand, this term emphasizes the similarities rather

than the differences between the Symbolists and the "Neosymbolists"”,
bkkwhile the term proposed here - "Post-Symbolists” - does not emphasize

 similarities or differences but rather the chronological relationship

between Symbolism and Post-Symbolism.'"*  Gryparis, Porfyras and

Hatzopoulos published their first Symbolist poems before 1900"° and
Symbolism had become an issue in Greek literature in 1898-99 with the

short-lived but highly influential magazine H T&yz7 , while the new group

of poets began to form its character only after 1910.

'? The Old Athenian School includes poets such as Alexandros and Panayotis Soutsos,
Yeoryios Zalokostas, Achilleas Paraschos.

" For a discussion of Romanticism in Modern Greek poetry, see, for example: Elizabeth
Constantinides, "Toward a Redefinition of Greek Romanticism", Journal of Modern Greek
Studies, vol. 3, no. 2, Oct. 1985, pp 121-36.

'“ The term "Post-Symbolism" has been employed in a similar way in reference to French
poetry of the years 1900-1920, see for example Kenneth Cornell, The Post-Symbolist
Period. French Poetic Currents 1900-1920, New Haven, Yale UP 1958. According to
Cornell, French Post-Symbolism succeeded Symbolism and was characterized both by its
influence and by new "questions concemning the ultimate purpose of poetry, the relation
between poet and public, and the matters of poetic technique” (p.160).

'* At the beginning of the 1890s, Cavafy and Palamas also published Symbolist poems; for
example Cavafy, "AMnAovyia katd Tov BwdeAalpov " (1891); Palamas, Ta udna s
Vuyrjs pov (1892).
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The fact that these poets do not wholly belong within Symbolism
was acknowledged by the poets themselves. In 1947 Kleon Paraschos,
countering an accusation levelled by Karandonis to the effect that this
group of poets were "gevroouuBoitoTés " ("Pseudo-Symbolists'™), wrote
that these poets do not work within the confines of Symbolism. They are
working in the context of international poetry and although they prefer
French poetry, they do not restrict their readings to Symbolist pcetry, nor
is their atmosphere ("kAlua ") Symbolism. Their poetic atmosphere is
compounded of evanescence and suggestion. These may be elements of

Symbolism but do not belong exclusively to it.'"® At a later date, in 1953,

I.M. Panayotopoulos adopted the same point of view, using moreover the
term “ueracuufoiicrids " (Post-Symbolism). The young poets of the
1920s, according to Panayotopoulos, span the beginnings of Symbolism to

Post-Symbolism.'” The same term - Post-Symbolist ("ueTaouuBoAioriis ™)

- was applied by Agras to Jules Laforgue in 1922.'° Some years later, in

1928, Agras placed the poetry of Karyotakis in a line starting from

9

‘Baudelaire and passing through Verlaine and Laforgue.” Therefore

Karyotakis and the other poets of his school can be termed "Post-
Symbolists" too, since they themselves placed their poetry not only in the

context of Greek poetry but also of European, and particularly French,

poetry.

'* Kleon Paraschos, "Mepikés avakplfeies” , Néa Eoria, vol. 42, no. 483 (1947),
p.1007.

'” .M. Panayotopoulos, "O cyufoAiouds kat ot NeoéAnres Aupikol" (1953) in Ta
Ilpbowma war 1@ Kelueva , vol. 6, Athens, Estia, pp 102-3.

'* Modoa , no. 10 (22), 1922, p.155.
“Néa Eoria, vol. 4, no. 16 (1928), p.726.
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Post-Symbolism as a "school of poetry” has been generally
described by Kostas Steryopoulos in his introduction of 1980 to the
anthology of Modern Greek poetry referred to above. An earlier form of
this introduction appeared in Steryopoulos’s book, O Téllos Aypas xat
0 mvetua s mapaxurns (1962).° In this book, apart from placing
Agras in the Post-Symbolist group of poets and describing the
distinguishing characteristics of Post-Symbolism, Steryopoulos also
identified the most recurrent themes of Agras’s poetry, traced his
development and explored elements of his technique. Another poet

examined by Steryopoulos is Karyotakis; in O: emdpdoets oro épyo
rov Kapvwrdxn  (1972)" Steryopoulos traced Greek and foreign

influences on Karyotakis’s work in order to place Karyotakis in his
| Uliterary context and pinpoint the originality of his poetry. Connections
"between the poetry of Karyotakis and French and German poetry have
also been traced by Vassiliki Tokatlidou in her study O¢ peradodoets

rov Kapuwrdxy * , this time from the point of view of ways in which

Karyotakis transforms the original texts. Karyotakis, as the most
influential Post-Symbolist poet is the one about whom most has been

written. The first study of his work was published in 1935 by Tellos

Agras under the title, "O Kapvwrdkns kat oo Zdripes".” Agras refers

 Kostas Steryopoulos , O Téllos Aypas xar 10 mvedua 1755 mapaxusfs Athens,
Estia 1962.

2 Kostas Steryopoulos, Ot emdpdoets oro épyo Tov Kapvwrdky , Athens, Sokolis
1972.

2 Vassiliki Tokatlidou, O¢ peradodoers rov Kapuwrdny , évralij rows oro
mopTied mpwrdTumo épyo Twy ovloywy Tov , Thessaloniki, University Studio Press
1978. '

» Tellos Agras, "O Kapuwrdkns kar ov Zdtipes ", Ta Néa [pdupara, yr. 1, no. 12
(1935), pp. 674-706, now in Tellos Agras Ko 4, vol. B, ed. Kostas Steryopoulos,
Athens, Ermis 1981, pp. 186-221.
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to some of the influences on Karyotakis’s poetry and explores aspects of
his poetics, such as his metrics and his way of viewing the world. Apart
from the studies by Agras and Steryopoulos, other works on Karyotakis

that explore aspects related to his poetics are G.P. Savidis’s collection of
articles, lectures and essays, 7@ ywdpia 7ov Kapvwrdky (1989),"

especially the essay, "C Kapvwtdkns avdueod pas 1 17i améyive exeivo
TO pakpy moddpe ; " (first published in 1972), and Christos Papazoglou’s
Maparonauérny povaiss). Medérn wa rov Kapuwrdin (1988).° In his
essay of 1972 Savidis explored the relationship between the poetry of
Karyotakis and the "new poetics that began to take final shape (ra
kpvoTalAdveTal) arcund 1935". Papazoglou examined Karyotakis’s
poems chiefly from the point cf view of language, exploring the interplay
between demotic and katharevousa and the metrical character and
"jarring notes" (" mapagwries ") of the poems , and relating this metrical
character and the linguistic interplays to the content of the poems.

Apart from the studies on Agras and Karyotakis, Emilios
Hourmouzios’s introduction (1939) to Filyras’s poems’* also touches upon

aspects of the poetics of Filyras. After touching briefly on the differences
between the Post-Symbolists and the Generation of the 1880s, in
particular Palamas, Hourmouzios concentrates on the poetry of Filyras,
taking it as a characteristic example of the evocative tone that appeared

in Modern Greek lyricism as soon as it "liberated itself from the epic”

*G.P. Savidis, 27a ywdoa Tov Kapuwrdrn. Kelpeva 1966-1988, Athens, Nefeli
1989.

# Christos Papazoglou, I[Taparoriouéyn Movowaf . MeAérn na rov Kaprwrdxy,
Athens, Kedros 1988.

¢ Emilios Hourmouzios, Introduction in Romos Filyras, Amarra (Epuerpa xat Ile(d)
vol. A, Athens, Govostis 1939.
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("uOAs AvTpdbnke amé To emkd oToryelo ). The epic style to which
Hourmouzios refers is presumably that of Palamas’s "O AwdexdAoyos

Tov ['UgTov " and "H PAoyépa Tov BaoiAd ".

With the exception of Steryopoulos’s introducti‘on, however, the
above-mentioned studies do not deal with the Post-Symbolists as a group
of poets presenting a shared system of poetics. Thus, although these
studies touch upon certain aspects of the poetics of individual Post-
Symbolists, Post-Symbolist poetics has never been systematically
explored, nor has there been a study of the connection between Post-
Symbolist poetics and the poetics of the preceding and succeeding

literary generations, or any attempt to place this poetics in its historical,

socio-political and ideological context.

This thesis examines the poetics of Post-Symbolism, focussing on
both aspects of poetics: the poets’ concepts of poetry and the way in
which their poems are constructed.

Post-Symbolism has been chosen as the subject of this thesis not
only because it has generally been neglected by historians of literature
and by critics, but also because, as will be argued, it occupies a key
position in the history of twentieth-century Greek literature. That is,
Post-Symbolism covers the transitional period between the Generation of
the 1880s and the Generation of the 1930s, and many of the innovations
that characterize the latter can be observed in embryonic form in the
poetic system of Post-Symbolism, while at the same time this poetic
system contrasts with those of both geﬁerations.

By focussing on the poetics of Post-Symbolism, this thesis will




explore the nature of the key position of the Post-Symbolist group of
poets. The issues raised by the Post-Symbolists concerning, for example,
the role of poetry and the poet’s place in societry are connected with the
historical, socio-l;olitical and cultural context of the time. To a certain
extent the issues raised by the Post-Symbolists can be viewed as a
response to the attitudes of the Generation of the 1880s, while they also
constitute points of reference for the Generation of the 1930s.

Thus, the system of Post-Symbolist poetics can be related to those of
the preceding and the succeeding poetic generations and to the system of
the historical and socio-political context of the time.”” Another system to
which the Post-Symbolist system is related is French Symbolist poetics,
since the Greek Post-Symbolists themselves acknowledged French
Symbolism as an important influence on their poetry and placed their
poetry in a line starting from or passing through French Symbolism, in the
broad sense of the movement, which includes poets from Baudelaire to
Rimbaud and Mallarmé.

The relationship between the Post-Symbolist system of poetics and
other systems mentioned above will be explored in this thesis.
Nevertheless these relationships are only a part of the study of Post-
Symbolist poetics. In addition to exploring them, this thesis will examine

the Post-Symbolists’ own concepts of poetry and will also explore the

¥ The word "system" is used here in the structuralist sense; see, for example, David
Murray, "Unity and Difference: Poetry and Criticism", in Literary Theory and Poetry.
Extending the Canon, ed. David Murray, London, Batsford 1989, p.8:

"A poeml...] in structuralist terms, is made up of elements which together constitute a
special and circumscribed system, and this system itself gives a meaning to those elements
which is different from the meaning of the same element if it was operating in a different
system.

To read a poem we need to be aware, though not necessarily conciously, of the system,
which is a sort of micro-system within the larger systems of language and ideology, from
which it takes its elements and uses them for its own purposes.”
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semantic, acoustic and metrical structures of their poems, that is the
internal structﬁre of the Post-Symbolist poetic system.

The methodology with which these issues will be studied draws
chiefly on Structuralist approaches to poetry. Post-Symbolist poems will
be studied both "in relation to [themselves] as a system of internal

dependencies” and "in relation to [their ] situation, that is, in terms of
[their] historical existence"”, if we regard "historical existence" in the

broad sense of various systems co-existihg or bordering with the systems
of the poems in question.

The thesis will examine the following subjects: Chapter 1 will
explore the relationship between the poetic system of Post-Symbolism
and its historical, socic-political, ideological and cultural context. It will
also explore the rélationship between the poetic system of Post-
Symbolism and the poetic system of the Generation of the 1880s.
Chapter 2 will continue to explore the same relationships in addition to
the relationship between the poetics of Greek Post-Symbolism and the
poetics of French Symbolism, but focussing this time chiefly on the
concepts of the role of poetry and the poet promoted by the Greek Post-
Symbolists thems elves. Their concepts of the role of poetry are
compared to corresponding concepts of the Generation of the 1880s and
of the French Symbolists, since the role of poetry is a major issue in the
poetics of all three poetic systems. The Post-Symbolist concepts of the
place of the poet in society are examined separately, because they relate
more to the society of their time than to corresponding concepts of other

~

poetic schools or generations. Chapter 3 explores the relationship

* Gerald L. Bruns, Modern Poetry and the Idea of Language, A Critical and Historical
study, USA, Yale UP 1974, p.262.
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between the Post-Symbolists’ concepts of poetry and the dominant
themes of their poems, and compares the emerging attitude towards
poetic lénguage with the attitudes of influential poets of the time:
Palamas, Sikelianos, Cavafy and the Symbolists. Since this chapter
focusses on issues closely related to the language of poetry, the
references made to other poetic systems include only Greek poets.
Chapters 4 and 5 examine the internal structure of Post-Symbolist poems
and the relationship between this internal structure and the attitude of the
Post-Symbolists towards poetic language. Chapter 4 deals with the
interaction between the syntactical and semantic structures of Post-
Symbolist poetic language, and Chapter 5 with the interaction between
the acoustic and semantic and between the metrical and semantic
structures of Post-Symbolist poetic language. Following the examination
of both the relationship of the Post-Symbolist system of poetics with
preceding and contemporaneous systems and the internal structure of the
Post-Symbolist poetic system, the sixth chapter will study the relationship
between this system and the poetic system that succeeded it.

By focussing on the relationship of Post-Symbolist poetics with other
neighbouring systems, on the Post-Symbolists’ concepts of their poetry
and on the structure of their poems, this thesis will put forward two
central arguments: that Greek Post-Symbolism presents a consistent
poetics and that this poetics introduced radically new aspects into the

broader system of Greek poetry.

12



Chapter 1

The Framework of Post—SymbOlism

The first collections of Post-Symbolist poetry date from the
beginning of the second decade of the twentieth century (Romos Filyras,
Psda orov agpo , 1911; Kostas Ouranis, Spleen , 1912). Most of the
Post-Symbolist poets first appeared in print in the second and third
decades of the twentieth century. Some of them continued to write until
the 1940s or the 1950s, but the basic character of their poetry had been
formed in the 1910s and the 1920s.

Post-Symbolist poetics therefore belongs within the historical, socio-
political, ideological and cultural framework of this period. This chapter
will examine Post-Symbolist poetics in the context of this period, taking in
turn (1) the historical, socio-political and ideological situation of Greece in
the years 1909-1936; (2) cultural factors (such as literary magazines)
which contributed to Post-Symbolism and (3) the reception of thePost-
Symbolists by the Generation of the 1880s.

These three areas overlap, since the historical, socio-political and
ideological context conditioned both the cultural factors and the reception
of the Post-Symbolists, while the cultural factors also account for various
aspects of Post-Symbolist poetics which in turn conditioned the reception

of Post-Symbolist poetry by the Generation of the 1880s.
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1. 1. Post-Symbolist Poetics in the Context of the Period
1909-1936

The issues raised by Post-Symbolist poetics cannot be entirely
explained in terms of the historical, socio-political and ideological context
of the period but are nevertheless related to it. Heré I will examine this
relationship by looking at (a) the political and social situation in Greece at
the beginning of the twentieth century, (b) the ideology of demoticism,
which was the central point of reference of the Generation of the 1880s,
(c) the MeydAn 8¢z , which played a major part in the socio-political
and ideological life of the time, (d) the socio-political and ideological
situation after 1922, that is, after the collapse of the MeydAn 18éa , and
(e) the horizon of expectations in literature and the place of Post-
Symbolism in it.

The historical events that mark the beginning and end of this period
can be said to be the Goudhi coup of 1909 and the beginning of the
Metaxas dictatorship in 1936. The history of the time includes the two

Balkan wars of 1912 and 1913, the Asia Minor disaster in 1922 and major

political upheavals combined with relative social stability.’

1. 1. 1._Political and Social Situation at the beginning of the

Twentieth Century

The prevailing socio-political situation and the events leading up to

' Thanos Veremis, Ot emeufdoets Tov oroarol oy eAdpvikij modtrikif 1916-
1936, Athens, Exantas 1977, p. 288 ff.
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the coup of 1909 had their roots in the nineteenth century, which in

Greece was characterized by a lack of "opyavikri otwfeon " of society

because of the absence of an economically and politically powerful
bourgeois class.> The last quarter of the nineteenth century was marked

by economic under-development; Western capital flooded Greece and the
Balkans in the form of state loans and railway investments. Whilst
assisting with the carrying out of major public works, this ied at the Same
time to further economic dependence of Balkan societies on Western

capital. These two aspects of the functioning of Western capital in
Greece prepared the way for industrial capitalism.’

Two other features of this under-development were the exploitation
of agricultural labourers and factcry workers (for example the Sunday
| holiday and the eight-hour working day were only sanctioned by law in

1911), and the oligarchical nature of the economy which prevented the
middle class from effecting social change.’

The defeat of Greece in the war of 1897 demonstrated the need for
social reorganization’ ; thus, although the bourgeois character of the 1909

coup is disputed®, it resulted in the acquisition of political power by the

bourgeoisie.’

* Yeoryios Ventiris, H EAAds rov 1910-1920, 1oropixsi MeAérp, vol.l, Athens,
Pyrsos 1931, p.17. :

* Nikos Mouzelis, NeocAdprinrf worvwvia : Sfets vravdmridzs , transl. Tzeni
Mastoraki, Athens, Exantas 1978, p.56.

* Tassos Vournas, [orgola s ovyyporpns EAlddas 1909-1940 , Athens, Tolidis
1977, pp 7-8.

® Ventiris, p. 17.

¢ Yorgos Dertilis, Kotswrinds peracynuariouds xat orpamniwrikij eméubacn
1880-1909, Athens, Exantas 1977, p. 41.

7 Ventiris, p. 23.
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The need for the bourgeois development of society after 1897 was
expressed in the 1899 education act which put forward educational
reform. Disputes about education proved to be an important feature of
the period 1909-1936. The act of 1899, however, drew attention to the
relationship between Greece’s low educational standards and her defeat
in the war, and, moreover, expressed the belief that future national
disasters could only be averted if the educational system underwent a
radical reform.’ |

The post-1909 Greek state has been described as an "aoTikd—ebvixd

KpdTOS "’ The coup of 1909, however, was organized by army officers

and was therefore influenced by their conservatism,'® as a result of which

no radical change in the status quo took place.’

Generally speaking, the army officers’ decision to take the affairs of

state into their own hands in 1909 implies a decrease in the importance
attached to constitutional laws'> and can be explained in terms of
capitalist development and the changing socioeconomic framework.'’ The
premiership of Eleftherios Venizelos after 1909 saw a gradual transfer of
power into the hands of the politicians.'* Although the Constitution was

not radically altered and while the monarchy was preserved and a spirit

® Anna Frangoudaki, Ex7atdevmiaif perappifuion kar gilcietfepor Siavoofuerol.
Ayorvor aydves kat tbeoloynd adiéfoda oro Meoomdleuo , Athens, Kedros 1977,
p.18.

® Ventiris, p. 71.
' Yournas, p. 9.
" Ventiris, pp. 192-3.
2 Veremis, p. 28.
** Mouzelis, p. 249.
" Veremis, p. 28 ff.
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of compromise prevailed,"” 1909 marked the beginning of a revolution in

the Greek economy and of a bourgeois restructuring of society.'® It also

marked the beginning of trades-unionism and the culmination of the
claims of the agricultural labourers (for example, the events of Kileler in
1910)."

The chief factor in the bourgeois ideology which dictated the coup of
1909 and prevailed after it was the idea of progress within the limits that
were convenient for the middle class. Progress would both prevent the
collapse of the regime and protect the middle class from the working and
peasant classes. This ideology was concisely expressed by Venizelos in a
speech in 1911 where he stated that the power of the bourgeois regime
consists in the realization of the danger threatening it from below. This
danger could be averted only if the demands of the lower classes were

~met. The bourgeois regime should not be static, because this would lead

to its collapse. It should follow the course of progress and adapt itself to

new and changing circumstances.'*

1. 1. 2. The Ideology of Demoticism

The desire for progress was embodied in the demoticist movement,
which gained momentum during the period of Venizelos’s premiership (cf.
for example, the founding of the "E«matdevrinds Outdos " in 1910 and of

the "®oumnTic} Zvvtpogid " in 1911). The years 1909-1911 were

'* Yournas, pp. 10, 17.
'* Dertilis, p. 41 ff.
' Vournas, pp. 7-8, 23.
' Ibid., p. 18.
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important ones in terms of educational reform: the Exmaidevricds
Outdos consolidated the theoretical structure of demoticism as the
language of education and Venizelos’s party included educational reform
in its political programme. The reaction against demoticist educational
reform, however, became strong from 1911 onwards, forcing the
governing party to abandon the reform-plan.”’

Demoticism provided the middle class with the means of changing
those aspects of the oligarchical socio-political framework that were
useless or dangerous for the new state,” by offering a new language of
power and bureaucracy and thereby contributing to the Europeanization

of Greece.” According to Vergopoulos, Europeanization was also the

main objective of the supporters of katharevousa.?” This would explain

why a significant element of the middle class initially supported
katharevousa. Nevertheless, having realized that katharevousa not only
failed to contribute to the Europeanization of Greece but also helped to
create mechanisms of oligarchical power, the middle class gradually
began to support demoticism. The demoticists, however, failed more than

once to put their educational reforms into practice,” because during this

period, that is before 1922, the hostility of the former ruling class was still
strong in Greek society and their counter-measures proved effective.

The attack on demoticism was aimed not only at the language itself but

' Alexis Dimaras (ed.), H ueragodquion mov Sev éywe (Texurjpia toroplas) yol.
2, 1895-1967, Athens, Ermis 1974, p. As.

* Ventiris, p. 26 if.

# Kostas Vergopoulos, EQuouds xat owxovquixif avdmrvény — H EAESa oro
peoomdiepo , Athens, Exantas 1978, pp 106-7.

2 Vergopoulos, op. cit.

® Alexis Dimaras, p. A{ ff.
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~also at the ideology behind it, since this ideology belonged to the
bourgeois system of thought.*

In spite of these setbacks, the gradual shift from katharevousa to
demotic marked a development in Greek bourgeois thought. This
development, however, did not entail liberation from nationalistic ideology.
In contrast, the bourgeois class based its power on nationalistic ideology.
Some of the ideologies behind demoticism were nationalism, populism,

Nietzscheanism; ideologies which may sometimes be mutually exclusive,
but belong all the same to a single ideological system.”

Demoticism, and the ideologies behind it, was a point of reference
for the Generation of the 1880s. The chief figure of that generation was
Palamas, whose poetry was closely linked with nationalism. His concept
uof Greece and Hellenism was at first geopolitical; he concentrated on the
~character of the Greek landscape, on light and nature. Gradually he
| historicized his geopolitical concept by linking the Greek landscape to

features of ancient Greek and Byzantine culture, and, by idealizing these

features,”® he created a prophecy of the historical destiny of Hellenism,

very much along the lines of Nietzsche.”

The generation of Palamas threw themselves enthusiastically into
the study and literary exploitation of folklore, not only deriving from it a
great part of their poetic subject-matter but also projecting their ideology

onto folklore. The flourishing of folklore studies during that period does

* Frangoudaki, p. 42 ff.
* Dertilis, p. 168.
* see, for example, Konstantinos Tsatsos,"H eAAnqukri t8éa orov malauixé
AwbexdAoyo ", [6¢a yr. 1 (1933).
# Vergopoulos, pp 109-110.
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not seem to have been coincidental. The study of folklore arose in

Europe at a time when nationalism was appearing, as a result of the
desire to promote nationalist ideas.”” In 1909, the first volume of the

magazine Aaoypagla  appeared. Apart from this magazine, N.G.
Politis's Exdoyal and ra tpayodbia Tov eéAdpmxod laod ,published in
1914, is considered to be a major contribution to demoticism. Moreover,
the emphasis placed on the "Aaixrj guxri " or "eOvuai Juxri " by N.G.
Politis and later by Stilpen Kyriakidis and others lent support to nationalist

ideology.”’

In literature, the attempt to depict the eOvixrj or Aaikt) Yuxri was
connected with the geopolitical concept of Hellenism which dictated an
interest in the Greek landscape and Greek nature, and with the emphasis
of the demoticists on orality. Orality implied collective expression and

was consequently felt to be closer to nature than individualistic writing.*’

At the same time attempts to create a poetic discourse which would
be close to nature, and the reaction against the Athenian Romantic
School promoted the notions of "health” and "vigour” in the literature of
this generation. These ideas went hand-in-hand with the development of

the middle class,”’ which had taken political power into its hands and was

preparing both the expansion and the reform of the state.

* Alki Kyriakidou-Nestoros, H Gewpla mns eldnmuals Aaoypadlas , Kotrikaf
. avdduory , Athens, Eteria Spoudon, 1977, p. 142.
* Ibid., p. 152 ff.

- % Dimitris Tziovas, The Nationism of the Demoticists and its Impact on their Literary
theory (1888-1930), Amsterdam, Adolf M. Hakkert 1986, p. 232.

" Epaminondas G. Baloumis, K. Kapuwrdxn, Ilefd. Kowwrixoiorooxd, Athens,
Kollias 1988, p. 101 £f.
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1. 1. 3. MeydAn 18¢a

The dilemma of whether to promote irredentism or reform was a
central issue in Greek politics between the establishment of the first
Greek state and the time of Venizelism. This dilemma was directly
connected with the problem of Europeanization, since those who believed
that state reform should precede expansion, saw this as the way for
Greece to gain entry into the "family” of "Western Europe". Those in

favour of irredentism wished Greece to become an important power in
the Balkans and Asia Minor.”?

The Venizelist solution to the dilemma was to combine a programme
of reform with a policy of irredentism®. This combination led to the
“beginning of the realization of the MeydAn 16¢a (first formulated by
Kolettis in 1844) via the first and second Balkan wars in 1912 and 1913.

~At the end of the second Balkan war, the territorv of Greece had

expanded from 64.000 sq.km to 120.000 sq.km, while its population had
increased from 2.800.000 to 5.000.000.** The territorial expansion was
followed by improvements in road and rail communications and the

growth of the merchant navy.*

Greece emerged from the Balkan wars both expanded and stronger
in terms of population, defences and communications, but the various
alliances which had been formed with Western European countries, in

addition to the conflicting interests of Britain and Germany in the area of

* Vergopoulos, p. 108.
* Baloumis, p. 85.
* Vournas, p. 147.
% Ventiris, p. 180.
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‘the Balkans and Asia Minor, contained the seeds of the Asia Minor
disaster of 1922.

At the beginning of the First World War, these conflicting interests
became evident in Greece, when Venizelos wanted Greece to enter the

war on the side of Britain and France, while the King favoured the
neutrality dictated by Germany.”® Some of the consequences of this

conflict were the political division of Greece, the "NoeuBpiavd " of 1916
(occupation of Piraeus by the French and clashes between French and
British on the one side and the King’s "emoredTous " on the other), and
the establishment of the Venizelos government in Thessaloniki. Greece
finally entered the war on the side of Britain and France in 1917; the
events that followed led to the Asia Minor disaster: the Greek army
occupied Smyma and the surrounding area in 1919, thereby providing a
safe route for the allies through to the oilfields of Mosul, but proved
unable to cope with the continuous attacks of the Turkish army and was
finally defeated in 1922, when most of Smyma was destroyed. One and a
half millicn refugees entered Greece, and the MeydAn 18éa , which had

served as a smoke-screen for the imperialist motives of the Asia Minor

expedition, was abandoned.”

1. 1. 4. 'The Political, Social and Ideological Situation after 1922

The disastrous consequences of the MeydAn 18éa had their impact

both on the Greek society of the inter-war period and on the ideological

* Voumnas, p. 162 ff.
 Ibid., p. 211 ff.
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system rooted in the MeydAn [6éa .
From the social point of view, until 1922 the orientation of Greece
towards expansion delayed the development of a bourgeoisie. After

1922, Greece’s enforced turning in on itself and the increased population

assisted this development.’® At the same time, social conflicts and

demands became more apparent”, not only because of the consequent

impoverishment of the working class, but also because the Meydin 18¢a
had ceased to function as a force which united the aspirations of the

various classes (after 1923 there was, for example, a large number of
workers’ strikes® ). Moreover, the traditional structures of state and
society began to be questioned after the ar‘ﬁvaly of the refugees ’in
iC{}reece.41 Another factor, and one which accentuated social conflict, was
the formation of the Greek Communist Party. It was first formed as the
;;f',ZoaLaALaTLKd Epyatiké Kéuua " in 1918; in 1920 it entered the
Comintern and in 1924 it adopted the name "Koupowrorixé Kdéupa
EAdbSas ". Its presence in Greek politics created problems for Greek
govermnments, as can be seen, for example, in the necessity felt by the
Venizelos government in 1929 to pass a special law (the so-called
[Sudvypo ) specifically bahning activities aimed at overtufning the
established social order.

1922 did not, however, mark the end of Greek nationalism. It merely
changed its orientation; nationalism, instead of being orientated towards

expansion, now turned its attention to the location of those indigenous

* Vergopoulos, p. 43.
* Baloumis, pp. 92-93.
* Veremis, p. 286.
“ Vergopoulos, p. 23.
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elements that would create a national identity and guarantee national self-
sufficiency.”” This new orientation, apart from being enforced by the

abandonment of the MeydAn [8éa , was also probably related to the
international economic crisis, which began after the First World War and,
with various peaks (such as that of 1929) and troughs, lasted until the
Second World War.

The internationai economic situnation forced Greece to turn in upon
itself in an effort to attain economic self-sufficiency and to orientate itself
towards industrialization based on the Greek market. This did not mean

economic independence, since British and German capiial continued to be
invested in Greece (frequently on unfavourable terms*’) but did mean an
extension of the role of the state, which tried to organize industrialization
and agricultural reform and to solve the housing problem of the refugees.**

The extended role of the state and industrialization led to an increase in
the number of civil servants (who thus gradually lost their social prestige)

and a deterioration in the economic situation both of civil servants and of
blue-collar workers.*’

Therefore the new form of Greek nationalism was related to
territorial retrenchment; to economic and industrial development; to the
extension of the role of the state and to the deterioration of the economic

situation of the lower classes. 80% of the population shared less than half

of the national income®, while the governing class faced an ideological

“ Ibid, p. 136.

“Ibid, pp. 19-20, 62-63.
* Veremis, p. 286.

** Baloumis, pp. 83-84.

‘¢ Nikos Svoronos, Emoxdmnon s NeocAdnpmkais [oroplas; Athens, Themelio
1976, pp. 130-131.
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vacuum after the collapse of the MeydAn 18éa. This vacuum, combined
with the problematic economic situation, caused a section of the

bourgeois class to revert to more conservative ideas, thus becoming a

reactionary force.”” Attempts at educational reform continued to be

abortive.*® Now, however, the failures were not due to counter-measures

of the former ruling class, since society had changed after 1922, but to
counter-measures taken by part of the bourgeois class itself, which, as
one of the protagonists of the educational reform, Dimitris Glinos, put it,

neither could nor any longer wished to solve the educational-ideological
problem.”’

The new form of Greek nationalism was a way out of the ideological
vacuum of the bourgeoisie. In this context the nationalistic ideas of Kostis
Palamas and Periklis Yannopoulos found new expressions through some
of the works of Anghelos Sikelianos and Nikos Kazantzakis, and were
transmitted via various permutations to the Generation of the 1930s,
which concentrated on the creation of a "genuinely Greek" culture.’

The prevailing ideology of the time promoted the relationship
between man and nature (Greek landscape, light), setting aside the
relationship between man and society. In this way, nationalistic ideology,
instead of functioning to promote national and cultural independence,

reflected the establishment by concentrating on values that were

harmless to the mechanisms of economic and political dependence.’’

“ Frangoudaki, pp. 100-101.
“ Alexis Dimaras, p. uy. .
* Frangoudaki, pp. 53-53, 80-81.
* Vergopoulos, pp. 139 ff.
' Ibid.
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In political affairs, post-1922 nationalism took two forms: trepublican
and monarchist nationalism. The change reflected the conservatism of a
part of the bourgeoisie after 1922 and was also probably due to political

disappointments after a series of coups d’état between 1922 and 1928
(for example Pangalos’s dictatorship of 1925).’* Neither the coups d’état

nor the passage from teywwlic to meonarchy appeared to affect the

ruling class gravely. Thus, the coups d’état were confronted rather mildly,
since they did not threaten the sccial system.’

Finally monarchy was restored after a rigged piebiscite in 1935, and

in 1936 Metaxas established his dictatorship and began systematic
persecution of his political and ideological opponents.” For Metaxas,

dictatorship was the natural political outcome of nationalism. His logic
can be justified to the extent that his dictatorship was one of the

possibilities inherent in the development of Greek society in the inter-war

period and related to the prevailing ideologies of the time.”

1. 1. 5. _The Horizon of exnectations in Literature and the Place of

Post-Symbolism

Within this social and political context, poets who had first appeared
or had produced a major part of their work before 1922 continued to
promote the same model: "an optimistic and national poetry”. Palamas,

Sikelianos and other poets fulfilled these expectations by expressing

* Ibid., p. 136-37.
* Veremis, p. 288 ff.
* Vournas, p. 367 ff.
% Vergopoulos, p. 151.
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n 56

"Greek optimism and continuity".”® Thus, the poetry of Palamas both
became a part of the cultural establishment and provoked a reaction on

the part of the younger poets.”’

In the "heavy shadow" of Palamasss the first Symbolists

(Hatzopoulos Gryparis, Porfyras) began to produce poetry mﬂuenced by
European Symbohsm before the end of the n1neteenth century. These
poets were the forerunners of the Post-Symbolists who appeared some
years later.” |

Apart from the Symbolists, four poets who presented poetic systems
of their own dev1smg at the time were Cavafy, Slkehanos Kazantzakis
and Varnalis. Cavafy, as w1ll be seen in the second section of this chapter,

did not fulfil the expectations of the prevailing ideology of the time, since

his poetry, unlike that of Palamas, was not characterized by nationalistic
optimism. In contrast, Sikelianos did fulfil these expectations,’ since he

put forward a model of modern Greece based on ancient Greece,

Christianity and the character of the Greek landscape, continuing to move

*Tziovas, p. 180 ff.

¥ K.Th. Dimaras, introduction to Yorgos Theotokas, EAcifepo ITrvedua , Athens, Ermis
1973, p.«6.

% K.Th. Dimaras, [o7gola, p. 411.

* Baloumis, p. 104 ff.

Palamas himself produced Symbolist poetry (e.g. Ta pdrna s Yyyijs pov, 1892).
Another sui generis case whose poetry belongs within Symbolism is that of Apostolos
Melahrinos, who appeared at the beginning of the 1900s (O Apduos géprer, 1905,
Hapallayés , 1907 ) and possibly forms a link between Sikelianos, the Symbolists and the
Post-Symbolists. Apart from the question of influences (for example Linos Politis mentions
the influence of Gryparis on Melahrinos and mentions common influences on Melahrinos and
Sikelianos, pp. 184, 201), an exploration of the subject-matter of Melahrinos's poetry
(aspiration to music together with confidence in Adyos and Téywvn) could also lead to the
same conclusion. Moreover Melahrinos is associated with Post-Symbolism through the poetry
of Emmanouil whose first collections belong within the literary climate of Post-Symbolism,
while his last ones bear Melahrinos's influence.

% Tziovas, p. 180 ff.
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in a pre-war world and promoting the permanence of certain values,
while ignoring social changes. The same applies more or less to

Kazantzakis, whereas Varnalis after about 1920 proposed social revolution
as an alternative to what he thought of as decadence.”

In this literary environment, Post-Symbolism made its first
appearance at a time when the prevailing ideology dictated a positive and
confident expression of ideas. In contrast, the Post-Symbolists promoted

a poetry of sensibility and suggestion, and of dissclution rather than

synthesis.”

It remains to examine some historical and socio-political causes of
this tendency towards dissolution, and the relationship of Post-Symbolist
poetry to the prevailing ideology of the time. |

The Asia Minor disaster allowed for the prevailing ideclogy to be
strongly questioned. Therefore the years immediately following the

disaster were critical for Greek literature, since histerical events had
shattered the irredentist illusions of the past.”’

In addition to the events of 1922, the political climate in Greece and
the political horizon in Europe also allowed for a poetry of "decadence™:
the First World War was followed by a period of great economic crisis,
and fascism was a rising force in Italy and later in Germany. Therefore,
pessimistic poetry or poetry of "decadence" seems to fit into the political
horizon after 1922, and the despair and desire to escape expressed in this

poetry can be seen as a form of protest against the consequences of the

*' Baloumis, 1988, p. 104 ff and
Vassos Varikas, H ueramoleuikij pas Aoyoreyvia, Athens, Plethron 1979, p. 96.

¢ Varikas, p. 29 ff.
% Vournas, p. 411.
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prevailing ideology.™*

Moreover, in spite of the victories in the Balkan wars, the state of
affairs both in Greece and in Europe as a whole allowed for a pessimistic
poetry even before 1914 (as can be seen even in some of Palamas’s

poems): there were, for example, the grave losses in the Balkan wars
and the preparations for the First World War** The atmosphere of

disappointment and disillusion in which these poets grew up was
described by P.N. Karavias many years later, in 1933. Karavias talked
about the "etSvliaxr} exorpateia Tov1912 ", which led to much loss of
life and was followed by political schism in Greece. "Tlot rirav AoLméy
o Hpwiouds, n Matpida kar oo Ocol pe Tis SiadopeTikés €9VLK5777T€5‘5
[..]Mia ¢evdkn, n efvikri matpida kar pia avramdr, n Snuokpatiki)
eAcvfepla . Karavias went on to talk about the imperialism of the Greek
bourgeoisie expressed, for example, by Dragoumis and Yannopoulos, and
about the Peace Conferences in The Hague where politicians declared
their faith in peace, while secretly forrmng various alliances in preparation
for war. After presenting this situation, Karavias concluded: "Huaote
eAclbfepol, yiaTt Ta Bprkaue diAa yUpw pas cuvTpluuata kar yLatt
Aot o pvboi, kar péoa pas, nrav ovwtplupata. Mia Spauatiki

eAcvfepla. AvTds 1iTav o ueydlos mTOvos TNS YEVEds pas i N
éMewn kaL avyypova 1 aywnddns avalimon upias apxis lwist.
According to Vergopoulos, another cause which contributed to the

flourishing of Symbolism in Greece after 1909, that is during the period of

 Yournas, p. 412.

* For example Theotokas, p. 62, defines the young people of 1910-1920 as a sacnﬁced
generation.

* P.N. Karavias, "To 8pdua uas yeveds", Zrjuepa, yr 1, no. 4, April 1933, p. 97
ff.
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the bourgeois-national development of the state, was this bourgeois-
national development itself.”” The new, more organized, structure of

society, orientated towards capitalism, made pcets the outcasts of a
society where art could no longer occupy a vital position. Therefore
artists began to regard society as a lost cause and to seek in their art a
refuge . Thus, the escape often referred to by Post-Symbolists, apart
from being a form of protest against society, may also be an escape into
the space of art.

Art could no longer intervene, or preserve the illusion of intervening,

in the development of society. Hence, it lost its social reforming character
and tried to create a space of its own.”® Thus, Varikas’s later comments to

the effect that interwar art created an atmesphere instead of a living

world, since artists no longer considered life to be a matter of responsible
activity but a frivolous spectacle,” are valid in that art was trying to

create a space different from exterior reality and protected from it. Art
could not constitute a "responsible activity” within society, therefore its
"responsible activity" seems to have been to turn away from society.
Varikas talked about a dissolution in society which was at the basis of the

dissolution in art. He stated that the common ideals and goals which had
formerly served as a uniting force in society had been lost.”” Nevertheless

he was still anticipating a poet who would fulfil the ideal formed by the

-prevailing ideology of Palamas’s generation: a poet who would be both a

*" Vergopoulos, p. 164 ff.
* Vergopoulos, p. 168.
® Varikas, p. 41.
7 Ibid., p. 29 ff.
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prophet and a leader”' The same view was held by another socialist -
Nikos Yannios - who after Karyotakis’s suicide talked about "suicides
because of literature"” (avrokTovies amdé @tAoroyia ), comparing the
"ueydAn, elpworn moinon" to degradation and deterioration.”

Although socialism and Symbolism may have had their roots in

common causes, the one being a positive and the other a negative
stance,’’ socialist or Marxist critios do not appéar to have recognizéd this
at the time. One of the reasons may be that at least before 1922 Greek
socialists supported the trend towards the bourgeois development of
society, believing that this was the road to socialism.”* For the sooialists,
the bourgeois development was part of a progressi\}e course toWards
socialism, while for the Symbolists it was an established situation, which
prevented their art from playing an active role in society and rendered
artist's’ useless.

Therefore what socialist critics called indifference towards society’
may on the contrary have been opposition to social structures, and
society may have been rendered conspicuous by its absence in their
poetry.”® D.S. Mirsky’s comment about the French "poétes maudits” is
also applicable to Greek Post-Symbolists and this was perhaps one of the

reasons that this comment was translated into Greek and published in a

literary magazine:

" Ibid., p. 55.

® Néz Eoria, vol. 4, no. 19, (1928), p. 904.
" Baloumis, p. 110.

™ Vergopoulos, p. 118 ff.

s e.g. Vassos Varikas, KaJoras Bdpralns — Kdoras Kaprwrdkys , Athens, Plethron
1978, pp. 166-67.

® Vergopoulos, p. 168.
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AvTé mov Kkiwoloe ekelvovs Tous molnTds Sev TiTav

mia ol E'/\T'fSE'S‘ kaL Ta tSavikd uLas Td&)g‘ pwpaliéas
mov KUpLdp){E‘L ™S (wijs, Ua oL Tpaylkés avTipdoels
uias kowwvias mov SwaoTeleTar amd pia TdEn mov
BoloxeTaL ge uia Aavldvovoa pa ayldtpevtn amogivleon.
Aev nNTav emavaoTdTes pa NTay Ta CUUTITOUATE ULAS
katdoTaons mpayudTwy Twy omolwy n emavdoTac)

émpeme va amofel n udvn Siéfodas’

The attitude of the Post-Symbolists towards society is connected
with various aspects of their poetics, such as the structure of the
language used; the idea of escape; the recurrence of themes related to

pain or desire; the roie of poetry and the poet’s place in society.

Therefore, Greek Post-Symbolist poetics, both in various specific
aspects and , more especially, in its general character, is not independent
from the historical and socio-political situation of its time, nor does it
spring from indifference towards this situation. On the contrary, there is
both a passive and an active connection between Post-Symbolist poetics
and the age in which this poetics was formed. The bourgeois and
capitalist development of the time displaced poetry from society, forcing
poets to seek refuge in the space of poetry. Therefore, Post-Symbolist
poetics is to a large extent a product of the historical and social situaiion
of the time. On the other hand, Post-Symbolist pecetics constitutes a
reaction against the prevailing ideology of the time which supported and
promoted the new form of society with all the political and historical
problems and dangers which this entailed. In this sense, Post-Symbolist

poetics constitutes a form of ideological and political engagement.

7 D.S. Mirsky,'T. Z. EAor kat 10 1élos s aotikiis molnons ", transl. P.
Spieros, O Kdxdos, yr 2, no. 5, (1933), pp. 215-16.
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1. 2.  Cultural Factors contributing to the Formation of

Post-Symbolism

The historical, socio-political and ideological situation of the period in
which Post-Symbolism appeared and flourished in Greece contributed to
certain cultural factors. These cultural factors, which are directly related
to the formation of Post-Symbolism and, consequently, of its poetics, are :
(a) the literary cafés in Athens that served as a meeting point for many
péets of the time, (b) the literary magazines of the time where Post-
Symbolists published their works and came into contact with works of
other poets, writers, critics, and (c) the readings of the Post-Symbolists in
.« European and in Greek poetry. These three factors are interconnected
- and constitute the cultural framework within which the character of Post-

- Symbolist poetry was formed.

1. 2. 1. Literary Cafés in Athens

The burgeoning of literary cafés in the post-1880 period was related

to the increase in the population of Athens at a time when efforts were

being made to modernize and urbanize Greece. "* The literary cafés of

Athens were modelled on the literary cafés of Paris’ and served as a

meeting-place for writers of the Generation of the 1880s and the Post-
Symbolists, among others.

The period during which the Post-Symbolist school made its

 Yannis Papakostas, ®cloloyiad caldvia, drioloyixd xagevela xkat orénia s
Abfvas 1880-1930 , Athens, Estia 1988, p. 15 ff. '
» Ibid., p. 35. :
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appearance coincided with the time when most of the "@tAoAoyixd

ns

caAéna "*° were disappearing. Some literary meetings continued to take

place in houses belonging to members of the upper class®', but very few

of the Post-Symbolists appear to have participated in them.

For the Generation of the 1880s, the space that served as a meeting
point for writers ("@gtAoroyikd caidva " and literary cafés) signalled a
combination of an upper-class tradition with a lower middle-class
tradition, whereas the space of the Post-Symbolist poets and other writers
who succeeded the Generation of the 1880s relocated poetry in lower
middle-class life. This transfer from the one space to the other may also

be related to the shift from an elevated poetic discourse to one that bore

more resemblance to the discourse of everyday life.*”

The literary cafés .served as a meeting-point for writers’, as a space
for discussions, the exchange of ideas, and the public readings and
critiques of literary works. Young writers regarded their admission into a
group of writers in a literary café as a major event. Varnalis, for example,
describing the first times he visited the café at Dexameni, used the phrase:

"Efvar pra kolown otiyun ms mveyuatikhs pov (whs "¢ To be
admitted into a group, a young writer often had to go through an ordeal of

initiation which sometimes had a serious nature (such as questions on

* For the role of the "¢tAodoyikd caldra ", see Papakostas, pp. 45-90.

*" Yannis Kerofyllas, H A&jra rov Meoomoléuov , Athens, Filippotis 1984.

*¢ Politis, p. 246 : "O Pdjuos ®iAdpas [...] mapovoidler moujuata uias kaiwvovpias
avTlAnyms kat Texvikiis, mov elvar moAU SiagopeTikés amé Tov whwuévo mounTiké
Tévo NS malauikiis kai petamadauikrs molnanst "[...] AeflAdyio kabnuepvd .

* Some anecdotes connected with the meetings of writers of that time in cafés are included
in Elli Alexiou, Y70 Eyeutdfetar, Athens, Syghroni Epohi 1976.

* Kostas Varnalis, $rloloyicd Amoumpoveduara , Athens, Kedros 1981, p. 76.
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literary preferences) and sometimes constituted a practical joke, as for

example pouring ink over the victim in order to ascertain whether or not
he was a poet.”
The literary activities of those groups sometimes included lectures

on poetry and prose,’ and writing (for example Karyotakis and

Sakellariadis are said to have written "IleA-MeA in the

"AtTwloakapvavia " café’’). The discussions which took place there

were instrumental in forming‘various literary trends by functioning in a
similar way to the political discussions which had begun to take place in
Athenian cafés since the time of King Otto, turning some cafés into "mo
prAerevfen(d] koLvoBotl]d] amé To mpayuaTkd n |

Literary cafés were a phenomenon in the literary environment in
- which Post-Symbolism appeared, and served as a space which fostered
- the establishment of Post-Symbolism. They may moreover have served
as a link between Post-Symbolist poetry and everyday life, thus becoming
a poetic space as well. This poetic space, along with others, constituted
the urban atmosphere which replaced the rural atmosphere prevalent in
the poetry of the 1880s. The literary cafés can be said to constitute both
an external and an internal factor in Post-Symbolist poetics, since they

were both a space in which this poetics was formed and a part of the

Post-Symbolist poetic landscape.

* Yannis Kerofyllas, H A&fva xat oo Afpralor 1834-1934 , Athens, Filippotis, 1978,
p. 52 ff. , ,

* Papakostas, p. 158 ff and
Kerofyllas, H A&jra xat oo Abpraloc, p. 54.

7 Papakostas, p. 196 ff. ,
® Kerofyllas, H A&jra xar ot Abpraloc, p. 11.
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1.2.2. _Literarv Magazines

The phenomenon of literary cafés is cle.arly related to the publication
of magazines, since these publications were sometimes planned in a café,
as for example in the café "Maipos 'dTos " (hence the magazine
"Matjpos T'dros ").”

The phenomenon of literary magazines is aisoc connected with the
need for reform in Greek society after the war of 1897.°° The consistent
presence of literary magazines in the history of Greek literature began in

91

1898 with the magazine H Té€pzn While the magazines of the

nineteenth century dealt with a variety of subjects’’ and moreover most

of them were magazines that expressed the views of one person,’” after

Téyenp a large number of literary magazines appeared, addressed to

readers with special interests, and usually expressing the views of a
group of peopie.”*
In 1916 and 1917 there was a sharp increase in the number of

magazines - a phenomenon dubbed, at the time, "mepioSikiTts ".° This

* Papakostas, p. 212 ff.

* Dimitris Gounelas, "The Literary and Cultural Periodicals in Athens between 1897 and
1910", Mavrarogdoos , no. 17 (June 1981), p. 14 ff.

" H.L. Karaoglou, "Afnvaikd Aoyoteyvikd TlepioSikd (1920-1924), BiSAioypadla kat
mapovolaon ", Avrlyaon , Athens, ELIA 1984, p. 153.
* Ibid.

* Dimitris Gounelas, H goowadiarixif oweldnon ompy eldpmail Aoyoreyvla 1897-
1912 , Athens, Kedros 1984, p. 25.

* Tbid.

** H.L. Karaoglou, To meptodind Modoa (Avyovoros 1920-Noe. 1923), Znprijuara
torgplas 175 veocldpriaafs Aoyoreyrlas, Thessaloniki 1987, pp. 39-40.
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phenomenon was due to various factors, such as the language question

and the need to experiment with the demotic language; the need to
express new ideas, which went along with the development of the state;’®

the lack of great publishing houses; the large number of small printing-
shops. Nevertheless the large number of magazines went hand-in-hand

with the short life-span of most of them, which was due to the grave
financial problems caused by their small circulation.”’

Therefore the time during which POst-Symbolism appeared and
flourished was characterized by an abundance of short-lived literary
magazines, usually edited and published by groups of young, like-minded
people. These magazines provided the space where the Post-Symbolists
‘could easily come into contact with works by poets of the 1880s and by
the Greek Symbolists, and with European literéture in translation. They
also provided the space where the Post-Symbolists could publish their

works and express their views through critiques, articles and letters.
Some of the magazines also published books in volume form.”®

The group of people who published a magazine or regularly sent
their works to it, often constituted a literary group whose members

shared similar literary tastes. In 1921 Kleon Paraschos, talking about

literary groups, mentioned the group of Nowyuds , which supported
Palamas and Psycharis.” Nevertheless, apart from a few magazines, such

as Noyuds and Kixdos , which promoted certain writers and supported

** Gounelas,"The Literary Periodicals" , p. 14 ff.
¥ Karaoglou , Modoa , pp. 40, 55. ‘
% Gounelas, H googtadeoriaif owweldpoy, p. 299.

* G.P. Savidis, "O Kapuwrdins kat ov kpitikol Tov ", Néa Eoria, vol. 90, no.
1065, (1971), p. 1571.
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certain linguistic or poetic theories, most of them shared their contributors
and chose to present to the public foreign writers and poets who often
belonged to similar literary currents.

Thus, there is a number of magazines which, in spite of various
differences between them, forms a general, rather homogeneous picture.
One common point of reference, for example, was language: the language

used was demotic; articles on language and language disputes were
sometimes published, as for example in Euxefs and in Modoa , '™ the

general tendency, however, was a tolerant attitude towards the language

question or even a tendency to regard the language question as non-

191

existent, as was deciared for example in Arfpwmorns Another

common characteristic was the desire to promote young writers. Bauds;

for example, intended to present new works and ideas,'* while sometimes

this intention assumed a polemical spirit, like the intention of Euels to
1w 103

"purge Art of parasites and cliques".” (The "parasites” and "cliques"

remain nameiess but clearly refer to established writers). This polemical

spirit was also present in the "Manifesto” Lapathiotis published in
Noyuds in 1914.'* Lapathiotis asked young writers to destroy false idols

and to become the vanguard. Lapathiotis himself did not attend any of

' Karaoglou, Modoa , pp. 166, 172.
" Ibid., p. 161.
'? Ibid., p. 162.
'3 Tbid., p. 166.
O Nowyuds ,no. 524 (1914) and
Yannis Papakostas, Znuetdoets kar gydAia, in Napoleon Lapathiotis, H Jwrf pov .

Armdrepa oworrikijs avrofioypadlas, ed. Yannis Papakostas, Athens, Stigmi 1986, p.
205 ff.
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the meetings which followed the manifesto,'”® but the response to it'*

shows a tendency on the part of young writers to fight against certain
older, established writers, belonging most probably to Palamas’s
generation. This tendency is indicative both of a tendency towards the
formation of groups and of the fact that many young writers were
conscious of radical differences between themselves and the older
generation.

Moreover the existence of a large number of magazines allowed for
contact between young writers and the public, even if the writers did not

“always publish their works in book form. Although most of these
magazines had a rather small number of readers,'” through the contact

‘between writers and readers they created two additional factors, which
played an important role in the literary climate of that period apart from
those mentioned above. One factor was the "kavovikii AetTovpyia |...]
evds Pacikot feouot Tns AoyoTexvikns uas {wis, mov €lvar n

éykalpn kplon exSooewv Twv vedTepwy 1Slws ovyypagéwy ".'* The
second was the existence of a public platform for young writers; this
probably played a role not only in the formation of Post-Symbolism but in
the composition of some Post-Symbolist poems too. That is, the existence
of a public platform may have been transformed into an internal factor of
Post-Symbolist poetics, since the poets would be writing in the knowledge
that their poems could soon be published and read by a certain circle of

readers (including their fellow writers). Thus, Post-Symbolist poetics may

' Lapathiotis, H ¢wif pov, p. 127.

" Ibid., and Papakostas, Znuetdoets , p. 207 ff.

17 Karaoglou, Movoa , p. 53 ff.

"¢ Savidis,"O Kapuwwrdkms kat ot kptricol Tov ", p. 1568.
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have been formed taking into consideration the expectations and tastes of

the small circle of the readers of the magazines. That is, of a small circle

9

consisting chiefly of literati'” who belonged to the petty-bourgeois and

bourgeois class. For example the theme of the poet’s isolaticn in society
may reflect a feeling or a realization of writers of the time who through
these poems acquired an identity and confirmed their existence by
defining their relationship with the rest of society.

The magazines created a literary framework different from that of
previous generations. "It was through these periodicals that the wﬁters
felt free to introduce new ideas and to use whatever language they
preferred. And it was those involved in the publication of periodicals
during this time who brought about cultural change, bringing Greece for

the first time into the modern period within the framework of

contemporary European thought".'"

This contact with European thought and literature which began at a
time when the Generation of the 1880s was flourishing facilitated the
introduction of European Symbolism into Greece. The poets influenced
by it were assisted in forming a unified poetics by the magazines that
brought them into contact with each other and with European literature,
and made them aware of their common literary preferences and of the
differences between them and poets belonging to other literary currents.
Moreover the magazines offered them a public platform which may have
become an internal factor of their poetics since it delimited the circle to

which the poems would be addressed.

' Karaoglou, Modoa , p. 60.
""* Gounelas, "Literary Periodicals"”, p. 33.
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- 1.2.3. _The Readings of the Post-Symbolists

The character of the "cultural change"” brought about by the
magazines in the field of literature can be observed through an
examination of the literary texts published in the magazines, the currents
to which these texts belong and the role played by these currents in
Greek literature. Here, however, the texts published in the magazines are
of interest only as potential reading material for the Post-Symbolists. The
question posed here is what the actual readings of the Post-Symbolists
were, whether these readings helped in the formation of the Post-
Symbolist poetics, and, if so, how. The texts published in the magazines
of the time serve as indications of what the Post-Symbolists read, while
rthe evidence can be found in translations, critical or autobiographical
téxts, letters and articles written by some of the Post-Symbolists
themselves. |

In the case of European literature the common readings of the Post-
Symbolists were the works of writers connected with French Symbolism.
Apart from French Symbolism, the variety of their readings‘ wasnlarge,

and this is probably connected with the large variety of texts the
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magazines presented to the public. " Lapathiotis, for example, mentions

Emile Zola, Gustave Flaubert, Théophile Gautier, Pierre Loti and Guy de

Maupassant among his readings, as well as Edgar Allan Poe, Hans

"' The magazines I have looked at are: Néz Eoria, Noyuds, Néa Téyrn, Avfpowmdrs,
Kocningf, Kovrurf wae Molnor, Movoa, Kiklos, Néow Buuol, Madpos I'dros, Kpirixif
xat Téyrn, Ipwromopla, Zexlvnua, Pvuds, 2ijuepa, 15¢a, Hynow, Aoyoreyia,
MeiérrKoeringf, Ivor, Néaz [pdupara, Myods, Buuds; Adgpa, Euels, Oc Néoc .
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Christian Andersen, Leonid Andreyev, Jules Laforgue, Oscar Wilde,

Maurice Maeterlink, Rabidranath Tagore, and Albert Samain among his
favourites.''* In addition to his writings on Francis Carco, Jules Laforgue
and Oscar Milosz, Papanikolaou also wrote articles on Rainer Maria
Rilke, James Joyce and Léon-Paul Fargue,'’’ while Karyotakis translated,

apart from Symbolists, Heinrich Heine, Fréderic Mistral, Charles Guérin,
Marie von Ebner-Eschenbach, Francis Viélé-Griffin, André Spire, Laurent
Tailhade, Nicolaus Lenau and others.'**

This variety of readings signifies a new thinking. The poets
"apxifovv avyd-ovyd va unv xoptalvovy p€ Tnv TYEVLATIKT) TPOFT]

nlls

mov Tous mpoagépovy TO mapeAbov, n mapddoon and they choose

to read contemporary writers instead of older ones. It also indicates that
the influence of French Symbolism on Greek poetry was not a
coincidence but rather a conscious choice on the part of the Greek poets.

The influence of French Symbolism on Greek Post-Symbolism has
often been discussed in general terms, '® with the emphasis placed on the
sources of influence. It has been specifically examined in the case of
Karyotakis'"’, this time with the emphasis on the creative nature of this

influence. That is, the influences are traced in connection with the

character of Karyotakis’s poetry and are regarded as a function of this

"2 Lapathiotis, H (wif pov, p. 128 and Papakostas Znuetdoets, p. 212.
'3 Mitsos Papanikolaou, Kot 24, ed. Tassos Korfis, Athens, Prosperos 1980.
" K.G. Karyotakis, IToujuara kat medd, ed. G.P. Savidis, Athens, Ermis 1980.

"'"* Adamantios D. Papadimas, Aoyorcymnd Xpomnd. H mopela pias yemds,
Athens, Orion 1944, p. 49.

"¢ e.g. Andreas Karandonis, Ewogaywyrj orp vedrepn molpon, Athens, Papadimas
1978, p. 121 ff.

"7 Steryopoulos, Ot emdpdoetss . Tokatlidou, O¢ peradpdoets .
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character rather than as its mainspring. For example, speaking about
- Moréas’s influence on Karyotakis, Steryopoulos stresses their similarities,
~ such as the motif of escape and their romantic pessimism, as well as their
dissimilarities, such as Moréas’s stoicism, which contrasts with

Karyotakis’s despair. The same method is applied in tracing the
influences of Baudelaire, Laforgue, the fantaisistes and others.' "’

The Post-Symbolists themselves employed a similar method of
approach to French Symbolism to the one employed by Steryopoulos and
Tokatlidou. That is, they accepted the presence of French influences in
their poetry but they did not regard these influences as static. For
example, Tellds Agras, speaking about Karyotakis’s poetry in connection
with that of Baudelaire, mentions that the principal motif of Karyotakis’s
Zafrzpfg is Baudelaire’s "L’Héautontimorouménos” but it is a motif
presented in a contemporary way. Moreover Agras regards Karyotakis’s

poetry as part of a line starting from Baudelaire and passing through

119

Verlaine and Laforgue. Papanikolaou on the other hand affirms that

“Karyotakis did not manage to find a poetic voice of his own and that the
influences of Laforgue, Baudelaire and others are apparent in his poetry,

while Agras managed to find a voice of his own through the various
influences.'”

Setting aside the different opinions on various poets regarding their
influences and the extent to which they managed to assimilate these

influences, the references of the Greek Post-Symbolists to French

Symbolism have one main point in common. The Post-Symbolists view

™ Ibid., p. 221 If.
" Néz Eovla, vol. 4, no. 13, (1928), p. 726 ff.

120 Papanikolaou, pp. 35-36.
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their poetry as deriving not only from Greek but also from European

poetry. For example Agras regards Karyotakis’s poetry as a continuation

121

of lines that had started from or passed through Laforgue and Cavaty.

The same attitude is implicit in Karyotakis’s decision to include
translations from European poetry in his second and third collections of
poems, in Kleon Paraschos’s book, Ewuootoyre motrjuara kat etxootdio

122

7ov Baudelaire and in the various translations of European poetry

published by some Post-Symbolists in magazines of the time.
Therefore the interest displayed by the Post-Symbolists in French

Symbolism through their translations, critical readings and the influences
they accepted,'® constitutes not only a manifestation of a common mood

but also a radical act on the level of literature. This act consisted in
transposing Greek poetry into the area of European poetry. By

recognizing as their antecedents both Greek and French poets and by

124

tracing links between these poets, they shift the central point of

reference of Greek poetry from tradition to a dialogue between poets and
literary currents which assumes a pan-European character. This is
probably connected with the efforts made in that period towards the
Europeanization of Greece and with the bourgeois development, which

led to a culture less characterized by tradition than by features common

" Agras, Kpemikd B, pp. 192-93.
22 A critical comment on Paraschos’s book appeared in Av§pwmdrys, yr. 3, no. 1,(1922).
"2 Proof's of this interest can, for example, be found in
G.K.Katsimbalis, EAMpuarf BiBlioypadla TTavdov Beolaly , Athens 1956
G.K. Katsimbalis, EMpuarf Biflioypadia Kapdlov Mmuwrrialp, Athens 1956
G.K. Katsimbalis, EAmzar) Biflioypadla Avvas vre Nodey , Athens 1960.
' e.g. Tellos Agras: "H owwroula Tov [Laforguel ki n mapaoidmmon, exéridwon s

pataiémmras s efwTepikevoews, Guuller Tov Siké pas Kafdgn", Modoa , yr.
2, no. 10 (22), (1922).
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to many European countries. This choice of the Post-Symbolists was
mentioned by I.M. Panayotopoulos in 1922. Panayotopoulos speaks about
the "Svokodos kArjpos " of this "poetic generation": "To mAnoiacua s
véas uas TEyvns mpos Ta peyuata mov SiacTavpwvovtalr o’ dAo Tov
moALTLOUEVO Kbouo, N mapakodovbnon Twy Véwy LEedv, Twy véwy

Tdoewy, Twy Véwv gyoddv " and contrasts this to an art confined to a
locally defined space.'”

The readings of the Post-Symbolists in European literature facilitated
the formation of Post-Symbolist poetics both because the Post-Symbolists
turned towards the same literary currents and because through their
readings they developed an attitude towards Greek literature which
distinguishes them from previous generations.

It remains to examine the nature of the readings of the Post-
Symbolists in Greek literature; that is, their preferences, their reactions to
the poetry of the previous generation and the values they emphasize or
ignofe. |

The two main points of reference in the critical articles, comments
and lectures of the Post-Symbolists are Palamas and Cavafy. Through
their references to these two poets the Post-Symbolists also present some
aspects of their own poetics by raising questions such as the poet’s
relationship with his time or the use of language in poetry.

Post-Symbolist attitudes towards the poetry of Palamas usually vary

between silence, reserve and rejection. Apart from the hostile reactions

'2* T M. Panayotopoulos, Movoa , no. 26 (1922), p. 35, quoted in:

H.L. Karaoglou, H AGnpraixii xotrikif kaw o Kafddns (1918-1924) ,
Thessaloniki, University Studio Press 1985, pp. 79-80. Karaoglou notes the contradictory
case of Kleon Paraschos who was sometimes open to foreign influences and other times
"eMnvokevTpirds .
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of Yannis Apostolakis and Fotos Politis which were mainly connected
with the ideology of the two critics,'* the first reacticn based on a

different concept of poetics is probably that of Hatzopoulos in Noyuds in
1910. Hatzopoulos does not dispute the dominant role of Palamas’s
poetry but argues that Palamas is not the only case in the history of

literature of a writer who "éogupe oTous duous Tov uia oAdkepn e€moxTi*
without being either a great poet or a great critic.'”” His reaction on the

level of poetics was summed up thus:

Kt elte matpidmns, e€lte cooraliomis elval

o moinThs mpémel va unv Eexvd T onuacia
™S ekdpacTikis apTioTTas, ™y afla s
Lopdlis kaL Tov puduor, T {wvTavéTnTa Kal

™Y ainbeia, mov xpeld{eTar yi.a mPWTO TOU

oo éva ainbuvé kaiitéxvnua. BéPBata n 16éa
TOU TOoLNTY] SlveL TO UETPO TNs (WTLKYS TOU
Svauns kat Tns arfowmorikis aflas Tov, pa
via va evepynoel alotntikd avr n tééa amaitel

Kar ™y apuédia kadlTexvikT éxdpact; e

Thus, one of the first Symbolists who appeared under Palamas’s
"heavy shadow" differentiated his poetics from the prevailing poetics of
Palamas by shifting the centre of gravity of a poem from the ideas
expressed to the poetic integrity with which they are expressed; that is,
by opposing the poem as a whole system to the poem as an expression of
ideas, as is often the case in the poetry of Palamas. This differentiation
from the poetics of Palamas was one of the causes of silence, reserve
and hostility towards Palamas’s poetry on the part of the Post-Symbolists.

At a time when Palamas was not only a dominant force in poetry but

'* Dimaras, [ o7rgpla, pp 443-44.
77 X.A. Kokelis, "Ot mpoBAnuariouol s xpetikts kar o Tlaiauds, 1880-1910

(owaywyh Texunpion) " in H Kpirikgf orp vedrepn EANESz , Athens, Eteria Spoudon,
1981, p. 129.

= Thid., p. 135.
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also a point of reference,'? silence was probably one way of undermining
his importance and durability in Greek literature. Lapathiotis, for
example, although he valued Palamas’s tacit approval of a poem of his

above any compliment,'” and spoke about Palamas's unique position in
Yy P p que p

Greek literature ("n 6éots n evalofnra Aemmd, n efaipeticti, Tov
TMaiaud, n oyuBorri Tov a1y Aoyorexvia pas, n cofapd kai

' did not mention Palamas among his favourite

modvripordmn "),
readings. Another characteristic silence is that of Tellos Agras prior to
1936. Although Agras wrote his first critique of Cavafy in 1921, his
first critique of Palamés was not written until 1936 in honour of the fiftieth

anniversary of the publication of Palamas’s first book of poetry.”*’

Agras’s attitude towards Palamas in 1936 and afterwards was one

of reserve. Although he regarded Palamas as the poet who breathed new

lyricism into Greek poetry, ™

he avoided committing himself on the
subject of whether or not Palamas was a great poet. Apart from the fact
that Agras avoided the use of the adjective "great" as a critic,'” the

conclusion of his article on Palamas in 1943 seems to refer to
Hatzopoulos’s opinion that being the representative of his time is not

necessarily a proof that a poet is "great". Agras wrote that he did not

'# See, for example, Varnalis, pp. 85-86 for the naming of the magazine Hynpow .

"*® Lapathiotis, H fwsf pov , p. 87.

"' Lapathiotis, "Tlpotmobécets ", EActvbepor Brjua , 28.10.1924, quoted in
Karaoglou, H AGpraixif xotrixf, p. 34.

%2 Kostas Steryopoulos, Znuetdoets , in Tellos Agras, Kot riwd , vol. A, ed. Kostas
Steryopoulos, Athens, Ermis 1980, p. 215.

" Ibid., p. 217.

'* Agras, Kaeriwed A, p. 123.

9 Néa Eorla, vol. 4, no. 20 (1928), p. 949.
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know whether Palamas was a great poet or not, all he knew was that

modern Greek poetry without Palamas would be a fairy tale without a

136
hero.

Much earlier than Agras - in 1919 - Kleon Paraschos continued
along the lines of Hatzopoulos in a critical comment on Palamas’s Ta

Ilaodxatpa Paraschos began by declaring Palamas, "O BaotAevs s

mveyuaTikrs pas (wiis",'”” with the reservation, however, that quantity

may have been detrimental to quality, and went on to analyze the "ptdi«7}
Sitagopd " between the aesthetic opinions of Palamas and those of
younger poets. One basic difference lies in "pn7ropsia " (verbosity).
According to Paraschos, Palamas regarded verbosity as the most
important element of poetry, while "euels moredoyue ¢t n pnropela
oubémroTe Ba €LoéAbet oV TEepLoyTiv Tns dboAns Téxvns . One
difference then lies in the sources of poetry or inspiration: instead of being
inspired from within, Palamas took his themes from outside and worked
on them "pnToptkd ". This is another point of contrast between Symbolist
poetics and the poetics of Palamas related to the problem of poetic
integrity posed by Hatzopoulos. For the Post-Symbolists poetic integrity is
achieved not only if the dominant element of a poem is artistic expression
(e.g. thythm, musicality), but also if the poem is the expression of a mood
instead of an idea.

Therefore mood and techniques of artistic expression are
interdependent in the poetics proposed by Hatzopoulos and Paraschos

(the latter speaking on behalf of younger poets and using a collective

' Agras, Koemixd A, p. 176.

' Kleon Paraschos, "Kworj laaud, Ta Iapdkawa 1’ évay mpéroyo', Ot
Néoe , vol. 2 (1919), p. 56 ff.
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"we") as an alternative to the poetics of Palamas, which they consider to
be dominated by two factors: ideas taken from the outside world without
being linked to the mood of the poet, and the "pnTopikr} " elaboration of
the ideas in question, while music and other elements of expression do not
play a dominant part.

Paraschos classified Palamas among the "poétes rationnels” who
enclose their emotion in logical forms, which the reader conceives
statically. These poems are "Stadoyal vonudTwy ", with a high level of
verbal cliché, and do not appeal to the reader’s irhagination. As an
example of the other kind of poet, for which no term is proposed,
Paraschos mentiéned Solomos in whose poetry words abolish their own
~boundaries ("dpta "), ceasing to be logical forms and becoming musical
tonalities, and thereby rendering the linés of a poem an "aéraov
. Ylyveobar ". When the words break their "Aoyikd Seoud ", they suggest
;_m"'/cdn mAéov Baby kar povows " leading to the " ydpa Twy peufacudy

kat Tov oveipov " and awakening "atofriuata kai cvvaiobripaTa mov
Sev ebokiudoaue moTé " |

A third objection concerns vocabulary. Paraschos considered
Palamas’s vocabulary to be strictly "duyxapkd " and argue‘dkthat for many
writers of Palamas’s generation, language was an end rathér than a
means.

Paraschos seems to sum up some main points of the Post-Syrhbolist
anti-Palamic attitude, indications of which were frequent in the magazines
of the time. For example in ITypods one can find protests about the
reserved attitude towards Pavllamas‘ adopted by Ba)/zo’sj while Euels

condemned the "eumadri avrohBaviléuevn kMika " of Noyuds which
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 "kaTnyopel Tous ykpifous mounTés (evvoel BéBara Tous vmoBAnTLCOUS

povtéovous Texvites) ".'** Therefore what Paraschos expressed appears

to be the collective opinion of the Post-Symbolists who while reacting
against the poetic system of Palamas formed their own poetic system.

In 1933 Alkis Thrylos repeated the accusation that verbosity
dominated Palamas’s poetry, and also attempted to place Palamas in his
time. She characterized him as an "opywT7j ", saying that he dealt with
important and universal subjects, thus broadening the Greek horizen of
thought. He also employed many techniques of expression, demonstrated
the potential of the demotic language and enriched it. He did not,

“however, assimilate any of the ideas he acquired through his readings and
the beliefs expressed in his poetry were frequently coniradictory. Hence
the "pnTopikds " character of most of his poems. Thus, Palamas
responded to the demands of his time, introduced many new ideas into

Greece, opened up innumerable avenues, but did not manage to

transcend his time.'**

The problem of Palamas’s poetry belonging to a different time from
their own was apparent in the attitude of the Post-Symbolists towards
him. I.M. Panayotopoulos summed up this problem in 1946, saying that
Palamas’s response to questions which were exercising the younger
generation were becoming more anaemic day by day. "Twidray o
TonTIis pLas diAAns emoxris. O KaBdéns, avtifeTa, avrioTolyoioe

oe uar Babutepn Sidbeori pas.[..]H yewmd pas rnrav n mpoopLouévn

138 E/IE[S'. yr. 1, no. 1 (1924).

' Alkis Thrylos, "O Kworis Madauds Sunynuatoypdos”, Xrjuepa, yr. 1, no. 2
(1933), p. 51 ff.
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va Tov kataidBer". '

 For the Post-Symbolists Cavafy constituted the second main point of
reference in Greek literature. In contrast to their attitude towards the
poetry of Palamas, the Post-Symbolists were not only positive towards
the poetry of Cavafy but also tried to promote it at a time when critical
hostility to Cavafy was very strong in Athens. During the 1920s the war
waged by some of the Athenian poets against Cavafy reached its peak.

In 1926 Palamas denied that Cavafy was a poet, defining his poems as

n 141

"pemopTd{ amd TOUS aALWVES Cavafy's poetry was not only

attacked by critics (such as Dimitris Tangopoulos in Noyuds and Fotos
Politis, but even parodied in the pfess A |
Earlier, some p’ositive critiques of Cavafy had appeared, such as

those of Xenopoulos, Galatia Kazantzaki, Periklis Yannopoulos, Anghelos

Sikelianos, but it was the Post-Symbolists who based their admiration of

143

Cavafy’s poetry firmly on concrete arguments.  The promotion of

Cavafy’s poetry was achieved both through lectures given by the Post-
Symbolists and through letters written and published by them.

Néa Téyer , for example, often published Cavafy’s poems, and, as

" I.M. Panayotopoulos, Tz Ilpdowma xat ta Kelueva , vol. 4, Athens, Aetos 1946,
pp. 12-13. _

“' Palamas, 14, p. 180. The case of Palamas's reception of Cavafy's poetry is, however,
more complicated. In 1924 he rejected both the contemptuous and the enthusiastic approaches
- to Cavafy's poems, suggesting that Cavafy's poems could be seen as "7o uayikd
akodovbnua TpayovSiov pall eumvevouévov kar peAeTnuévov mov koupaTiaoTd kai
AlyaAyo davepiverar kar duws elvar éva, kai. oy ovola Tov kaL oTo OXviua
Tov " (Palamas, 12, p. 174). On the common misapprehension of Palamas’s attitude to
Cavafy, see G.P. Savidis, Muxod Kafagixd 2 , Athens, Ermis 1987, p. 399. See also
Palamas's letter to Katsimbalis on 15.8.1929 in Kostis Palamas, AMploypagla , vol. 3
(1929-1941), ed. K.G. Kassinis, Athens, Idryma Kosti Palama 1981.

“2 M.H. Yeoryiou, "O KaeBd¢ns «at n dpvnon. Ztafuol s avrikafadikris
kottirgs ", Embedonon Téyens , vol. 18, no. 198 (1963), pp. 657-59.

' Ibid., p. 654.

51




Panayotopoulos points out, Modoe tried to enlarge Cavafy’s sphere of

influence, at a time when his poetry was parodied and ridiculed in every

144

possible way in Athens. " In 1924 Psycharis sent a letter to Kot7ta7) xat

s 11 145

Téyrn characterizing Cavafy as "o kapaykiddns m™s Anuotikiis”,” to
which Lapathiotis responded by applying the same term to Psycharis.
This response was not puBlished,”E’ but Cavafy was aware of
Lapathiotis’s support as can be seen from his letter to Lapathiotis of
1925.""" Lapathiotis, Papanikolaou, Agras, Karyotakis, Emmanouil and

QOuranis appear on the lists of pecple to whom Cavafy sent individual

poems or small collections.'*

Agras’s public lecture on Cavafy in 1921 marked the beginning of a

new attitude towards Cavafy’s poetry.*’ Agras spoke of "aArffeta o

oUAAnYm Twy mounudTwy ", of "ovoia oTo mepieyouevo " and of

" 150

"akeparbTnTa oTnv éxdpaon , while he also traced Cavafy’s

influence on the realistic and tragic expression of Karyotakis’s Zd7¢pes*>*

Later, Panayotopoulos, too, likened Cavafy to Karyotakis, affirming that
the pessimism of the one and the painful protest of the other express their

. 152
fime.

' Karaoglou, Modoa , p. 71.

"“* Kotrirf «kat Téyem, yr. 2, no. 3, (1924), p. 95.

“s Papadimas, p. 94.

" G.P. Savidis, Ot «afaginés exddoets (1891-1932), Hepiypadiy xat cydiio.
Bifhioypagicif MeAérp, Athens, Tahydromos 1966, p. 189.

“® Ibid., pp. 230, 248, 273 ff.

'* Yeoryiou, p. 654.

' Agras, Kouriwd A, p. 81.

' Agras, Koemixd B, p. 193.

'*2 Panayotopoulos, Ta Iodowrma , vol. 4, p. 13.
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The Post-Symbolists promoted Cavafy’s poetry, thereby promoting a
system of poetics opposed to that of Palamas'®® and presenting some

similarities to their own. Cavafy’s unorthodox language, original forms,

hedonism, absence of idealism and "decadent" undertones were probably
the main reasons for the hostile reactions of Palamas’s generation."”* At
the same time, these features were probably the chief reasons for which
the Post-Symbolists supported and promoted his poetry.””® Lapathiotis, for

example, stated his preference for those of Cavafy's poems "mov

eykAelovw v (6éav Tns avauviicews, TNS VOTTAAYLKTIS

n 156

avamoAnoews, Tns MvoTikomabols vmoBoAns . He also stated that

n 157

. Cavafy's poetry "avolyer Tous opllovras tns maykooulov Téxvns",
thus placing Cavafy's orientations in the same context with the
_orientations of the Post-Symbolists.

| Apart from any differences between Cavafy and the Post-Symbolists
or any possible CaVafian influence on Post-Symbolist poetry, Cavafy’s

poetry assisted the formation of the Post-Symbolists poetic system by

'** This, however, did not mean that they promoted the binary opposition between Palamas
and Cavafy. See, for example, Lapathiotis (1924), quoted in Karaoglou, H Afnvai«ij
kpLTLkT) , p. 34: Lapathiotis accused Tangopoulos of trying to create a "StamdAn evreAds
mpoawmikt} " and expressed his belief that no question of "mpwTokabfeSpla" existed.

'** Yeoryiou, p. 666.

*** An exception to this was Kesar Emmanouil who interpreted positive receptions of
Cavafy's poems as follows: "To atofnTicé pevua mov Samepvd, mapdIAnia ue To
StavonTikd, THv kaBagikrj molnom, n avaBlwon rkdmolwy Anouovmuévwy eldwAoraTpLkdy
Lbavikdy, Snutovpynoav piav atudogaipa Gamweris, tdavikd epeboTikn) yia TiS
OaVvOooVaALaTLKES TTapopUTiOeLs UEPLKLY kalL Tepmvd meplepyn yia opLouévovs
ovour ", Emmanouil, "O KaBdgns cav montijs kar apynyds oxolrs",
éié/aye‘wqap , no. 10 (1928), p. 439 ff, quoted in Karaoglou , H A&praix7j xptmixsf , p.

'ss Lapathiotis, "Zvyypovor mountal (K.II. KaBdgns)", EActfepor Brjua, 6.5.1924,
quoted in Karaouglou, H A&praixij xptricrf, p. 107.
"7 Lapathiotis, Ne@ Téyery, no. 7-10 (1924), p. 99, quoted in Karaoglou, H A&praixif
wkoerekaf, p. 107.
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pointing to a way out of the poetic system of Palamas. Moreover, by
promoting Cavafy’s poetic system and opposing it to Palamas’s, the Post-
Symbolists were instrumental in changing the orientation of Greek
literature, and opening up new paths for the Generation of the 1930s.
Several references were made by the Post-Symbolists to other
readings in Greek literature. For example Lapathiotis mentioned among

his favourite writers (apart from Cavafy), Solomos, Kalvos and
Papadiamantis.””® Concerning Sikelianos, Varnalis and Kazantzakis the
Post-Symbolists mostly preserved silence. Lapathiotis referred to his
friendship with Sikelianos,'”” but made no comment on his work; Agras

regarded Sikelianos’s poetry as the kind of poetry which other critics
might label "great": "a¢rivouue Tov augiBérov mepLekTLKOTTITOS QUTOV
xapakTnptoud [ueydin molnon omn Sidfeon dAAwy KoLTLKGY Kal yla

kpLTikés dAMwy épywy [not Karyotakis's] - m.y. Tov kuplov Ayyelov

s 1 16

Zikehavoty ".* When a pastiche of a part of Kazantzakis’s Odroveia

was published, suspicion fell on Lapathiotis."” This small amount of

evidence, however, is insufficient to build up a picture of the attitude of
the Post-Symbolists towards these three poets. It can serve only as an
indication that these poets probably did not constitute points of reference
for the Post-Symbolists.

In contrast, the first Symbolists - Hatzopoulos, Gryparis and Porfyras
- and Malakassis seem to have been central points of reference for the

Post-Symbolists, not so much in critical articles as in their actual poetry, in

'** Lapathiotis, H ¢wrf pov, p. 212.

'** Ibid., p. 91.

' Néa Eorla, vol. 4, no. 20, (1928), p. 949.

*® Néz Eorla, vol. 5, no. 55 (1929), p. 230.
: 54



which the influence of the first Symbolists is clearly perceptible. In

Karyotakis’s poetry, for example, Steryopoulos has traced the influence of
both Porfyras and Malakassis.'” According to Agras, Gryparis

succeeded in introducing the musicality of foreign poetry (for example

that of Verlaine) into Greek, while Hatzopoulos’s failure can be ascribed
to his attempts to distort the language by breaking its rules.'® Agras also

referred to Gryparis’s imaginative powers and to the compelling words

and images he employed, while condemning the Parnassian character of
some of his poems.'**

Through their readings in Greek literature the Post-Symbolists
suggested a new orientation for Greek poetry. By rejecting Palamas’s
T‘p‘oetry or reacting against certain elements in it they created space for
different poetic systems. Whithin this space, apart from their own poetry,
”they promoted the poetry of Cavafy and of the first Symbolists, thus
suggesting both a new conception of poetry and a new conception of their
age. Moreover through their negative reaction to Palamas and their
approval of Cavafy, they focussed on certain elements of poetics.

Thus, the readings of the Post-Symbolists in both European and
Greek literature had two major consequences. First, they contributed to
the formation of Post-Symbolist poetics through common preferences,
adverse reactions and the raising of issues that helped in the definition of
a space of poetry and poetics. Second, they contributed to a reorientation
of Greek poetry towards new values and dominant €lements, while at the

same time contributing to the transposition of Greek literature into the

'®2 Steryopoulos , O¢ emdpdoets , pp. 57,59, 138, 140, 217.
' Modoa , yr. 2, no. 10 (22), (1922), pp. 155 ff.
% Agras, Kpemiwd B, p. 77 ff. '
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area of European literature.

Literary cafés, literary magazines and the readings of the Post-
Symbolists are three interconnected factors, which played an important
part in the formation of Post-Symbolist poetics. The literary cafés
provided a meeting-place for the Post-Symbolists, while the literary
magazines both published their poems and made available to them the
work of Greek and foreign writers. Their readings helped them to clarify
their own system of poetics. Moreover they opened up new directions in
Greek literature by rejecting the prevailing poetic system of the
Generation of the 1880s and promoting new poetic priorities.

At the same time the literary cafés,-the literary magazines and the
Post-Symbolists’ readings in foreign and Greek literature, apart from
being external factors in the formation of Post-Symbolist poetics, also
played a role in the internal structure of the poems themselves. Literary
cafés are part of the poetic landscape of Post-Symbolism. The literary
magazines may have defined the circle of the readers of Post-Symbolist
poetry and consequently helped to create the horizon of expectations of
that circle. The readings in foreign and Greek literature are assimilated
into the system of Post-Symbolist poetics as influences, as parallels or as

points of antithesis.
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1. 3. The Reception of the Post-Symbolists by the
Generation of the 1880s

The orientation of Greek poetry promoted by the Post-Symbolists
deviated from that of the generation of Palamas, sometimes to the extent |
of being radically opposed to it. Since this reorientation was both a
feature and a consequence of Post-Symbolist poetics, this opposition can
be viewed as a conflict betwen the two systems of poetics.

The leading figures of the generation of Palamas either ignored the
Post-Symbolists or gave them a negative reception. These responses
can be seen as evidence of the differences between the two systems of
poetics. -

Here I will explore some major aspects of the poetics of the
Generation of the 1880s, mostly concentrating on the critical works of
Palamas, since he was the leading figure of this generation. The purpose
of this is to find the reasons behind the hostile reception of Post-
Symbolism on the part of the Generation of the 1880s, and to outline the
poetic system which dominated Greek poetry at the time Post-Symbolism
appeared. The reasons for the critical reception and the essence of the
poetic system of the 1880s are related both to the context of the time at
which Post-Symbolism appeared and to the cultural factors which
contributed to the formation of Post-Symbolist poetics. That is, the
poetics of the generation of Palamas formed both a part of the ideological
framework of the time and a point of reference, albeit an implicit one, for
the Post-Symbolists, thereby forming a part of the literary framework of

Post-Symbolism.
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The poetics of the Generation of the 1880s revolve around three
dominant notions: (a) demoticism, (b) nationalism and (c) the "orphic”"
conception of poetic language.

Drawing mainly upon Dimitris Tziovas’s work on The Nationism of
the Demoticists and its Impact on their Literary Theory, 1888-1930 , 1
shall explore these notions, in order to examine the ways they are

interrelated and interact to form a system.

1. 3. 1. Demoticism

Demoticism was probably the chief unifying force of Palamas’s
generation. As Xenopoulos put it, "Tlap’ dAes Tis eml uépet

avTLyvaules, exelvo mov pas évwve kal las abérgwve 1iTav o
Anuomikiouds. Mmpoord o’ avrj ™ MeydAn 18éa, dda T° dAa
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[...] "drav (qmiuaTa Sevtepevovra Apart from a linguistic

movement, demoticism also constituted a certain subject-matter.
According to Xenopoulos again, "n aydmm s Adikis (wiis

mponynfnke amwd TV aydmm Tns Aalkns yAdooas. Emeita evdbnkav,
ovuBabicave, kar o Svo palt amoredéoave 1o Anuotikioud". '* The
interest in folk life was reflected not only in prose by the flourishing of

nboypadia but also in poetry. Writers and critics of the Generation of the

'** Grigorios Xenopoulos, "O Tlalauds amé kovrd", Néa Eoria, vol. 34, no. 397
(1943), p. 15.

s Tbid., p. 16.
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1880s considered folk poetry to be a continuation of ancient Greek
poetry; according to Palamas, for example, "n vyrjs ato@nmikdmns, n
Siavyeta, n mAaoTikéTns, n xdpts [€ival] kowd ywwplouara s T€

n 167

Snuddous kat TNs kAaolkms TOLHOEWS Folk poetry therefore

provided the critics of the time with the argument that the ideas which
were expressed in classical antiquity and constituted its character were
expressed in modern times in the demotic language; and moreover that
demotic was the only language in which such ideas could be expressed,

since it was the language spoken by the people who had spoken ancient
Greek.'®

By cultivating the language of folk songs, the poets took upon

themselves the task of expressing the ideas contained in folk songs, that
is, the "eOukri guxri ".'” The expression of the "efukrf Yuxrj "appears
to have been one of the chief goals of Palamas’s generation and
consequently a dominant element in their poetics, deriving from
demoticism but also leading to it'™ .

This objective was largely responsible for circumscribing the
subject-matter of their poetry. In order to express the national soul,
poetry had both to adopt the subject-matter of folk songs and to become

an incarnation of ideas and moreover of ideas that were to be

"eOvomAaoTikés ". This term was used by Palamas in defining Solomos’s

'7 Kostis Palamas, A7arra , 2, Athens, Biris, p. 130.

¢ See, for example, Yannis Psycharis, To Tadlét pov, Athens Estia ,1905, pp. 176-
190.

'** Nestoros , p. 152 ff.

'” For a discussion of Palamas's concept of the "efuikrj ¢uxri ", see Venetia
Apostolidou, O Kwor7fs Malauds ws torgoids 175 Neocddnpminris Aoyoreyrias
Thessaloniki 1990, pp. 93-102.
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poetry as an incamnation of three great "efvomiaoTikés " ideas: the idea

of homeland, the idea of beauty and the idea of language.'”

Language,
apart from being connected with the idea of homeland, was, according to

Palamas, inseparably linked to ideas in general from the time of their
creation: "Tewd 8éas, ba eumj ovyxpdvws yewd kai yrdooay''™
This indicates that the demoticist poet may use the ideas expressed
by folk poetry as a starting point or as a point of reference but does not
necessarily restrict himself to these ideas. Palamas, for example,
commenting on Drosinis’s EtdZAdta presented two ways of dealing with
tradition: "7 adopuduevos udvov €f avrdv v’ avamddop kal
emefepyacti ev Snuiovpyky) epyacia Tov puibov katd Tas LSLoTporrias
s Modons Tov, 11 va agetyj eis Ty moTiy auTob SaTimwoly €v

xpovoypadiky evouverdnoia """ While Drosinis chose the latter method,

Palamas himself mostly adhered to the former. In cultivating the demotic
language, he also cultivated new ideas. Thus, the expression of the

“eGuikr Yuxi is actually combined with the expression of
"eBvomAaoTikés 18ées” which are intended to shape the "efvikri Yuxm”
Greek poetry of the 1880s functions therefore in a similar way to
nfoypadia. Hloypagia aims at a kind of realism, but "this literary realism,
whose apparent aim and whose actual method were to describe in minute

detail the real life of the countryside, in fact had the more fundamental

aim of creating a new 'reality’ - a tradition of Greekness which the urban

' Palamas, 2, p. 23.
'72 Palamas, 2, p. 296.
72 Palamas, 2, p. 132.
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reader of ethography could call his own".'™

Demoticism therefore, according to its practitioners, provided both a
link with classical antiquity and a means of expressing the beliefs, mores
and aspirations which in the Demoticists' view constituted the character
of the Greek nation. The poetry of the demoticists did not simply reflect
this character but tried to shape it too, according to the demands of the

dominant ideology of the time.

1. 3. 2. Nationalism

Since the dominant ideology of the time contained nationalism in
_various guises and in connection with various political beliefs, the
"ebvomAaoTikés 1bées of the demoticists were characterized by
‘nationalist aspirations. These aspirations were therefore present in

‘demoticist poetics. In 1926, for example, Palamas talked about modern
Greek nationalism as the aim of poetry,”” while in 1888 Psycharis was

already promoting the idea that "éva é0vos, ya va vivn €0vos, OéAel
dvo mpdyuara : va Ueyaldooww Ta gUvopd TOV KalL Ya KdAUT)
¢LAodoyia Suai Tov .1

Although several poets of the 1880s, such as Drosinis and Gryparis,

were thematically more orientated towards love, for example, than

towards national ideals, the dominant concept of the role of poets and

'™ Roderick Beaton, "Realism and Folklore in Nineteenth-Century Greek Fiction",
Byzantine and Modern Greek Studies , 8, 1983, p. 111.

'”s Palamas, 13, p. 56.

'”¢ Psycharis, p. 23.
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poetry in the 1880s hinged on the concept of the "poet-patriot”.

Palamas regarded the kind of poetic sensibility that found great ideas a

_ source of inspiration as superior to the kind which drew its inspiration
from love.'” Nationalism provided four chief phenomena which dominate

the poetics of Palamas’s generation.
The first is the preoccupation with the historical past. According to

Joshua Fishman, nationalistic ideology finds authenticity "in the lower

classes and in the distant past".'”” In the case of Greek nationalism the

quest for authenticity in the lower classes took the form of folklore
combined with references to the past, while the distant past provided the
inteilectuals of the Generation of the 1880s not only with authenticity but
also with glory. A major characteristic of the preoccupation of the
demoticists with the past was the effort to prove the continuity of Greek
history together with the effort to project this continuity and its character
onto the immediate future. It was this generation that expressed an
interest in Byzantium, regarding it for the first time as a glorious period of
Greek history rather than as the Roman Empire in decline. In 1852
Spyridon Zambelios coined the term "eAAnroypioTiavikés moALTiouds "
which was then taken up as a concept by the Generation of the 1880s.
That is, this generation tried to find unity in the Greek past by choosing
such elements as were convenient for its nationalistic aspirations; i.e.
elements that formed a Greek identity which differentiated the Greeks

from the Europeans (see, for example, the works of Periklis Yannopoulos)

"7 Palamas, 1, p. 22.
¢ Palamas, 1, p. 213.

"7 Joshua A. Fishman, Lariguage and Nationalism. Two Integrative Essays ,
Massachusetts, Newbury House Publishers 1973, p. 8.
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and pointed to territorial rights in the Balkans and Asia Minor (see, for
- example "H ®Aoyépa Tov BaotAd "). This, as Emilios Hourmouzios put

~it, constitutes the difference between Solomos’s and Palamas’s

"matptboraTpela ":

Tnv EAAdSa Tpayovbel kar o mpdTos, alid
™Y Tpayoudel ocav dpaua kar oav Gela popdn,
v EAAdéa Tpayouvbel katr o 5EUTEp05‘, aild
Y Tpayoubel cav mpdén kar cav évvora
yvewypadikti [...]. O ZoAwuds élnoe ki
EUTVEVTONKE amé [Lay €moxT) moU TO

eAMNUKS Bavikd nfiTav oTevd kal

abtaydpLora vpaouévo pe 1o Ldaviké s
eAevlepias. O Nalauds é{noe ki eumvelobinke
amo ptay emoxn 6mov To €AANULkO Léavikd

nTay oTevd kaL afexdpLoTa vpaouévo e Tov
ueyaioibearioud. '*’

The concept of "eMnroypiomiaviké mvedua " served therefore as

1 181

the creation of a "usable past”,” which Polylas, the defender of Solomos

against Zambelios’s attack, characterized in 1860 as "BAdognua

‘mapauifa "'

At the same time as describing and thereby helping to shape a
national soul, the demoticists of the 1880s, in deriving their subject-matter
from history, helped to create history too, since by selecting elements of
cultures belonging to different periods and attempting to combine these,
they create rather than describe a past.

This leads then to the second phenomenon connected with
nationalism Ain the poetics of Palamas’s generation. Through references to

the historical past and through the preoccupation with ideas that would

'* Emilios Hourmouzios, Kpcmia7f Hopela A , O Halauds xar 7 c'rm,m’ 7OV,
- Athens, Pigasos, 1944, p. 46.
'* Fishman, p. 8.

2 Takovos Polylas, Amarra ra Aoyoreymxd Kt Ta Kptrind |, Athens, Nika 1959,
p. 162
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Shape the national soul, poetry aligned itself with history on the one hand
and philosophy on the other. Thus, history and philosophy provided the
models of thought for the demoticists of the 1880s who either tried to
combine the two in their poetry, as for example did Palamas, thus defining
the space of poetry as a link between thought and action, or, through their
choice of themes that pointed to certain ideologies, implicitly admitted
history and philosophy into their poetry.

A third phenomenon connected with nationalism concerns the
attitude of the Generaticn of the 1880s towards European culture and
consequently towards European influences on Greek poetry. Periklis
Yannopculos and Ion Dragoumis probably represent the extreme of the
negative attitude, comparing the values of Greek culture favourably with

the "decadence" of European civilization. Palamas adopted a pro-

1183

European stance, arguing that an "avafdrricis of Greek literature in

European literature strengthened the former. Somewhere in between
Yannopoulos’s and Palamas’s attitudes lies the attitude of the
"Psycharists” who considered that a literary movement like Symbolism,

which was "suitable for the French" would be unsuitable and dangerous
for Greek literature.'**

These attitudes are probably reactions to a crisis, which was
historically unavoidable at the time : the collision between traditional
Greek and Western European culture. The problem faced by Greek

nationalism here was how to respond to the "exovyypcviotikés méoels

' Palamas, 2, p. 220.
¢ Tziovas, p. 381.
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Twv kaipdy ".'* The answers supplied by the demoticists, although not

all identical, all nevertheless point to the same ideology, since they
“constitute responses to the problem posed by nationalism. Thus, both
Yannopoulos and Palamas, for example, point to ways in which
nationalism could fulfil the demands of the time but not to any alternatives
to nationalism.

A fourth phenomenon prevalent in the poetics of the Generation of
the 1880s and connected with nationalism 1is related to the need for an
"efipwon ", which was felt to be urgent after the defeat of 1897. The

need for this "efdfwon " was behind the idea of health and vigour in

literature and consequently of an optimistic poetry. This applies mostly to
q y P poetry PP y

"

" poetry which falls into the categories of "Auptouds Tov euels " and

"Auptouds Twy Sdwv ", as defined by Palamas.'® Ideas of health and

'\ vigour are often related to Nietzsche’s philosophy, which plays, for

example, a leading role in Palamas’s "O AwSexdAoyos Tov T'dgrov "'V

The mission of the poet is, then, to transmit optimism to society, while the
refusal of society to comprehend his message can result in a sense of
disappointment and alienation from that society. The role of the poet,

however, is "to consider his social mission, and remaining steadfast, carry

out his role as the bearer of new ideas ".'**

If the role of the poet is to be the bearer of new ideas, his social

"** Yeoryios Leondaritis, "Efukiouds kar Sieuiouds : moAttikrj t8eoroyla ", O
ITod{mps, vol. 44, (1981), p. 43.

'* Palamas, 10, p. 496 ff.

%7 Bo-Lennart Eklund, The Ideal and the Real. A Study of Ideas in Kostis Palamas’ "O
Awbexdloyoss rov 'igrov ", 1972, p. 31.

'*s Gerasimos Augustinos, Consciousness and History : Nationalist Critics of Greek
Society 1897-1914 , N.Y, Columbia UP 1977, p. 45.
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mission can be regarded as prophetic, since by transmitting these new
ideas to society he points to a future consisting in their realization. At the
same time, he is a seer, since he acts as an intermediary between thought
and action, interpreting truths that he alone can see, and translating them
into words. This process can assume a sacred character. Thus poetry

"

assumes the form of a "AetToupyikr) tepoTeAeoTia according to

Palamas.'” The concept of the poet-prophet and seer upon which

Palamas frequently touches is, in the case of the Generation of the 1880s,
-.a peint of contact between nationalism and the notion of, "orphic" poetry.
Thus the notion of nationalism creates several interlinked
phenomena prevalent in the poetics of the Generation of the 1880s, such
as the ﬁreoccupation with the historical past; the placing of poetry .in a
space delineated by history and philosophy; the contrast between
European and Greek culture and the idea of health and optimism together
with the concept of the poet as prophet and seer. Through these
phenomena, the notion of nationalism is related both to demoticism and to
the notion of "orphic" poetry in a relationship of equality and overlap

rather than dependence.

1.3.3. _The "Orphic" Conception of Poetic L.anguage

In order to convey health, vigour and optimism as well as the
sensation of a "AetTovpyikr) LepoTeAeaTia " poetry has to be written in a
"major key": "ou ampdoeyxTor povdya pmopel va oriyuatilow ws

TOUTWON KAl ws OTOUPWSR TNV TEXVT) TOU €lval TOUTLKT) YLaTL

'® Palamas, 7, p. 312.
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yiveTar amé v moum) uias AeLToupyikris LepoTeieaTtias  [...], Ty

Téxyn mov elvar moumky} yiatt Ta mpdyuara elvar moumkd — ".*°

Writing this in 1931, Palamas was probably referring to criticisms levelled
at his poetry by Hatzopoulos or Paraschos, for example. Apart from the
idea that the times called for a vigorous poetry, deriving from nationalistic
ideology, Palamas also puts forward here the idea that poetry derives
from objective reality.

Apart from Palamas, the Psycharists, according to Tziovas,
conceived of "language as an expressive representation, and,

consequently [...] literature as a transparent transcription of the

surrounding reality"."*""

This idea that poetry derives from objective reality developed along
lines parallel to those of the idea of the national soul and the historical
“past. Just as, while aiming at the depiction of the national soul and the

historical past, the demoticists were actually projecting their

| "-EHVON/\GOTLKG"S’ " ideas and their history-making ideas, so, while aiming
at a poetry deriving from reality, they were actually projecting their ideas
onto reality.

In this way they create a world consisting of objects and ideas, thus
adopting the "orphic" conception of poetic language, not in the sense of

Orphism but as defined by Gerald Bruns who distinguishes between the
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"orphic” and "hermetic" conceptions of poetic language.”™ The "orphic”

conception regards "poetic speech as an expressive movement which

'objectifies’ a world for man (according to the Kantian model) or which

% Tbid.
't Tziovas, p. 384.

2 Bruns, p. 1.
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establishes the world within the horizon of human knowing and so makes
signification possible”. Word and being are identified, and therefore the
power of the "orphic” poet extends "beyond the formation of a work
towards the creation of the world". Possessing the power both to create
objects and to signify them, language contains reality. This reality may,
then, be either a reality of objects and situations, resulting in Palamas’s
statement that the "moumkd mpdyuata" require an analogous language,
or a reality of ideas, resulting, for example, in another statement of

Palamas that for him composing poetry consists in the effort "va

’ / / / n 19
gapkdo [€l] oe mAdouata xdmoia gavrdouara .’’’

Poetic language for Palamas does not consist solely of ideas; form -

particularly metrical form ** - alse plays a large part in it. Formal

devices can act as the means for the expression of ideas; according to
Palamas the poet "voel, oxémreTal, avakivel eis TOo TYElUQ Tov Ta
ueydia mpoBArjuata s ¢Lrooodias, kar ueAeTd To aAnfés Sia va

Snutovpyricel To wpalov ".'” This being the case, formal devices are the

means by which truth is transformed into beauty. They can also acquire
a status equal to that of ideas: "o monTris kadd—«kald Se¢ okémTeTal
mapd L€ TN YAWOda KdL lLE€ Tov TiYo, € To OTiyo kaL ue 1 piua, Ue

10 pvdud ikar pe To pétpo ".’° In both cases, however, formal devices

are part of the reality contained in poetic language in as much as they

constitute the "reyvixd kalovma " in which the ideas find "™y éxgpaon,

'** Palamas, 7, p. 314.

" Ibid. : "2 owoAwi avtry gpovriSa n Sagopd s pias mpoomdleias amd Y
dAAn Pploketar kvpiéTara oTo peTplkd aytiua mov ba mpémel va ‘mapovoldow T
ovyklvnorj pov ".

'** Palamas, 15, p. 103.

¢ Palamas, 1, pp. 326-27.
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™Y ouopdid, ™ (wij and in as much as they cannot be separated
from the ideas created by poetic inspiration.””® The poet’s inspiration
reveals the soul of objects or incamates objects:

Ov t6ées elvar ov (bies ot Yuyés Twv

mpayudtwy. H, av 6éiete, elvar Ta [bia
T’ avTikeiueva mov oL €Lkéves Tous 1) Sev
ég¢Tacay axoua va ylvowv, mpoouévovras To
xéoL mov Ba Tis vAkéYer 1, febwptacuéves
amdé To WoAU peTayelptoua, yia va Tis SdoEL
TO MpKTo Tous yudAoua. O montiis

- euduydver 7' avtikelueva, ewkovoypagel TLS
6ées, Eavakavoypydver kar Eavavidver

Formal devices are not regarded as working within language and as
realities in themselves but rather as part of poetic discourse which is
':’;‘powerful because it contains truth and reality and is able to create a
world of objects and ideas.

This view of formal devices is probably connected with the
aspiration of the Generation of the 1880s towards the spoken word. The
" demoticists favoured oral discourse in general (e.g. théy refer to their
poems as "Tpayovéia ") and some of them "understood poetic lang’uﬂage
as an imitation of speech", since speech contained the naturai character
to which poetry aspired. As Tziovas puts it, "those who shared
Psycharis’s preoccupation with the spoken form of language, such as
Eftaliotis, Pallis, and Vlastos, could not see poetry as an autonomous
discourse but as an expressive and representational extension of the
national reality. The emphasis on speech, which ultimately obliterated

any distinction between literary and ordinary language, hindered the

"7 1bid.
"8 Ibid.
*® Palamas, 10, p. 440.
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conception of poetry or literature in general as a linguistic construct".*

This idea of poetry as oral discourse was not fully subscribed to by
all the demoticists. For example, when Palamas speaks of the "reyvixd
xaAovma " of his ideas or of his preoccupation with ideals, he seems to
be promoting the idea that poetry is an artefact: "TlownTris—mpogriTns,
ald xar monTHs—TEXVITNS © UTOXPEWLéVos va SCUAEUEL oweLldnTd,
uTouoveTLkd, o€ dAa Ta TepTima Tns TEVkTs Tov, afexdpiaT’ amd
™ pvornoiaxt epmvorf "' Four years earlier, however, (in1927) he

wrote that "n molnon elvar ¢ ASyos mov mder va yiver Tpayoust "’

emphasizing the oral aspect of poetry. Although these two statements
appear at first sight to be contradictory, they may actually be opposite
sides of the same coin: while other poets of the 1880s, such as Eftaliotis

and Drosinis referred to their poems as "7payodvSia ", trying to present
them as natural products of speech, Palamas considered "Tpayoddt " to
be a stage which poetic discourse could reach only after a conscious
effort on the part of the poet, who has to employ technical devices to
achieve the effect of "1oayodS ". Thus Palamas stands perhaps closer
to the concept of poetry as written discourse consisting of technical

devices than do the other demoticists; the aspiration to song, however,

suggests that he considered such devices as means for achieving effects

1203

rather than as a "problematics of language™ " and moreover that the idea

of natural poetry persisted even if it was an aspiration rather than a "gift"

¥® Tziovas, pp. 126-27.
*' Palamas, 7, p. 314.
2 Palamas, 10, p. 565.

3 Roland Barthes, Writing Degree Zero , transl. Annette Lavers and Colin Smith,
London, Cape 1967, p. 9.
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or a natural process.
~ Therefore the centre of gravity of the poetic language is not situated

in a work and a world within language, that is in "words taking on value
as realities in their own right"** but in the signification of an objective

reality outside the poem. This may apply not only to poetry falling into the
categories of "Auptouds Tov euels " and "Auptouds Twv SAwy " but
also to poetry falling into the category of "Avyptouds Tov eyd ", since the
‘poet’s self consists of objects and ideas, while objects and ideas come
into being only after passing through the prism of the poet's subjectivity?”

| In this way, in attempting to evoke a reality consisting of idealized
objects and objectified ideas, poetic language itself becomes objectified.
- That is, it acquires a solid character not as an entity of its own, since it
aspires at signifying rather than at being, but as a group of signifiers that
aspire to the expression of solid truths. Therefore the words do not
~ usually point to one another, thus creating evanescence and music, but
are instead logically interrelated, pointing all together to an idea or a
situation outside language and thereby creating plastic unity. As Emilios
Hourmouzios, for example, pointed out, "7o maiauwké éoyo [...] av
EMPOKELTO va kaTaTaxfel o€ piav amé Tis Svo OYels Tov moLnTikoU

Adyov mov Siakpiver o llaiauds — ™ upovoiwkoTnTa 17 ™

¢ Bruns, p. 2.
2% Palamas, 7, p. 445.
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CwypadicéTnTa ~ Ba Ppel aveTéTepn Géamn arn SevTepn

This then is another factor in the poetics of the Generation of the
1880s connected with the "orphic" conception of poetic language as
defined by Bruns: poetry as plastic art or as painting rather than as music.

‘To sum up, in the poetry of the Generation of the 1880s the "orphic”
conception of poetic language is expressed in the idea that poetry derives
from an objective reality. This objective reality consists of situations as
well as ideas, while the poetic language deriving from this reality and
pointing to it, contains truth. Formal devices are regarded as part of this
truth rather than as realities in themselves. The notion that poetic
language contains truth and points to a reality outside it is connected with
the phenomenon of poetry aspiring to be a product of a natural process
related to speech. Thus, poetic language becomes a group of signifiers
pointing to a reality outside language and therefore more closely related
to painting and the plastic arts than to music.

The "orphic” concept of poetic language is related both to the notion
~of demoticism, through the aspiration of poetry to speech, and to the
notion of nationalism, since the ideas projected onto the objective reality
to which poetry points, may include nationalistic ideology.

These three notions thus develop in a parallel way, forming

41}

¢ Hourmouzios, Kot 7ea7f Iopela, pp. 328-29. In "O Ilakauds kat n Movowr)
(1947) Karandonis puts forward a different view from that of Hourmouzios, speaking about
the "ayvé povokd xapaktipa s exgpacTikiis kaL TNS TEXVLKNS TNs Sdpfpwors,
ald kat v amevlelas emlSpaon s povoikris Téxvns oTny UmVvEVoT) KaiL Tov
oroxyacud Tov llaraud" (Andreas Karandonis, Kwor7is [Talauds, amd 1 {wif kat 10
éoyo rov , Athens, Nikodimos 1979, pp. 316-17). Karandonis, however, seems to be
focussing here on Palawas's references to music (which are obvicus even in titles of poems) and
on the "musical” character of the poems of Aoddcvry Zwsf (where Palamas adopts and
experiments with Symbolist techniques), rather than on the structure of Palamas's poetic
language. Thus, although the question of the role of music in Palamas's poetry remains open,
here I am focussing (with unavoidable generalizations) on the centre of gravity of the poetic
language of Palamas.
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overlapping levels which define the space of the poetics of the Generation
of the 1880s. This space constitutes both a part of the ideological context
of the period when Post-Symbolism appeared and a major point of
reference for Post-Symbolists poetics, which may develop along the lines
of the poetics of the 1880s, deviate from them or clash with them.
Moreover these notions provide an explanation for the non-existent or
hostile reception of the Post-Symbolists on the part of the ‘Genekfation of
the 1880s. We shall now look at some examples of this reception

together with some aspects of Post-Symbolist poetics.

The attitude of the Post-Symbolists towards demoticism was rather
. unorthodox. As Tellos Agras wrote in 1939, when the Post-Symbolists

~were first composing their poetry, demoticism was already established, so
they were in a position to deviate from it instead of having to fight for it.””

Demoticism was not a primary objective for the Post-Symbolists but
merely a means for the composition of poetry. In Karyotakis’s case, for
example, his "language and metre were incompatible with the aspirations
of demoticism, since he introduced words of katharevousa and he was

not very consistent with his metre, nor did he follow the national verse

fOI‘m" 208

This indifference towards linguistic orthodoxy was probably one of

the reasons behind Eftaliotis’s characterization of Symbolism as

27 Tellos Agras, "Anuotikt} yAdooa kat molnon", Néa Eoria, vol. 26, no. 309
(1939), pp. 1435-39.

28 Tziovas, p. 182. In 1938 Vamnalis noted that "o Kapvwrdsms ripfev dorepa am’ Tov
KaBdgn va yaldoovw 1 énuomikiomikri mapdSoon s molnois pas amé 1o ZoAwud
kat 8afe " (Kostas Varnalis, "O mowntiis K.I'. Kapuwrdkns", Aiodpnad, Kpirind,
2Zodauexd ,  Athens, Kedros 1980, p. 231). He also referred to Filyras as "o mpdiros
mov éxave ovufifacuois pe v kabapevovoa ki dvorfe To Spduo orov Kapuvwrdxm
katr Tous vedtepous " (Varnalis, "Pduos $iAdpas ", op. cit., p. 223).
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"@LAodoywko Aovoo " as early as 1893.”" Another reason for this

reaction probably lay in the kind of nationalistic ideology that rejected
European influences. This is a matter of different orientations: while a
dominant tendency in the Generation of the 1880s promoted the creation
of a literature rooted in the Greek naticnal soul, the Post-Symbolists were
orientated towards Europe, not only accepting the influence of European
literature but also trying to change the focus of Greek literature. Even if

Palamas can be considered to be the "eionynmis Tov evpwmatouov

oy eMnuual mveyuatial (o, *'° he still focussed on the creation of

Greekness in literature, on an "eMnuuka) Yuxti — amapai™Tn o€ pia

n 211

ebuikt) Téxvn """ As Alexandros Aryiriou has observed, speaking of
the poets of the 1920s,

elvar uta yemd avolyti ota pevuata. Méoa o’ avté

TO Yewkd mvelua evrdooeTaL n dpovnor Tns o1

"oxémun Téxvn" (autri mov Aéue oriuepa: oTpaTeyuévn)

kaL n amoudkpwvori Tns amé Tis “edukés " afies oTo

dvoua pias e€yplTepns kowétTnTas omov Bewpoly OTL avikouv.
To dvoiyua mpos Tis féves AoyoTteyvies eival "ovAoyks |
o€ Sudkpion amé To wapeAfov mov elyave aToulkd
avolyuata mpos v Eévn Téxvn kaL aTouikés AUCeELs,
xwpls emucolvwvia kat Sidhoyo uetalv Tous.

Internationalism and cosmopolitanism were, according to Yeoryios
Leondaritis, "£éves évvoles, Suvduels Stafowticés "' for the Greek

intellectuals of the 1880s, whereas they were two of the notions that

characterized Post-Symbolism. Therefore the Post-Symbolists could be

** Aryiris Eftaliotis, Amarra |, vol. 2, ed. Yeoryios Valetas, Athens, Piyi 1962, p. 621.

#° Emilios Hourmouzios, "EAMAnuikdém™ra kat Zevniacia ", Néz Eoriaz, vol. 44, no.
504, (1948), p. 821.

@1 Xenopoulos, p. 16.

#2 Alexandros Aryiriou, "Tdaets ™5 kpiTikils oxéyYms aTo uecomdreuo”, H
Kperiaf o vedrepn EAdSa,  pp. 216-17.

#3 1 eondaritis, p. 44.
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considered as abandoning Hellenism, since Psycharis, for example,
contrasted cosmopolitanism with Hellenism: "Evavriov oto petua Tov

KOOLLOTOALTLOLOU Tmyalvel To pevpa Tov EAAnviouov kar kdBe

ebvauot. O moAtTiouds s Eupdmms o Twpvds mmyalver katd Tov
koouomoALTioud "t

Post-Symbolist poetry seems to have tried to undermine the concept
"of national soul both by narrowing the problems down to individual souls
and by expanding them to the idea of a universal soul. It can therefore be
seen as a poetry that tried to dissolve the boundaries defining the space of
the poetry of the 1880s. History and philosophy, for example, ceased to
function as models for poetry, while optimism dictated by the prevailing
ideology of the time was replaced by pessimism dictated by the current
international situation and by factors concerning poetry itself and its
relationship with society. In 1926 Palamas, commenting on a collection of

. poems by Yannis Hondroyannis, talked about "tov TugAd gavarioud

TOU TECOTLULOLOY " Optimism and pessimism, then, are not two poetic

modes but aspects of two opposing ideologies.

In Post-Symbolist poetry, the preoccupation with the historical past
and the consequent placing of poetry in a space defined by history and
philosophy were abandoned, while ideas of health and optimism were
rejected and the concept of the poet as a prophet or seer was
undermined.

Fotos Politis, although he did not himself belong to the Generation of

the 1880s, can be said to have partly summed up the reaction of the

¢ Psycharis, p. 79.
s Palamas, 13, p. 45.
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Generation of the 1880s to Post-Symbolism, rejecting the

"vmokeluevikols mownTés " and stating that "Sev kaAelTar mounTiis

émoLos exgpdlel pévo Ta vmokeluevikd Tov owaictiuara” ¥C.

As well as focussing on subjective emotions, the Post-Symbolists
adopted the "hermetic” concept of poetic language and opposed it to the
"orphic" concept promoted by Palamas. The "hermetic" concept of
poetic language consists, according to Gerald Bruns, in "the direction of

the poet’s activity toward the literary work as such, that is, the work as a

self-contained linguistic structure".®"

If this is the concept that prevails in the Post-Symbolist poetics, then
it probably constitutes not only a form of opposition to Palamas’s dominant
concept but also an expansion cf a concept that had already appeared in
the work of some of the poets belonging to Palamas’s generation, such as
Gryparis and Mavilis. The reaction of the Generation of the 1880s to the
preoccupation with poetic language was summed up by Psycharis before
the appearance of Post;Symbolism:

Evas mov ¢rdvel véos ce uia véa emox,
mov mlbet To kegdAL Tov yeudTo LOEEs,
davTacics, €lkoves kalvolples, Sev éxel
KaLpb va ouAAoyLoTel TOOES TEXVOAOYiES
kaL va PdieL TéToles cogles e To vou
Tov. Eva Ldvo yypevel, mds va mel
yoriyopa kaiL mactplkd O,TL €XEL va TeEL.
[..] To oToAl8L TOU €lvar 1 alrifera.

Thus, all three notions prevailing in the poetics of the Generation of
the 1880s were either altered, undermined or rejected by the Post-

Symbolists. This resulted in the hostile reception of the Post-Symbolists

¢ Fotos Politis, Emdoyrj kotnincly dpfpawr, vol. 3, Athens, Ikaros 1983, p. 93.
*7 Bruns, p. 1.
'® Yannis Psycharis, Pdda «a: Mijia, vol. 1, Athens, Estia 1902, p. 156.
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on the part of Palamas’s generation, and more often the non-reception.. In
the case of Karyotakis, for example, G.P. Savidis has noted the

"aloonuelwm [...] owmi Tov Madaud, Tov Eevémovlov kar Tou

1 219

ddTov TloAlmn Although after the death of Karyotakis Palamas

referred to him in passing in two interviews, first as an "efaipeTiiis

n 220

afias mounTri " and then as a poet with "BabV aiobnua",”” he ignored

him when presenting young poets, many of them less prominent than
Karyotakis (e.g. Lambros Asteris in 1906 or Dialehti Zevgoli in 1931), and
on the one occasion when he did refer to him in a piece of criticism, it
was to compare him unfavourably to Panos Tangopoulos: "o oTiyos Tov
Tldvov Taykdémoviov [...] ue BdpBapa ocwmracuévo To €pwTLkd TpayoUdi

“Tov, oav ekeivos Twv BadaBdvnéwy kat Twy Kepuwrdikndwy, yia pas

YVapLUdTEPOS KaL ayammTéTepos”. !

Dimitris Tziovas, interpreting the negative reception of Symbolism as
~ a result of "nationist” ideology writes: "In short there was a fundamental
gap between symbolism and parnassianism on the one side, which
constituted the dawn of the modernist movement in poetry, and
ethnocentrism on the other side. It was not simply a matter of preference

for the ethnocentrists to try to expel symbolism but an epistemological

and linguistic difference which rendered their affiliation difficult".**’

Palamas himself seems to have offered an explanation for this
reception in 1925 and to have placed it in its historical and ideological

context:

#® Savidis, "O Kapuwtdkms kat ot kpitikol Tov ", p. 1568.
220 Palamas, 14, pp. 208, 287.
%! Palamas, 13, p. 206.
22 Tziovas, p. 385.
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Zw oTov mpomoAeutxd kaipd. Oxt yatt

e ¢Tdvel (oau’ euéva To ¢ofepd ovykpaTnTé
akaTdmauTo aildAaoua TOVU LETATOAELLKOU
EebeieAiwpov oge SAous Tous KikAous Tov
emomToU. KdmoTe pov «éBet ™ $Pdpa, pov
oTauatd TO TPayoUsl, L€ avaykd{el va Bdiw
o {vyapid Tns oké€Ymns pov éva Bdpos axdua,
uta yopdn ommy kibdpa pov. AAAd aw@auo,ucu
ms [LOU dVaL advvaTto o*rfped va mEPTATIION
emdvw o’ auTd Ta CELOUOXTUTMTA Kal
oeLouoppayLouéva e5den.

[...] Aydmnoa [...] 8vo Gpnokeles, elbwla,cav
TapauepLouéva Tdpa KaTagpoveTikd, kal Oxt
povdya amé Teous nAiblovs, eldwAa Tov maAiov
kailpov. Tnv olnon mov elvar "uéyas poos”
moTauoU, katd Tov moLnT), Kafdds pnToplkd
kaL akpdTaya, oa va un GéAet va otabel
moTé kair mouvbevd, FexveTar o AupLouds TIs.
Kat myv 18éa ™ peydin ™my maveAinvia, Tov
edvomAdorn uvbo mov mpoouével To EUmvnua
Tov Mapuaowuévov yia va teleidoer v

Koupévn Aettovpyla, oy Ayd ZTogud. ¥

The reasons for the hostile reception of Post-Symbolism by
Palamas’s generation are related to the horizon of expectations of the
time in which Post-Symbolism appeared in Greece. As such, these
reasons and this reception are included in the context of the period 1909-
1936 - the period when the characier of Post-Symbolist poetics was
formed. Other aspects of this context are the historical and socio-political
situation and the prevailing ideology of the time which both conditioned
certain aspects of Post-Symbolist poetry and provided or allowed for the
factors by means of which Post-Symbolist poetics acquired a unified
character. The literary cafés and literary magazines of the time, as well
as the readings of the Post-Symbolists in Greek and European literature,
form part of the context of the period 1909-1936 too, since they constitute

the cultural framework in which Post-Symbolist poetics was formed.

23 Palamas, 7, pp. 446-47.
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The historical, socio-political and ideological situation of the time, the
cultural framework in which the Post-Symbolism appeared and its literary
framework, that is, its reception by the Generation of the 1880s, are
related to Post-Symbolist poetics both as factors that conditioned it and as

factors that were incorporated into it.
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Chapter 2

The Role of Poetry and the Poet’s Place in Society

As I have argued in Chapter 1, Post-Symbolist poetics was
significant!ly influenced by the historical, socio-political, ideological and
cuitural context. This influence can be inferred from the Post-Symbolists’
choice of subject-matter and from certain features of the poetic language
which they employ. It is more apparent in the questions raised in their
poems concerning the role of peetry and the poet’s place in society. -

These questions are chiefly raised and dealt with in the poems
themselves although there are a few extra-poetic references by the Post-
Symbolists to the role of poetry and the poet’s place in society.

The references in the poems point to the two most important
relationships of Post-Symbolist poetry: its relationship with society and its
relationship with other poetic systems. As has been argued, the poetic
system to which the Post-Symbolists display the greatest response - by
deviating from it or attempting to undermine it - is that of Palamas. At
the same time the poetic system to which they refer as a source of
influence and in terms of its affinities with their own poetry is French
Symbolism.

The questions concerning the role of poetry have parallels in
questions raised by Palamas and the French Symbolists, whereas those
concerning the poet’s place in society are more directly conditioned by’

the nature of the particular society to which they refer, and are, therefore,
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less easy to compare to similar questions raised by other poetic systems.
This chapter will examine (1) some extra-poetic references by the
Post-Symbolists to the role of poetry and the poet’s place in society,(2)
the role of poetry as presented in Post-Symbolist poefns and in
comparison with some answers given by Palamas and the French
Symbolists, and (3) the poet’s place in society, as portrayed in Post-

Symbolist poems.

2. 1. Extra-poetic References by the Post-Symbolists to
the Role of Poetry and to the Poet’s Place in Society

| The extra-poetic references of the Post-Symbolists to the roie of
poetry and to the poet’s place in society are few, and chiefly point to two
- questions with which the Post-Symbolists were confronted: (a) what was
' the place of poetry and consequently the poet in bourgeois society and
(b) what role could their poetry and consequently they themselves as
poets play in this society.

2. 1. 1. The first of these questions was actually posed in 1930 by

Anghelos Doxas who talked about the " ypewkomia " of poetry. Doxas

implicitly defended Palamas and probably Sikelianos as well, since he

1t

refers to nationalism and the "mampiwTikr] t6éa " as two motivating
forces for poetry, and also complains that after 1920 "n Aéén weydio

monTES mpokaiel yAevaoud". In a response to this Tellos Agras denied

the "ypewxomla ", saying instead that "n amapdutArn petpromdbera mov

melbapxel Tdpa ™y molnom, OTékeTaL MOAU TLO avdTEPn KalL ampooLTn)

' Anghelos Doxas, "T'watl expewxémmoey n molnon. Ta Broroyikd kat kovwyikd
alnia ", Néa Eorla , vol. 8, no. 88 (1930), p. 864 ff.
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amd Tis UEYAAOOTOUES Kpavyés, amd Tov ekkwpavTikév oloTpo, péoa
amé Tov omolov oL malaldtepol mownTal efwTepivevay udraia ki

emdeLyTikd opduara " This development in poetry, however, made

poetry a "kTijua Twv oAyloTwy " according to Agras. Poetry did not
appeal to the "masses”, which disapproved of the poet, believing him to
be "dypnotos " and "aocUyxpovos .

Here Agras touched upon a phenomenon which characterized

Greek society at the beginning of the twentieth century’ as well as other

societies at times when a professional class is beginning to develop:
artists, living in a society more interested in material progress than in art,

"felt cut off from their public and at odds with their world [and] turned
against society"." The rise of the bourgeoisie was at the root of this

phenomenon, but at the same time it was this development that allowed
for experiments in poetry and for the appearance of new literary currents
(for example through the flourishing of literary magazines, see Chapter 1
above). Therefore the attitude of artists of the early twentieth century in
Greece towards society fluctuated between rebellion or aversion of the
kind reflected in Agras’s statement, and dependence, since it was within
bourgeois society that the artists found their public. In the same article,
for example, Agras rejected the idea that the real poet composes poetry
for himself, ignoring the public; according to Agras, although the poet
writes his poetry chiefly for himself, the public is always present in his

thoughts, since any form of expression presupposes people ready to

2 Tellos Agras, "E ypewkémmoev n moinon; ", Néa Eoria, vol. 8, no. 91 (1930), p.
1028. _

* Verghopoulos, p. 164 ff.

* Charles 1. Glicksberg, The Literature of Commirment, New Jersey, Princeton UP 1976,
p. 38.
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receive it. Thus, Agras stressed the indissoluble bonds between the
artists of his generation and the bourgeois society towards which they
expressed aversion. As Erich Auerbach pointed out in relation to
Baudelaire and his contemporaries, "they were part of [bourgeois
society] by descent and training. They profited by the security and
freedom of expression which it had evolved. After all it was only within it
that they found their public, perhaps only a small group but still their
readers and admirers [...]. The frequent emphasis on the contrast
between 'artist' and 'bourgeois’ must not lead to the conclusion that

nineteenth-century literature and art had any other soil to grow in than
that of the bourgeoisie".” The same could be said about poets in early

twentieth-century Greece.

This uneasy mixture of dependency and aversion is apparent in the
poetics of the Greek Post-Symbolists and especially in their response to
the question of the place of poetry and the poet in the society of their

time.

2. 1. 2. The second question with which the Post-Symbolists were
confronted was chiefly posed in the form of the connection of their
pessimism and melancholy with the historical situation. In 1922, for
example, presenting some translations of poems by Jules Laforgue, Agras
pointed out that one feature of Laforgue’s poetry was that it was close to
real life. "Eumouvyticaue ma amé v molnon s vyelas, mov

emaveAripbnke TOoES Popés He rejected the poetry of health and

vigour on both aesthetic and social grounds, that is, on the one hand he

* Erich Auerbach, Mimesis. The representation of reality in Western literature , transl.
Willard R. Trask, New Jersey, Princeton UP 1974, p. 504.
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called for a new, "mo epebioTikr " flavour in poetry, but on the other he

believed that this new poetry was more authentic and closer to real life,
since coming closer to life meant coming closer "mpos ™y appdoria ".°

That is, according to Agras, the socio-political and historical situation
called for pessimistic poetry and, therefore, healthy and vigorous poetry
was unrealistic and deliberately ignored social and historical problems.

Therefore, as far as Agras was concerned, poeiry is connected with
society in as much as society conditions the nature of poetry and poetic
reality (the world created in the poems). This connection may mean both
that poetic reality is invaded by external reality and that poetic reality
- comes closer to external reality; that is, poetry assumes both a passive
and an active role in relation to social reality.

- Thus, the perception of the poet’é place in society had undergone a
change since the generation of Palamas. The poet was no longer the
seer or prophet which had appeared to be the model promoted by
Palamas’s generation and by some French Symbolists, notably Rimbaud.’
His role vis-a-vis society is to depict its "appdoria ". This, however,
makes him more of an outcast: as Agras put it in the same article, "H
dppwoTn €moxm Uas ULoEl exelvous TOU TNS ULAOUY TNV TPOUAKTLKT]
aAnffeta. O Ookdp OudiAS To €ime  : poidlel ue 1™ Avooa Tov
Kdlumay evavriov tov kaboédmn mov Tou Seiyver 1o mpdowmd Tou '

Pointing out the "appdoria " does not mean either curing it or revelling
in it. Poetry for the Post-Symbolists is powerless when confronted with

society and therefore it is incapable of curing society. On the other hand

* Modoa , yr. 2, no. 10 (22) (1922), p. 155 ff.

” Realism, Naturalism and Symbolism. Modes of Thought and Expression in Europe,
1848-1914, ed. Roland N. Stromberg, London, Macmillan 1968, p. 189.
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the poet suffers because the society in which he lives is "sick" (he
becomes an outcast); hence he cannot revel in the "sickness" of society.
His position only permits him to point out the "sickness". Therefore the

concept of the artist as an outcast, which is prevalent in Symbolism, for
example in Baudelaire,’ is to a certain extent a form of punishment which

society inflicts upon the artist for telling it the truth. While in Baudelaire’s

case art may sometimes be "unable to come to grips with reality, which it
‘avoids or fails to recognize”,” hence assuming an autonomous entity,

independent from reality, in the case of Greek Post-Symbolism this
independence does not seem to exist. Consequently the poet cannot
isolate himself from reality and surround himself with the poetic reality he
~ creates, but produces his work while moving between the two realities.
This concept of the poet existing on the borderline between two
‘realities seems to have been behind PN. Karavias’s depiction of "To
- Spdua pias yeveds " in 1933, Karavias spoke of the generation of the
Post-Symbolists, a generation whose youth was marked by the Balkan
wars and who lived through the disaster of the First World War and the
subsequent political dissolution:

Elxaue épfet uéoca omyv karaotpogr, voTepa

amé ™Y katacTpodr. Aev vimpaue kolvwvikol

amEOTdpUoTTOL, SV TEPLPPOVIITAUE TNV TPAYUATLKOTNTA,

™ (wi. Znmjoaue povo To AméAuro kat pia Pabiramm

Sikatodoyla m™s. Exkelbev n avnouyia pas. Avnouyia
Syt ws credo, ws oTdon 11 ws méla. AM’ avnouyia

ws okAnpr Tupavvia, ws Spaupatikyi avalrmmon.'’

Although they avoided direct references to socio-political or

* J.A. Hiddleston, Baudelaire and Le Spleen de Paris , Oxford, Clarendon Press 1987,

p-S.
* Ibid., p. 10.

' Karavias, p. 99.
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historical reality in their poetry, the Post-Symbolists emphasized the
importance of their surroundings to their poetry. Thus, their case seems
to fall into the category defined. by Charles Glicksberg as "asocial
literature": "Asocial literature dwells on the complexities of the inner
world of man; it traces a symbolic pattern of experience that involves a

quest of authenticity of self, but this quest reveals not only the universe of

seif but also the social order in which the self must work out its destiny"."

If this definition applies more or less to all "asocial literature”, in the
case of Greek Post-Symbolism the poets seem to define their poetry -
even if it turns away from society - as a way of looking at society or of
dealing with society. Karyotakis, for example, replying to Vassilis Rotas’s
criticism in 1928, asked him "av moTedet ooBapds 6Tt 1 Sikry Tov
atorobolia cuuPifdleTar ue TN ONUEPLYT] TPAYUATLKOTNTA TEPLOTOTEPC
amé To Suxé pov meoowutoud . '* Thus, the Post-Svmbolists defended
their right to talk about society not only from a different point of view
from that of Palamas’s generation (or from that of critics promoting
Palamas's model, as in the case of Rotas), i.e. adopting pessimism instead
of optimism, disillusionment instead of prophetic visions, but also by using
a different language. This language for the most part excludes society
and concentrates on the individual, thereby becoming the language of a
microcosm instead of a macrocosm. The choice of this language
appears, however, to be a conscious deviation from the language used by
the preceding poetic generation, and as such a socio-political act. Hence

when in 1928 Kleon Paraschos defined Karyotakis as a "yvrioio dvpwmo

" Charles I. Glicksberg, Literature and Society , Hague, Martinus Nijhoff 1972, p. 21.
2 EAMnpund Todupara, yr. 2, vol. 2, no. 7, (1928), pp. 275-76.
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Tov kawpov Tov "' he probably meant both that Karyotakis was a

product of his time and that his poetry was a new way of looking at his
time.

Thus, society is present in the role played by poetry in the formation
of the individual, as described by Tellos Agras in 1922. For Agras poetry
is the most sublime form of art, which is ‘

KdTL oUOLQUTLKOTEPO amo éva amid SLavonTikd Sport,

amé éva GeAxTiké Yéua, amé éva SiaxoounTiké oToLyelo
s (wiis, amé éva TexwvnTé mdbos, uia Téros agaipaliy
vmepatpias emkivduvns yla TNy KoLVwyLKTS LooppoTia.
Eivar n oweibnois kat n katdkmnols Tov €autoU uas

Sia s exdpdocws, — kat n €EEALLS Twy SwaToThiTwy Uas
o€ SUVaULKES €VEPYELES, ) TANPWOLS kaL n puvduiols Tns

(wris. ™

This "guveidnois kai kardirmots Tov eavrol pas', to judge from
the above-quoted statements of Agras and Karyotakis, seems to
- constitute both a refuge from society and an aim conditioned by society.
“Since art aims at shaping individuals, it comes into contact with society,
not only being conditioned by it but probably clashing with it as well.

Therefore the Post-Symbolists' responses to the two questions with
which they deal in their extra-poetic references suggest that the poet is
dependent on society for his formation and his readership, but is also
exiled from it; he is an outcast as a result of the way in which society
develops and through his own choice. Poetry has ceased to appeal to a
large number of readers and at the same time the poet has ceased to play
the role of a prophet or seer. The new role of the poet consists in his

discerning the mal de la société and in depicting it by means of a

' Savidis, "O Kapuwtdkns kat ou kpiTikol Tov ", pp. 1579-80.
“Ot Néot. Exloyry amé 1o épyo twwv véwy EAvwy mopray 1910-1920 , ed.
Tellos Agras, Athens, Eleftheroudakis 1922, p. ¢.
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language which indicates both an escape from external reality to a poetic
one and a close connection with external reality that frames the poetic
one. Thus the Post-Symbolists promoted a concept of the role of poetry
and of the poet’s place in society which differed radically from that
promoted by the generation of Palamas. Their responses to the
questions with which they are confronted are not solutions but rather an
acknowledgement of the problems created by the changes in society and
by the new poetics they promote.

This nature and sparsity of their references in contrast to Palamas’s
assertive and abundant references to these problems are in themselves
indicative of a difference in poetics. While Palamas’s poetic system
revolved around its connection with society (chiefly through the prevailing
nationalism) the Post-Symbolist poetic system appears to be more self-
referential.

Various aspects of the role of poetry and of the poet’s place in
society will be examined through the poems in order to see in what way

and to what extent they are interlinked.
2. 2. The Role of Poetry

The questions posed in Post-Symbolist poems about the role of
poetry are both more frequent and more varied than the corresponding
extra-poetic references. In the poems, references to the role of poetry
touch upon several issues, such as (a) the relationship between poetry
and reality, (b) the aims of poetry, (c) its effects on the poet, (d) its

transience or inadequacy, (e) the creation of a correspondence between
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reality and the poet’s mood or a collective mood, and (f) the space in
which poetry operates, that is, the space in which this role is realized or
fails to be realized.

These aépects correspond to aspects present in the poetics of
Palamas and of the French Symbolists (that is, poets generally connected
~with French Symbolism from Baudelaire to Mallarmé). Since a
- comprehensive study of the poems of Palamas and the French Symbolists
‘1s beyond the scope of this thesis, I will focus in the case of Palamas, on
his theoretical references to the role of poetry, and in the case of the
French Symbolists, on some of their theoretical references and on the

-studies of critics pertaining to the poetics of French Symbolism. Although
= the French Symbolists frequently differ from each other in their systems
- of poetics, for the purpose of this thesis they will mostly be dealt with as a
unified body, exceptions being made when relevant to the issues of Greek
~Post-Symbolism which are explored here.

These references by Palamas and by or to French Symbolists serve
to indicate points of contrast or similarity between Post-Symbolist poetics
and, on the one hand, the poetics of Palamas and, on the other, French
Symbolist poetics. Since the focus is Greek Post-Symbolist poetics, the

questions of influence or conscious reaction are not dealt with.

2.2.1. The Relationship between Poetry and Reality

The relationship between poetry and reality, as depicted in Greek
Post-Symbolist poems, presents two aspects. On the one hand poetry

may reveal reality as the poet sees it and on the other it attempts to
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constitute a different reality.

The revelation of reality is a predominant feature in the poetry of
Palamas; according to him, the poet "exArifn Sia va yoprdopy Tov
avfpdimov Ty Slpav kar va eimm pe TdEw kar pe Adudiv 6,1 o
dvfpwiros drakTa kai auvSpd aiobdveTal'.” Poetry is "n kexalyupévn
KaL Oyl TAVTOTE 1) €UKOAGVONTOS EKPpadts Tns Yuxms Tou KOoUCU
™s Juxns mov [...] efdyeTalr ...} amd Ta PdOn Twv dawwouévwy kai

Twv wpaiwy otlywv ".'° Thus the poet is able to see a reality that
consists of the deeper aspect of phenomena and of their
interrelationships, and it is his task to enlighten others by revealing it to

them. The revelation of this reality also assumes a prophetic character,
since the poet deals with ideals and looks towards the future.'’

In place of Palamas’s macroscopic view of reality, the Post-
Symbolists adopt a microscopic one and instead of his prophetic outlook
- an explorative one. They do not attempt to discover elements of a
metaphysics or a hidden unity in the reality around them but rather to
explore its depth in relation to themselves. This exploration leads them to
the depiction of the tran sience and hollowness of reality - e.g. "w... Ty
mpayudTwy PBidornka kat Berika To dbelo Bdbos " (Papanikolaou,
"AmoyaipeTiouds " p. 41)."° The inner aspect of reality is deprived of any

symbolic meaning or message that it may carry in Palamas.
Since for the Post-Symbolists the objects and emotions that

constitute the reality of poetry belong to external reality or are connected

** Palamas, 1, p. 208.

' Ibid, p. 209.

7 Ibid, p. 211.

'® Mitsos Papanikolaou, Ta ITocjuara, Athens, Prosperos 1979, p. 41.
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with it, poetry does not create another reality. It rather presents a
selective view of reality, where most of the objects are either
characterized by their transience or have acquired connotative meanings
as a result of their frequent use in poetry (e.g. by the Athenian
Romantics). These objects - such as flowers, autumn leaves, clouds -
are usually linked to concepts such as dream, memory, nostalgia, desire
and escape which point to a desired but unspecified reality. Poetry is

sometimes identified with one of these concepts'’ but its reality consists

of all of them and also of their contrast with the outside worid. Therefore
the poetic reality in which the Post-Symbolists sometimes seek refuge,
depicting it, for example, as "7To kaTagvyto mov @bovorue"
- (Karyotakis, [E{uacte kdmt ] , p. 87)"° selects its elements and
sometimes manages to abolish time or death, by being the "7payovdt mov
- péoga Tov Avtpdvovtar kat low o mebauévor " (Lapathiotis, "OTav
Bpadidler ", p. 133).2 It usually, however, contains elements which either
suggest that external reality collides with poetic reality and invades it, or
allow external reality to do so.

This is a point of dissimilarity between the Greek Post-Symbolists
and the French Symbolists who sought in poetry a refuge from reality, a
realm where they could cultivate their feelings, while they believed that

"their visions might create images that will change the world".”

Moreover the reality which some of them tried to create is a reality more

"“e.g. Ibid, p. 45, "ay, dvewpo yaidlio kat peydro/am’ TO Tpayovd. upov Sev
eloat Tlmot’ dAdo ".

* K.G. Karyotakis, MToc7juara «ar Iefd , ed. G.P. Savidis, Athens, Ermis 1980, p.
87.

# Napoleon Lapathiotis, Ta Hetsjuara, ed. Aris Dikteos, Athens, Fexis 1964, p. 133.
2 Stromberg ed., p. xxv.
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independent of external reality than is the case with the Greek Post-
Symbolists. For example Rimbaud attempted "to apply [...] to his poetry"
Schlegel’s idea that "the artist alone expresses reality”. "His works

bypass conceptual thought; in them the immediate symbols of the
imagination reflect a deeper reality".”” Mallarmé and Baudelaire moved

along similar lines, since "Mallarmé believed [...] that a poem should not

mean but be".** For Baudelaire "le réve is not the simple opposite of

reality; it is the world in which the criteria of truth and falsehood are
abolished [...] in which the artist or spectator undergoes experiences of

heightened lucidity and sometimes terrifying exhilaration - which he
ascribes to beneficent effects of communion with a mystical universe".”

Therefore, while the difference between the Greek Post-Symbolists
and Palamas lies in their different perceptions of reality and of the poet’s
role, the difference between the Greek Post-Symbelists and the French
Symbolists lies in their conflicting perceptions of the sufficiency and

permanence of poetic reality in its relation to actual reality.

2.2.2. The Aims of Poetry

The relationship between poetry and reality is connected with the
aims of poetry in general. Palamas identified the revelation of the hidden
reality with "truth”, which assumes a permanent and absolute character,

since it is connected with metaphysical aspirations. He believed that the

Z1bid., p. 188.
» Ibid., p. 203.

» A.G. Lehmann, The Symbolist Aesthetic in France 1885-1895 , Oxford, Blackwell
1968, p. 85.
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‘poet "amd ueragvowkd vyYn katépyetar ", lives "eis Ta ovvopa Tov

vonTou kaL atgdnTov kéouov " and his poetry aims to give a soul to

matter and to present the spirit to our senses as something material.** The

poet "BAémeL oe katduara, w O€Eé,/ uovos $TdreL s TV kapdid ocov
[ kat pas Aéer 1L Bploxer exel". This absolute truth is connected with

the identification of inspiration with an Ideal (e.g. "Q Modoa [8a, o’

nw 27

aydmoa | ) and its transmission to others is achieved through
yamn g

w28

"Aaqumpdnya Adyia .

Instead of aiming to express the absolute as the poetry of Palamas
did, Post-Symbolist poetry aimed to convey evanescence and music. The
evanescence of things is suggested by' the kind of words and images
prevailing in the poems. The Post-Symbolists try to undermine the
solidity of things by frequently creating images outside place and time, by
juxtaposing verbs of sensation with abstractions and by using adjectives
“and forms of speech which ascribe vague or metaphorical qualities to
objects. This evanescence is related to the idea that the poet is no longer
either the possessor of an absolute truth or a force capable of changing a
world deprived of its absolutes. For example, Lapathiotis states that
"elvar Ta mdvra upas aviumopa" and identifies as one of the causes for
this that "uds téieav 7’ amélvra " (Lapathiotis, "T{ xt av n uoipa
uds oregdrwoe”, p. 93).

On the other hand evanescence is linked to music, mainly through

certain techniques employed by many Post-Symbolists. By depriving

* Palamas, 1, p. 213.
7 Palamas, 3, pp. 92, 176.
2 Ibid, p. 79.
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objects of their solidity and by undermining the denotative value of words
they render their verse fluid and it becomes dominated by music, in the
form of rhythm and the creation of acoustic connections between words.

Thus, evanescence exists on two levels: on the level of the reality to
which the poem refers and on the level of the words which constitute the
poem, rendered evanescent by being used mainly because of their
connotations. Since these connotations are often cross-references
between the words of a poem, the poem points to itself and the poetic
reality such as it is (i.e. a selective aspect of reality which conflicts with
external reality and is invaded by it) is realized within language.

This self-referentiality of poetry contrasts not only with Palamas’s
attitude but also with some of the French Symbolists’ concepts.

According to Jean Royére, the French Symbolists considered their art to

be an absolute.”” They probably believed this in the sense that they

attempted "to establish art as an autonomous branch of human activity"*’

and alsc in the sense that they considered poetry capable of evoking the
abstract through the concrete. "Le Symbole actuel est ’inverse du
Symbole classique; au lieu d’aller de I’abstrait au concret (Vénus,
incarnée en statue, représentait l'amour), il va du concret a 1’abstrait, 'de

la chose vue, ouie, sentie, titée, gotitée’, pour en faire naitre I’évocation
par I’idée".”" They believed that "mind can transform matter into non-

material existence, which furnishes the data of poetry”. Poetry, then,

points to a world of ideas behind the world of reality; "all phenomena

* Marcel Raymond, De Baudelaire au Surréalisme , Paris, Librairie José Corti 1947, p.
119.

* Lehmann, p. 30.
* Guy Michaud, Message poétique du Symbolisme , Paris, Librairie Nizet 1961, p. 363.
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assume symbolic value, indications of that higher reality. Phenomena are
linked to ideas behind them and to one another by the mysterious bond of
analogies which are detected only in the poetic experience”. If this
conception lies at the heart of the aims of poetry, then music or

suggestion "take their place as secondary manifestations of the Symbolist

thought".** Natural phenomena are, according to Mallarmé, transformed

through language into pure ideas.’

Therefore poetry according to French Symbolist poets acts on reality

in a double way, on the one hand transforming natural phenomena into
pure ideas and on the other rendering the invisible visible,”* whereas,

according to the Greek Post-Symbolists, poetry either describes reality by

evoking a mood or transforms reality into self-referential language.

2.2.3. The Effects of Poetry on the Poet

The self-referentiality of poetry is perhaps linked to the search for
"the word" in Post-Symbolist poetry. The "Bacgidiooa Aéfn Tov kdouov"
(Karyotakis, "TloAguma ", p. 24) seems to be the means for the
conquest of poetry, that is for the creation of a sufficient world within
language. This word, however, is not found and the poet dies along with
it. (Lapathiotis, "AmoyatpeTiouol omn povowkn)" p. 244). This is probably
connected with the Post-Symbolists’ consciousness of the external world

conflicting with their poetic world and invading it. Insofar as the role of

* Laurent LeSage, The Rhumb Line of Symbolism, French Poets from Sainte-Beuve to
Valéry, presentation and selected texts , USA, The Pennsylvania State UP 1978, p.7.

% Symbolism, An Anthology , ed. and transl. T.G. West, London, Methuen 1980, p.10.

* Henri Peyre, Qu’est-ce que le Symbolisme? , Presses Universitaires de France 1974, p.
18.
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poetry is to create a poetic world for the poet at least to dwell in, the
- Post-Symbolists are conscious that their poetry fails to fulfil its role.

This failure is probably connected with the depiction of poetry as
torment for the poet. The poet may find temporary consolation (mainly
"Arj6n ") in poetry, but is usually tormented either by his vain search for
the "word" or by the way he composes his music, since he tﬁes to create
harmony out of his sorrow and dreams. This situation is depicted for
example in Lapathiotis’s lines: "mdcos «dmos kar movos ki aywvia [ va
mAdoels am’ ™ GAYn oov apuovia/ - kar va Ty wAdoels L’ GAovs

cov Tous Tpomous " (Lapathiotis, "Tlotntris ", p. 230). Harmony is also
- produced by the poet letting long-forgotten things and words dwell in him:

Mpduata Anouovnuéva, yAukd mpduara maldid,
Tov TepvdTe, kaL AvydTe Tnv Yuxti pov, oa PLoAud,
kdmoLes Wpes, kdmola /\o’yLa ne@a,uéua amd katpo,
mov 0Ao 7Tc27'€ Kat yupuare u’ évay rxo GALﬂepo
yAvkd npa/.taTa xauéva, uakpwwd KL amoomepvd,
mov dAo péoa pov fumvdTte, cav mANYyn mov Sev mepvd,
mdAL amlye e uebdTe...
(Lapathiotis, "Ta mepacuéva”, p. 144).

Harmony is portrayed as the other side of "pain" and "wound";
"pain" and "wound" are the hidden aspect of poetry and harmony is its
external aspect. Agras, for example, writes, "Ilagpduotes dpavrta movAid

mov keAabovv ora Sdom, | mlow am’ Tous oTiyous uov dpavTes oL

mikpes katoucotve " (Agras, Bouxolued , p. 29).° These two aspects
can sometimes be viewed as cause and effect, but in some cases this
position is reversed and harmony or music becomes the cause of pain by
being the pivot of poetry. For example, Lapathiotis writes, "kt emeLér

oTpdgnka, ki €yd, kat p’ SAn pov v mvor, | oy Melwdia, e

» Tellos Agras, Ta Bowodixd xat ta Eyxajuea, Athens, Dimitrakos 1934, p. 29.
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oovtptpery n MeAwbla " (Lapathiotis, "Kt éror pue oowvrpupe 10 dus...",
p. 69) or, "T’ elvai, Tdya, avtd Pabid uov, mov Sev GéAeL va
mefdvel, | ki 6o uéveL ki emuével, oa uLa OTeElpa LLOVOLKT)"

(Lapathiotis, "AvotfidTiko Tpayovbt ", p. 169). This concept also has
two sides: the poet is tormented by music, either producing a poem as a
- result, as in the previous examples, or feeling that he cannot transform a
particular melody into a poem, as for example in Karyotakis’s line, "70
Aevrepo Tpayold. Sev Ba etmwbel " (Karyotakis, "Kit av égfnoe oav
{oktos ", p. 53). These two sides are sometimes interlinked at the
moment of death and linked to the moment of death when the poet is
~.finaily able to produce the tune or song he had been trying to utter, or
. .rather the tune or song is produced by itself. For example, Papanikolaou
| writes,
OQdre kar mov Tpayovénoa To OplauPd pov oty avyr,
0UTE TO UETTUEPLAVO TPayoudL Tou KaudTou,
TWpa amouéveL évas okomds mov mdeL ki auTds va Byel,

ue 1o Eaidgpwua xdmorov BavdTou.
(Papanikolaou, "Qpes ", p. 49).

This concept of the poet tormented by the two elements of his
poetry - words and music - differs from certain key concepts of both
Palamas and the French Symbolists and is connected with the concept of
what constitutes the raw material of poetry.

For Palamas, the raw material of poetry frequently appears to be
ideas. Although this is not the case with all his poems, and even in a part
of his theoretical writings Palamas says , as has been quoted in Chapter
1," o mounTris 1bées — kabds kowvds Tis evvoolue Tis LSées — kaid—
kaid Sev éyet, [...] 0 monThis kaldkald 8¢ oxémreTar mapd e
™ YAdooa kai ue Tov Tixo, L€ To OTLyo kaL [e T
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ptud', ** his preoccupation with ideas was a point the Post-Symbolists

emphasized, as has been seen in Chapter 1. For Palamas, the poet "and

n 37

6Aa Ta dvln mopileTar To UéAL Tov and tries to transmit to others

the ideas and the "truth" he alone can see. Thus, the poet may suffer as
a result of the unreadiness of society to accept the truth he is preaching.’

This suffering is, however, a by-product of his writing, whereas in Post-
Symbolist poetry it is sometimes poetry itself that is responsible for the
poet’s suffering or even destruction.

In French Symbolism there exists the "conception of the poet as a

technician and a craftsman"”; Mallarmé believed that"l'oeuvre pure

implique la disparition élocutoire du poéte, qui céde I’initiative aux mots".”

The poet uses language "with wisdom", which implies a distance from it:
"We want words with both a luminous (or dark) sound and meaning: vet,
if we had these, let us not forget, verse would not exist : the purpose of

verse, as a complement to language, is to redress its shortcomings with

wisdom".* Thus, the raw material of poetry as far as certain French

Symbolists are concerned is language as an autonomous entity
independent of the poet, whereas in Greek Post-Symbolism language is
closely linked to emotions either being produced by them or producing
them (if we take the "music” to which the poets refer to be an aspect of
language). Therefore the distance between the poet and his tools does

not seem to exist, since working on language means working on

* Palamas, 1, pp. 326-27.
¥ Ibid., p. 211.
* Palamas, 11, p. 421.

¥ Baudelaire, Mallarmé, Valéry. New Essays in Honour of Lloyd Austin , ed. Malcolm
Bowie, Alison Fairlie and Alison Finch, Cambridge UP 1982, p. 243.

“ Symbolism , ed. West, p. 6.
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emotions.

2.2. 4. The Transience or Inadequacy of their Poems

Both the poet’s suffering and the concept of the raw material of
poetry as emotions and music are linked to the conception of the
transience of poems, their inadequacy or the unattainable character of
poetry. The Post-Symbolists believe that their poetry is inadequate to
express their emotions and at the same time that their songs are subject

to the same evanescence which characterizes the reality they depict.
While Palamas speaks of eternal verses,” the Post-Symbolists stress

the transience of their poems, comparing them, for eXarriple, to leaves:
" ""To’Tes' yiati va GAiBouar ; EAayav é,uOLo kAnipo [ kat Ta Tpayouvbia
T ue Ta guda : [ agod uitav dvorfny avBoiv, va Ta okopmd TpLyUpw [
"Tov AvyoloTov mpdTn avatpiyila " (Agras, Bowkolud , p. 11). This
“dissimilarity is connected with the difference in the raw material of
poetry. Palamas often uses as the raw material of his poetry ideas, which
he considers to be eternal:

[o TTounTis] e1s kdBe Tou Snuiovpynua, axdun kai €Ls
6, L avaykdl{eTaL va mapaidBeL amwdé To dmAacTov Kal
AYaAPaAKTTIPLOTOV Tapdy TToU KPUTTEL TOOOUS OKOTEAOUS

/ / 42
me(6TnTOS, (8l oTabepdy, avallolwTov, aildviov TUTOV.

In contrast Post-Symbolists evoke an evanescent reality, subject to
decay, death, and oblivion; therefore they are conscious of the same laws
applying to their poetry. For example Lapathiotis ends a description of an

evanescent reality by asking: "Hrave uia ¢opd... Kar i Sev ritave.../

“ Palamas, I, p. 208.
“ Palamas, 1, p. 211.
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Ma 7{ va nw ; Tptyvpw Ses 1 ¢von ./ Té0a upeydia ki duopgpa, ki
exdbnkav, | kar 1O ULkpd Tpayovdt uov Ba (rioer ;" (Lapathiotis,
"MapauvbdiL ", p. 9).

Karyotakis connects the impermanence of his poetry with its
material in the first poem of Npmerdij . "Ou oriyor pov " (Karyotakis, p.
19). The poet’s verses assume a life of their own but are still organically
linked to the poet ("MtAotve, ua Ta Adoya cav xoupdmnia | Ta Sivw

amd Ty (Bia pov kapdid ). Moreover, sorrow has been incorporated
into them because of their subject-matter: "IInyaivovr ue yauédyeio

mkpd, | agol 1 {wriv avioTopi{w TéCO Thus, the raw material of

- the verses is the poet’s emotions that dominate the poem in spite of the
poet’s technique, which is applied to language: "To yéAo Tov

amaAéTepov okomovy, [ To mdbos pdTaia xivw Tov gAaovtov . The
fact that the verses are dominated by the poet’s emotions rather than by
language or ideas leads to their transience and evanescence: "kat
m\roTovk kaL Atdvouy mdyTa oL yioL | untépa mouv yvwploave TN

1t 1t

Avmn ", "kar pevovve kar gBrvoww kair moTé/ Esv mavowe oLydoLyd

va kaive Moreover, oblivion and abandonment, which are frequent

themes of the Post-Symbolists,”> become the fate of poetry itself: "AAov

koiTdvTas SiudBaive, GvnTé | A1ibn, To mAolo cov dépe ov va TAEvE'

Music (or rather the way in which music is composed) as a raw
material of poetry is also linked to the transience of the poems, since the
instruments of music are the poets themselves instead of language, as is

the case in certain French Symbolists. Both Lapathiotis ("AvmmTepr

© e.g. Karyotakis, p. 46: The speaker addresses his soul, saying, "KaTduovn ge uc’
depn [...]1 / oe mapaTolv o kdauos, o kaipds’.
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peAwdla ", p. 10) and Karyotakis ([E{uaoTe «dTe], p. 87) deal with the
transformation of poets into musical instruments. For Lapathiotis pain
goes through the poet who produces harmony. Karyotakis compares

/

poets to "feyxapPaiwuéves kibdpes" where the wind "oriyous, ryous

Tapdgwvovs Evmvdel Both emphasize the way in which music is
produced and the poet’s pain. Lapathiotis suggests the evanescence and
impermanence of poetry created in this way by depicting his poetry as a

"Bdyyos " which is "To vavovptoua [/ Tov ©dvatov katr ™s Nuyxtdés ",
while Karyotakis suggests the unattainability of poetry: "kt 1 moinots /
elvar To katagvyio mov ¢lovodue ". Music as the raw material of
poetry contains elements that render poetry evanescent, unattainable or

transient, since "music is the art of the thing in flight".** Therefore poetry

consisting of music which tries to depict the "thing in flight" becomes a
thing in flight in itself, lacking permanence and stability (according to
Karyotakis, "Ef{uaore kdmt Sidyvres aiobricets, [ ywpls eAmiba va
ovykevTpwloue ).

Apart from being transient or unattainable, poetry is also considered
by the Post-Symbolists to be inadequate to express their feelings.
Therefore poetic language is not considered tc be the raw material of

poetry and a means of achieving "incantation", as Mallarmé believes it to
be, in the poet’s hands.” It is instead considered to be a means of

expressing the raw material of poetry, and, frequently, an inadequate one.
Its ability to express emotions is often questioned by Post-Symbolists, for

example by Lapathiotis: "Eyxw uta Avmm epnuiksi, Babid pov. [ Tnv

“ Warren Ramsey, Jules Laforgue and the Ironic Inheritance , New York, Oxford UP
1953, p. 8.

* Symbolism , ed. West, 1980, p. 10.
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Tpayouds va Puyer amd Tn uéam ;[ Ma Sev exdpege ues orny Yuxi
pov, [ = kar o’ éva tpayouddkt Oa ywpéoet; " (Lapathiotis, "Exw ua
Avmn ", p. 65). Moreover, Karyotakis regards poetic language not only
as inadequate to express emotions but also as an artifice that replaces
emotions: "AM&(OU#E Ue tixyovs kat ovAdafés | Ta atoBhiuarta om
xdpmivn kapdid pas " (Karyotakis, "OAot padt ", p. 103), while
Lapathiotis regards language as the cage of emoticns: "Tov [Idvov
auTol, mov éxeL yia kAouBl Tov, / TO xdpo evés avBpdmivov
aApaBrTov " (Lapathiotis, "Tleenmis ", p. 230).

Therefore poetic language contains artifice, which in turn imposes
- limitations upon poetic language by net allowing it tc fulfil 2 main part of
its role, i.e. to express emotions. Poetic language only fulfils this role
when it is self-negated and reduced to a cry:

Aev elvar ma TpayoUd. avtd, Sev elvar ayds
avfpdmivos. AkolyeTar va ¢Tdyet
oav TeAevtala kpavyy, ora Pdfn m™s vuxTds,
kdmolov méyeL meldvet.

(Karyotakis, "Kotikri ", p. 77)

Thus, Post-Symbolist poetry leads up to a wish for self-negation in
order to fulfil its role. This wish is probably related to the conception of
language as a means of expressing emotions rather than as an
independent entity, which is how French Symbolists view it. It is also
related to the conception of the transience, inadequacy and unattainability

of poetry.
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2.2.5. The Creation of a Correspondence between Reality and the

Poet’s Mood or a Collective Mood

Poetry insofar as it is able to fulfil its role, expresses the poets’
emotions or moods in relation to the reality they depict. In this, Greek
Post-Symbolists seem to come close to Verlaine’s impressionisin where
"entre le poete et les choses [...] il n’y a pas de différence de nature, car
en elles il se 'mire soi-méme’, et 1’état poétique est un moment d’extase

ou la conscience et le monde fusionnent, éliminant tout ce qui n’est pas

intuition immédiate".** The mood of the poets is evoked by the reality they

depict, while at the same time the reality they depict is evoked by their
mood. Therefore there is a cbrrespondence between external and
internal worlds, and the role of poetry at this point consists in making this
connection.
As Karyotakis puts it (Karyotakis, "@dvator ", p. 3), there is "o
mévos Tou avlpdmov kai Twv TpaudTwy", and poetry evokes it:
,udTLa,, Xepdfaa, ov'cﬁl/lara, L,m'oprjm'f uov
TOV TOVO KkdToLas Wpas, KAmoLov TOmov,

udria, yepdkia, oTéuara, LOTOPTIOTE LOU
Tov [Iévo Twv NpaudTwv kat Tov AvBpdmov.

Poetry then puts into language the feelings and moods of animate
and inanimate beings that "o Adyos [...] €btdAefe yia Tdgo ", serving as
an expression of a universal collective soul. This is a different view from
that of Palamas who believed that "o Montrs, 6édet, Sev Oéhel,

amevdiveTaL mpos LSialTépas Tdfels avfpdmwy: elvar avtol ot

mveyuaTikol adergol Tov: mownTal kar avrol aAAd xwpls xdpwv kai

‘¢ Michaud, p. 122.
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xwpls TpayovdL: To Lbavikdv auTwy exgpdleL: 6,TL €xovy péoa Twy TO

adpdxvel, To TAATTEL, TO efwTepLkeleL KaL TO QATOKAAUTTEL "

Palamas also believed that "eluat moinTris Tov kaipol pov katr Tov

"* The Post-Symbolists belong in the international

Yévous: Lov
movement initiated by French Symbolism, which was the first movement
where "art ceased in truth to be national and assumed the collective
premises of Western culture. Its overwhelming concern was the non-

temporal, non-sectarian, non-geographic and non-national problem of the

human condition".* The speakers who appear in many Post-Symbolist

poems and use the first person singular can often be said to represent a
collective soul confronted with reality and experiencing pain, sorrow,
nostalgia.

On the other hand, since the poet is sometimes depicted as an
isolated figure, the role of poetry is to express the mood of this isolated
figure too. Yet the poet owes his isolation to poetry itself, and one reason
for this is that poetry may impose on him a different way of life. For
example Papanikolaou says, "Hrav aldijfera mws elodoa | kdmoia {wij
EexwpLoTr, [ {ovoa Smws 116eAev n Modoa [ kit Omws Sev 1i0ede 1 {wri”

(Papanikolaou, "Aypikd ", p. 42). This is probably related to the French
concept of the "poete maudit”, and to Rimbaud’s idea of the "long,
immense et raisonné déreglement de tous les sens" and of the poet’s

obligation to experience "toutes les formes d’amour, de souffrance, de

folie".”® Another reason for the isolation poetry imposes on the poet is that

“ Palamas, 1, p. 208.
* Palamas, 3, p. 292.
“ Anna Balakian, The Symbolist Movement , New York 1967, p. 10.
** Raymond, p. 39.
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it reveals to him new aspects of reality, such as its hollowness. Since this
revelation is achieved through the medium of language, the poet’s
isolation is due to the dual aspect of poetry as the means of revealing
reality and as the realization of an event within language. Therefore the
poet’s feelings as expressed in poetry are due to poetry itself. This
situation is depicted for example in Lapathiotis’s "T{ «u av n polpa uds
oTegdvwoe... " (Lapathiotis, p. 98) where he talks about the poets’ "uoipa
Bdoxavn ". The first reasen for this fate is, "yiat’ elvar uéoa, ues ora
omidyva uas,/éva 'yiati ' - kar pas papaiver" (poetry as a means
of revealing reality). The second reason is, "yiat’ €lvar uéca, ues ora
- omAdyva uas, | éva BLodl, xar pas paepaivel' (poetry as a realization of
an event within language). |
Thus, the role of poetry in the expression of emotions or a mood
consists of poetry acting as a correspondence between the mood and the
reality depicted; expressing a collective soul related to reality as
perceived by the poets, and expressing the emotions or moods of the
poets; feelings or moods created by poetry itself - either through its

relationship with reality or through its relationship with language.

2. 2. 6. _The Space in which Poetry operates

The space in which poetry operates is organically related to the
various aspects of the role of poetry. For Palamas, although the poet
does not live in a different world,

mapéyel TV KAAALTEXVLKTIV €kelvny améiavoly mov oAU
Stadépel amd Tas @uokds amolavoels, kai, kabds elmev
wpala kdmoLos, "ouotdlel pe Bdvatov akolovBoiuevov

amé avdoraoty "Me T evTUTWOoW TOoU KaAALTEXVILATOS
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devyousy paxpdyv amé Tov k6OUOV TOU LUAS TEPLKUKAWVEL,
amobyijorouey, kaL avalWuey Léoa €Ls ToV mapdSeLoov TS

Téxvns.

Poetry therefore occupies a space separate from reality; the
criterion for this separation is the superior quality of the experience
(Palamas contrasts poetry to "1a axdfapta kat Ta aonuavrtd') and the
result of this separation is a metaphysical experience.

For the Post-Symbolists the "kaAAtTexvikt) améiavon " they offer is
harmony and dream (e.g. Lapathiotis’s "va xAeloets T’ Ovelpo g€
oTiyovs [...] va mAdoels am’ ™ 6AlYn oov apuovia ). It may also
contain a message. For example, Karyotakis writes,

Mdvo umopei va pelvovve katdm pas ot oTiyol,

8éka povdya otiyol pas va pelvovve, kabds

TQ TEPLOTEPLA OV OKOPTOUY oL vavaycl oTnyv TUxT,

kL O0Tav ¢épovv To unvyua Sev e€lvar ma kaipds
(Karyotakis, "Yorepognuia ", p. 63).

In this way the artistic pleasure they offer is not a metaphysical
experience separate from reality but rather an experience within reality,
even if it is, in the end, a non-realized experience (a message reaching its
destination too late). It is also an experience of escape from reality (e.g.
dream) and an experience within language (harmony).

Thus, the space where poetry is realized exists not "ets Ta civopa
TOV vonToU kalL Tou atobnToU wkéouov " as in Palamas but rather on the
borders between reality and language. This leads to another duality of
space of Post-Symbolist poetry, one aspect of which is the poetry of
escape, pain, nostalgia, while the other is satire which deals with poetry
itself. Apart from Karyotakis’s 2&7zoes, there are poems by Lapathiotis,

Emmanouil and Skarimbas which satirize poetry as wavering between

' Palamas, 1, p. 211.
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reality and language. For example, Emmanouil in "MownpTal
(Emmanouil, p. 25)°* writes: "Tlds porddoyue pe wpaia uvbioropruara |
[ Ze afpd papier vélin, apifunuéva, | ue culs-de-lampe, hors-textes,
Aemrrd oTO Ypdiuo, [ eluacte ya Touvs Alyouvs Tumwuéva . Thus he
touches on the subject Karyotakis deals with in "OAoc upa(l... ", satirizing
the concept of the superiority of poetic language over reality, insofar as
poetic language is considered to be an artifice.

This duality of space is more emphasized in Greek Post-Symbolist
poetry than in French Symbolism. In French Symbolist poetry, language
creates another reality and therefore poetry moves away from reality and
towards a "pure" experience. "Le langage qui rend, et veut
communiquer en 1’évoquant, la vision de 1’auteur, celle du poéte en
particulier, doit étre, sinon nécessairement rare, du moins épuré.
L’essence de la poésie, Valéry le redira apres Poe et Baudelaire, doit étre
chimiquement, ou alchimiquement, isolée [...]. [Les poetes] remonteront
du signe, de I’apparence, au noumene, a ce qui reste et dure par derriére
ce qui s’écoule, & ’invisible, peut-&tre au divin".”

The Greek Post-Symbolists’ relative lack of confidence in language,
compared with some of the French Symbolists, leads their poetry to a
self-negation, in order to fulfil part of its role. At the same time it leads to
a duality of space consequent upon the dichotomy between language and
reality, and related to it. As Karyotakis puts it, "As vmobéooyue mws Sev
é€xoyue ¢pTdoel | amé exatd Spduovs Ta dpa Tns oiyns, | kL as

Tpayovdioovue " (Karyotakis, "AtgtoSofia ", p. 139): Post-Symbolist

2 Kesar Emmanouil, [Tot7juara , Athens, Prosperos 1980, p. 25.
* Peyre, pp. 18-19.
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poetry takes place on the borders between language and silence.

The Greek Post-Symbolists’ concept of the role of poetry consists
then of certain significant interlinked concerns, such as exploring reality;
producing music; transforming reality into self-referential language;
expressing the feelings both of a collective soul and of the individual poet, |
and creating a correspondence between the reality it depicts and the
emctions evoked. In their effort to fulfil the role of poetry as they see it,
the poets are tormented by their poetry because of the way in which
poetry is composed, because of the raw material used for it and because
of the awareness that it is often both incapable of fulfilling its role and
transient or unattainable. The space in which poetry operates exists at
first between language and reality and finally.between language and
silence.

The dissimilarities between the Post-Symbolists and Palamas in their
concept of the role of poetry are connected with a different view of
reality and also with a different use of words. While Palamas emphasizes
denotations and points at the same timé to a deeper reality revealed only
to the poet, the Post-Symbolists emphasize connotations and
evanescence.

The dissimilarities between the Greek Post-Symbolists and the
French Symbolists are connected with the use of symbols (which will be
examined in Chapter 4). The French Symbolists appear to believe in a
world of ideas to which poetry points (hence the use of symbols), while
the Greek Post-Symbolists believe in a self-referential poetic world

(hence the suggestive and inter-referential rather than symbolic use of
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words). Therefore the view that the dissimilarities between the French
Symbolists and the Greek Post-Symbolists are indicative of an "almost
general indifference [of the Greek Post-Symbolists] to the doctrine or [...]

to the philosophy of Symbolism" and also "if not of total incomprehension,

n 54

at least of their inability to grapple with the true problems",” fails to take

account of the indications of the existence of two different poetic
systems. As has been argued here, the Greek poetic system, although
influenced by the French (and particularly by poets such as Verlaine who
emphasized the correspondence between external reality and emotions
rather than the correspondence between a world of ideas and the actual

world), has a consistent structure of its own as well as dominant factors

* which differ significantly from those foregrounded in the French Symbolist

- system.

2. 3. The Place of the Poet in Scciety

The role of poetry, as presented in Post-Symbolist. poems, defines
Post-Symbolist poetics by pointing to its relationship with the poetics of
other, bordering poetic systems. The place of the poet in society, as
presented in Post-Symbolist poems, defines Post-Symbolist poetics by
pointing to its relationship with society.

The place which the poet and, consequently, his poetry occupy in
society interacts with the Post-Symbolists’ suggestions concerning the

role of poetry, such as the exploration of reality, the transformation of

¢ Robert Jouanny, "Symbolism in Greece", The Symbolist Movement in the Literature of
European Languages , ed. Anna Balakian, Budapest, Akadémiai Kiado 1984, p. 651.
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reality into a self-referential language, the creation of a correspondence
between the reality depicted and the feelings evoked, and the existence
of poetry in a space between language and reality or language and
silence. This interaction not only leads to other cc.)ncepts and questions,
such as the relationship of poetry to memory, nostalgia, desire and
escape, but also provides a poetic answer to problems posed by the
historical, socio-political and ideological situation.

~ Here I shall look at the place the poet and his poetry occupy in
scciety through an examination of the following points: (a) the poet as
townsman, (b) the poet as penpusher, (c) the poet as outcast and

observer, (d) the poet’s attitude to society and (e) solutions proposed.

2.3.1. The Poet as Townsman

Most of the Post-Symbolists lived and worked in Athens at a time
when a growing phenomenon in Greek society was urbanization.®
Although the same applies to the generation of Palamas, it was the Post-
Symbolists that incorporated urbanization into poetry,” thus representing

it as a poetic reality parallel to the external one. Therefore, apart from
living and working in a town, the Post-Symbolists are also townsmen in
their poetry (as Cavafy is); that is, their point of view is that of a

townsman.

*» Kostas Steryopoulos, "KAdwr Mlapdoyos kar Télos Aypas. Avo
QUTLTPOCWTTEVTIKES PuaLOYVWUlES TNS KPLTIKTS Tov pecgomoréuov °, H Koitrixif orp
Neorepn EAldda , Athens, Eteria Spoudon 1981, p. 178.

% Tassos Korfis, Pajuos Pidpas, Zyufbolif om (wif kat oro épyo Tov, Athens,
Prosperos 1974, p. 24: "TlpdTos [0 $iAlpas] oSrjynoe v molnori pas omy molTela,
avatéuvovtas TNV acTikl kowwvia oTo caléwt kar oTo Spéuo kar avaiovtas
XapakTnpLoTikd, péow Tov €auToy Tou, TNV TEpLYapdkwon Tov oUyxpovou avlpdimou
omn povabid Tov amé Tov TPUo TN arioTpiwons'.
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“Apart from the integration of poetry into urban life which will be
looked at under the heading of the poet’s attitude to soéiety, this new
point of view is apparent from the way in which these poets regard
nature. For example Agras, whose first collection was published under
the title, Ta Bowwolixd wat 7a Eyxejuta , has been characterized as

"BoukoAikbs ayvavTevovTas Tn ¢ion mlow amé To baumé T{dutr TOU

’ ns . s e . ~ .
omLTLOU Tov "’ Nature in Bowolucd is presented in a fragmentary

way and often serves as a point of comparison with the speaker’s mocd
or situation. In the first poem of the collection, for example, the speaker
compares the fate of his'songs to the fate of leaves: "Téres vatl va
6AiBoual ; édayav duoto kArpo | kar Ta TpayoUSia pe Ta ¢uAAa”. In
this way, which is characteristic of many of the poems in the collection,
nature is present not as an entity but rather as a point of reference. Thus,
nature functions as the vehicle of a simile while the centre of gravity of
- the poerris is situated in the tenor of the simile. Consequently nature is
- undermined by its position in the poetic language.

Agras continued along the same lines in his later collections, while at
the same time the nature he depicts there is the nature of the town (see,
for example, the title of the first subsection of Kabnueotvés: To omitt ki
ﬁ yettomd ). The fragmented nature of the first collection becomes
urban (e.g. "evopia [...] {wouévn yaceud", Kabnueptvés, "Meav evopia®

p. 9, "6évrpo|...] ov avAn ", Kabnueotrés, " Avéuov mépaoua ", p.
16"* ) which continues to be linked to moods. At the same time the

speaker is conscious not only of a correspondence between his mood and

5 Yeoryios Pratsikas, "H molnon Tov TéMov Aypa ", EMpukif Anqueorpyla , yr. 7,
vol. 13, no. 152 (1954), p. 652.
¢ Tellos Agras, Kenueptrvés, Athens, Dimitrakos 1940.
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the fragmentary urban nature he describes, but also of alienation:
Modua amé ° 6d Sev éxet ¢uyet
kdOe koTodvt am’ TiS gpayés
omdelr oY kapbld kaL Tns avolyel
- Sev Fépw mds - yAukés mANYEs.
Kt duws 1 ydfnkev wotdéoo
avduead pov kar o’ auvtd
kar Sev eluar déios va Ta wdow
Olkd, oav mpWTa, kat moTd ;
(Kabpusotrés, "Mlavrotewids ywplouds ", p.25).

Nature in Agras’s poetry becomes both urban and fragmented, while
at the same time it is undermined by its position in the language and the
speaker is sometimes depicted as alienated from it. Similar techniques
are employed by other Post-Symbolists, as for example by Romos Filyras,
in whose poetry references to nature together with references to urban
life 4constitute the "real” world. This real world is, however, undermined
by its depiction in the subjunctive and the centre of gravity is usually
situated in the interplay between the actual world and another one, which
is undefined and unattainable. Moreover the elements of ndture which
appear in the pcems are often contrasted with elements of urban or at
least indoor life (e.g. "1a et§vAka [...] pabovv ot’ dyyiyua mvoris
kawvolpias, | oav péSov mpdipov gUAa, kpdéoaia ovyias ", Filyras,
"Xwpis orxord ", p. 63°° ); thus they are used as parts of a verbal image

rather than as parts of an external image that the poem aspires at
depicting.

This technique exemplifies the Symbolist development of poetic .
images observed by Jdn Mukarovsky: "Among the Symbolists the

development of poetic images into themes occurs under the constant

** Romos Filyras, Amarra A , ed. Emilios Hourmouzios, Athens, Govostis 1939, p. 63.
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oscillation between the literal and figurative meanings of the words of
which the developed image is composed. Thus originates the semantic
effect of a verbal 'realization’ of the poetic image which in later Symbolist

poetry was intensified to such an extent that the image as image

prevailed over the reality represented by it".*°

Where nature is concerned, the oscillation between the literal and
figurative meanings of words functions on two levels. The first is the
level referred to by Mukatovsky: the level of poetic technique, which
results for example in the de-emphasizing of external reality and the
creation of a self-referential language. The second is the level of the
poet’s viewpoint which seems to be determined by the fact that the poets
are urban. The poetic technique and the poet’s place in society interact,
resulting both in a new perspective on nature and in verbal images
connected with this new perspective; these verbal images and this
perspective interact with other factors of the Post-Symbolist poetic
system, such as the de-emphasizing of reality. Therefore the urban view
of nature functions as part of the poetic system.

The connection of the new view of nature with the new poetic
system is sometimes dealt with in Post-Symbolist poetry, as for example
in Karyotakis’s "Emorpogr " (Karyotakis, p. 68). This poem begins with
d negative statement - "Eyd Sev emdaviibnka oe Sdom amdpfeva,
Povepd, | undé n ptm 1’ exTimmoe Tov wkeavelov avéuov" - which
probably refers both to a relationship with nature and to poetic discourse.
The speaker states not only the lack of a relationship with nature but also

the absence of a certain kind of poetic imagery from his poems. The

% Jdn Mukafovsky, The Word and Verbal Art , transl. dnd ed. by John Burbank and Peter
Steiner, New York, Yale UP 1977, p. 45.
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elements of nature which he introduces are both urban and fragmented:

"éva yoptrdpL avdueoa oTLs TAAKES bAes ™ms auAris ", "akpovia
ovvvegov ", "uapauévo Ppvo ". These elements convey the voice of

nature to the speaker for whom "return” to nature means death or return
‘to a state of non-being. The fragmented, urban view of nature is
connected with the voice of death both as a presence (e.g. "unapauévo
Bevo ") and as an absence ("Sev emAavifnka [..] kai 8¢ Ba 1654 Tous

oypavoUs oV VOOTaAyd, ToTé LoV "). This connection is made
through the poem’s technique, which is based on connotations, or on "the
figurative meaning of the words of which the developed image is
composed”. Thus, on one of its levels the poem appears to refer to the

relationship between its technique and the view of nature it presents.

2.3.2. The Poet as Penpusher

The poet as a townsman promotes a new view of nature, while at
the same time the place of the poet in society is partly determined by his
view of nature and by his relationship with it. Here, according to René
Wellek, lies one of the main differences between the Romantics and the

Symbolists: for the Romantics man was part of nature, whereas the
Symbolists "knew that man is limited and is in conflict with nature".®'
Instead of the "unity within the universe" to which the Romantics

aspired,’” the Symbolists are conscious of fragmentation.

This fragmentation also seems to result from the sense of a lack of

* René Wellek, "What is Symbolism?" , in The Symbolist Movement , ed. Balakian, pp.
22-23,
%2 Lilian R. Furst, Romanticism in Perspective, London, Macmillan 1969, p. 136.
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creativity which in turn may result from the poet’s relationship with his
work.
- According to Agras,

Zmnv mowTn meploSo Twv NeoelAnukdv Tpauudtwy,

™Y Err'ral/nata/m’, 0 dvfowmos Twv ypauudtwy €lv’ o
evyevris, o eumaTpléns. 2777 6€u7'€p77 meplobo, TV Aenual'/cn’
= KkAaown) kat po,uaunk'n - elv’ o Adyios. ZTnv TpLTn,

TNV mPOmoAeULKT], €lv’ o Snyootoypagbos' Zmny TeTdpTn,

T ueTamodeutkti (n kardmrwon ocweyileTal), o dvfpwmos

Tov ypauudtwv elvar o vrdAAnios.

The figure of the penpusher is presented in Karyotakis’s poetry and

constitutes the subject of three poems: "Anudoror vmdAAnAot in

2dripes, "MioOa Sovdeld " in E/If)/fz’a and _"Fpa¢ta’s' in Npmevdrj
(Karyotakis, pp. 104, 73, 37). In these three poems Karyotakis touches
ﬁpon different aspects of‘the life and work of the penpusher. These
aspects are of interest here in connection with aspects of the work of the
poet as presented in the poems.

In "Anudotot uzTa’Mn/\OL " Karyotakis touches upon the problems of
impersonality, of useless and "ywpis attia " writing and of the

consequence of these, which is the loss of authentic existence. In

"Miofa SovAetd " he again touches upon the same subject, which is that

of alienated labour. Karyotakis was the first Greek poet to introduce this
concept into poetry.”* Here, however, the element of impersonality has not.

yet been introduced, since the speaker employs the first person singular

and moreover describes an action of his which is placed outside "M{c6.a

Z ",

SovAetd ": "Mdvo e€iba, gelyovTas mpwi, oTnv mopTa ULov ToAUTES |/

Ta pdéda, «kar yvpllovTas éxoyga pia yLpAdvTa The speaker tries,

© Agras, Kocrind B, p. 201.
* Titos Patrikios, " Kdoras Kapuwrdkns °, in Zdrpa xar Iodtnixzf orn Nedreon
EAldSa , Athens, Eteria Spoudon 1979, p. 252.
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then, to retain a personality of his own through contact with nature, which
is, however, the urban and fragmented nature of Post-Symbolist poetry.
The contrast between nature or life in general and the work of the
penpusher is the subject of "T'pagdids ". In this poem, however, it is not
clear whether Karyotakis is talking about the penpushing clerk or the
penpushing poet. The emphasis in this poem is on the act of writing in
general. The lack of colour and of air ("ot does p’ exAdutavay ",
"yupew avamvorj ") is contrasted with the sunshine and the ffeedom of
life outside. The only life within the reach of the penpusher are two lilies
- in a vase. The penpusher, however, does not look at, smell or touch the
lilies ("oT0 Bdlo fEow SlmAa pcv ") which, being within his reach and as
alienated from their natural environment as the penpusher himself, are
connected with death ("ga va ’ yow Byet ge Tdgo "). At the same
time the act of writing is depicted as a process which will end in death:
the penpusher is pale; bending over his papers, he breathes with
difficulty and he feels that his eyes and mind are dim. The final
connection between the act of writing and death is achieved through the
thyme: ypddw — Tdgo.

Similar connections between writing and death and between writing
and alienation from life are made in a poem from Karyotakis’s next
collection: "OAa Ta mpdyuard pov éuewvav" (Karyotakis, p. 66). There
the "oxdvn Twv yapridv pov " of "pagids " has become "oxdvn ™
oKoVT) EYVEULTEY O 608" ", while the distant presence of sunshine ("An’

T avolyTté mapdBupo ogTov Tolyo avTikplvd | o TALos YALOTpdel kal
maller ") has become an absence ("Kavévas, olte o 1jAtos ma Sev

umaiver ). Writing in this case has been reduced to "ypdgw ue 10
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SdyTvAo oTaypoUs ", while death is present not as a physical process but
as a spiritual state. In both cases, however, death is related to society,
since it is caused by solitude and alienation from life or even from oneself.
Society therefore, as the creator of a "ulcfia SovAerd " of an uncreative
character, produces the alienated penpusher and the general alienation
and self-alienation of human beings which in turn resembles or even
results in death.

Since the poet has a "ydoTivn kapdid" (Karyotakis, "OAot pali ",
p. 103) his position is similar to that of the penpusher in that he is
alienated from life because of his work. Thus, the poet is linked to the
penpusher not only through biographical coincidence but also through the
lack of creative writing. The poet no longer "&€pet / mds va To (ijoel /
70 Oelo Tpayovdt " (Karyotakis, "Byron", p. 97). Instead, reading and
writing are a means of losing life: "eikoot ypovia mailovras | avti
xaptmid BiBfAla, | elkoor ypéwa mailovras, | éxaca ™ {wiip "
(Karyotakis, "Z7pogés ", p. 31). Paper-life seems to be contrasted with
the life of the "umpodr{ivos yigTos " (Karyotakis, "Z7podés ", p. 35),
where the gypsy’s work is creative because it is part of his life and
incorporates him into its essence (the gypsy "eSovAeve [/ To umpovTior "
and was "umpout{ivos ).

The poet’s place in society is similar to that of the penpusher in that
his writing is not related to life and is a cause of alienation from life.
Although it is Karyotakis who presents the figure of the penpusher and
associates the poet with him, the solitude and alienation from society
which is a prevailing theme in Post-Symbolist poetry seems to be

generally connected with the idea of the poet as a penpusher. This
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connection is made through suggestions that writing is non-creative; the
poet, having lost his links with society, does not even find fulfilment in his

i
art. He regards poetry either as a "mawyvid. udraio kar yelolo

(Lapathiotis, "Tlotn7is ", p. 230) or as something unattainable.

Thus, lack of creativity and alienation from life as a result of the
nature of his writing are the defining characteristics of the poet as a
penpusher. The Post-Symbolist poet is an example of "the progressive

disintegration of the human personality, the image of the badly fractured
and spiritually homeless self".” Moreover, he is presented as existing in a

“vicious circle, since his poetry, which results in alienation from society, is

in itself a consequence of alienation from society, since it is a necessary,
. f . 66 :
even if unattainable, refuge from society  and a vain attempt to create a

new area of existence, not only for the poet himself but also for other
members of society (Lapathiotis, p. 230). The vain efforts of the poets
are related to those of the penpushers who "uovrdovpdvouy /[ abda

Acukd yaptid ywpls artia "; the penpusher-poet does not, however,
appear to form part of society as the penpusher-clerk does, since one
"atTia " for which the penpusher-poet writes is alienation from society.
Thus, the depiction of the poet as a penpusher is closely connected
with the depiction of the poet as an outcast, which posits alienation from

society as both cause and effect of the poet’s work and thus conditions

socially some of the prevailing themes of Post-Symbolist poetry.

% Charles 1. Glicksberg, The Self in Modern Literature, Pennsylvania State UP 1963, p.
182.

s Karyotakis, p. 87: "'n moinois / €lvar To katagiyio mov ¢lovoiue .
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2.3.3. _The Poet as Outcast and Observer

The poet, composing his poetry because of his alienation from
society and creating alienation from society by means of his poetic
composition,-becomes a social outcast. Moreover, society leads to a
disintegration of the poet : "K¢ eyd Boiokouar Eévos| péoa arov kéouo
auté, | gav évas mebauévos | aTov (8o Tov eavtd " (Papanikelaou,
"Aev elv’ €6d...", p. 58). |

This is probably behind the kind of defamiliarization achieved by
Post-Symbolist poetry. Defamiliarization had been proposed by the
Romantics; Shelley defined poetry as lifting "the veil from the hidden

beauty of the world, and mak[ing] familiar objects be as if they were not

familiar".*’” In Post-Symbolism, however, this process is reversed. The

result of defamiliarization in Post-Symbolism is to emphasize the
emptiness of objects and to loosen their denotative connections while
reinforcing their connotative ones. The use of language in Post-
Symbolism, which will be examined in Chapters 4 and 35, is therefore
connected with the poet’s place in society.

The poet-outcast defamiliarizes the world by pointing to its

emptiness. For example Papanikolaou, in the same poem in which he

and "mebauévo ogtov (Sto Tov eauté ",

depicts himself as "&vo

characterizes the moon as "vekpd Tellos Agras observed that

Karyotakis’s "omTuqj emorteia was empty and blurred, while his

images lacked "vAwd fBdpos " An example of this lack of "vAwd

7 Percy Bysshe Shelley, "A defence of Poetry" [1821] in English Literary Criticism, 1966,
p. 169.

¢ Agras, Kotmixd B, pp. 209-11.
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Bdpeos " is "O xrimos efudt... " (Karyotakis, p. 64). The first stanza
evokes a happy past through scent ("ue 7’ dvfn evwdodoe") and sound
(xapwmd TiTUBLoua movAldy, kpupoutdriuaTa, Plbupo ¢LAdy ). The
second stanza evokes the present which is dominated by absences and
death: "udraia mpoouévovras wkdmoiav emoTeodn ", thoms instead of
flowers and snakes instead of nightingales. At the same time, the garden
loses even more of its substance, since it acts only as a metaphor for the
speaker: "o kijmos €luer . The poem functions therefore on two
levels: on one level it depicts the situation of the outcast speaker, while on
another the outcast speaker renders the reality he depicts insubstantial
and empty.

A similar process is at work in other Post-Symbolist poems where
the poet-outcast defamiliarizes the world by foregrounding elements such
as emptiness, insubstantiality and death. That is, the process of
defamiliarization is not based on the presence of certain foregrounded
eiements but rather on the foregrounding of an absence (together with
the foregrounding of language, which acquires the proportions of an entity
that undermines and replaces the materiality of objects).

The poet-outcast sometimes seeks refuge in nature, as in
Lapathiotis’s "Makptd, pakpid 6a mdw..." (Lapathiotis, p. 29), where the
speaker states his intention: "uakptd am’ Tov kdouo, mdw oTn Gvon".
The nature he depicts, however, is fragmented or moribund while the
assimilation of poetry to nature may take place only after the poet’s
death:

Kat ™m ¢Twxn kapbid pov ot kAdvou
6a v apmdfowy, mowv ULV,

katr Ba v kduowv év’ andow,
YAUKG—YAUKG, OLyd—aLye...
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Apart from nature and objects, people and poetry itself are also
defamiliarized through the foregrounding of absence or the fragmentation

of the poet-outcast. For example in Skarimbas’s "XaAx{da " (Skarimbas,
p. 13)° the speaker can be defined as a poet in that he creates the image

he depicts through language ("va ¢uoder o vétos " - "@loae — elma —

o véTos "). The poet is an outcast, being "«aTaucdvayos ". Apart from

1

the streets of the town which are depicted as "omaouévor ", human

beings are also fragmented, and moreover transformed: "mdv’ oge £Udo
kovgLo, mpéoTuyo, avdpia, [ ws Gepla, ws SévTpa — avayAuuévor — ws

"

gdpra | Ta velpd pov (podutes) kit oL avBpwmol Poetry itself
.becomes fragmented through the use of such syntax.

The poet-outcast may experience solitude or nostalgia for a lost
paradise, as is often the case in Post-Symbolist poetry - for example in
Ouranis’s Nooralyies - or may move on a different plane from that of
other people, as for example "évas kAdoww Tpaywds, mov oL dvGpwor
Ba Sovve [ va mailel, va owvtplBeTar e Ty omAny Tou aAdyov "
(Karyotakis, [AAoya patpa ], p. 74). This different plane is created by
others who observe the poet. At the same time, however, the
defamiliarization of the world achieved by the poet-outcast is brought
about through his being an observer. The poet’s position as an observer
1s also linked to his position as an outcast by virtue of the fact that he or
the speakers of his poems are not usually the subjects of verbs referring

to action. In this, too, Post-Symbolism is a part of modern literature

where "the grammatical fiction 'T' persists, but it is only a semantic

o

* Yannis Skarimbas, Ovdadodu, Eavrovindes, Boiddyysior , Athens, Kaktos 1976, p.
13.
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phantom. The self as doer is as ghostlike as the self as subject. It is a
detached introvert self, at best a spectator of the phenomenal world".”

The poet as speaker may sometimes become an observer of himself,
reaching a stage of self-detachment. This occurs in Emmanouil’s poetry,
where the speaker often observes himself from an external standpoint.
For example in the last stanza of "H Kuola, ¢ ©dvaros «t eyd "
(Emmanouil, p. 41) where the speaker states his feelings, offering several
possible explanations for them, he assumes the attitude of an indifferent
and resigned observer. Nevertheless even here the poet or speaker
‘observes and notes his own experiences rather than any sensations he
might experience by looking beyond the aciual world, as was for exampie
Rimbaud’s thecry. For Rimbaud the poet "is not personally invoived,
since it is a mere aécident that he happens to possess the faculty for

receiving and transmitting visions of another world: JE est un autre".”! In

Greek Post-Symbolism the object of observation is the phenomenal worid
and in most cases the observer is personally involved in the observation,
either expressing his reactions to the impressions he receives or
projecting his vision onto the phenomenal w'orld and defamiliarizing it.

The poet as outcast and observer may also employ, as a means of
defamiliarizing reality, the formation of a poetic creature. This is the casé
in Filyras’s "O Tltepdtos " (Filyras, p. 79), where the speaker begins the
process of defamiliarization by introducing himself and the reader as
"pierrots”, thus reversing the expected image and introducing an interplay

between reality and unreality. Although the use of the two subjects "eo¥

™ Glicksberg, The Self, p. xii.

" Charles Chadwick, " Rimbaud", in French Literature and its Background, ed. by John
Cruickshank, vol. 5, The Late Nineteenth Century, London , Oxford UP 1969, p. 104.
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kt €y " in the first line links the speaker to his readers, the fact that the
pierrot is " 70 oyuBoAd pas " and the reduction of the existential subjects
to anonymity and uniformity ("eiye Tov Eévo upopdaoud kar To Sikd
uas ") renders them symbols of the self-alienation of mankind.
Moreover, the pierrot, apart from being a creature and a symbol of the
speaker’s and the reader’s existence, is also a poetic creature, since the
interplay between the various levels of the poem connects the entity of

the pierrot with the entity of the poem. The "eyd " of the poem, then,

- can be said to be the poet, who this time is an outcast from society

. together with his reader in that they are both self-alienated and in that by

creating the pierrot they both move on a level different from that of

--society. The pierrot behaves "oa va ’‘tav aveumédioTos oTnv ﬂAdoﬁ:'
Whether he represents the free individual unhindered by social

inhibitions and is thus contrasted with the poet and the reader or whether

this freedom is questioned by the poet, the pierrot cannot live:

Elyxe mpwlioTepn n popdri tov onuacia

Kt OUws pas amatovge dAovs uadl

kKt evd nNrav dvfowrmos owoTds, ovoia

yupelaue kar Gédaue va (et...

Since the pierrot is a poetic creature, poetry is thus depicted as
having the power to create creatures which defamiliarize reality, but also
as powerless outside its own domain. It is thus poetry itself that becomes
an outcast from society, through its failure to function within it.

Therefore the poet becomes a social outcast because his poetry is at
odds with society. From the point of view of the outcast he defamiliarizes

reality by pointing to its emptiness, its lack of substance or its

fragmentation, thereby becoming an observer. Part of the reality he

123




defamiliarizes may be himself and even poetry. Just as society and reality
in general are seen through the prism of language and are a projection of
the poet’s vision, so poetry is sometimes seen through the prism of
society and reality and in connection with them or in contrast to them.
Thus, the Post-Symbolisis’ attitude to society derives both from their
concept of the role of poetry and from their concept cf the poef’s place in
society as a townsman, at the margins of society as a penpusher, or

outside society as an outcast and an observer.

2.3.4. The Poet’s Attitude to Society

Apart from being a result of these conceptions of the poet’s place in
society, the poet’s attitude to society also constitutes a factor of his place
in it. That is, if the poet-townsman, the poet-penpusher and the poet-
outcast are created by scciety, and thus constitute a passive aspect of
poetics, the poet’s attitude to society constitutes the active side of this,
and a probable link between the two is the poet-observer.

The integration of poétry into urban life constitutes a part of the
poet’s attitude to society. This integration takes place through the various
references in Post-Symbolist poems to urban life (e.g. Agras often refers
to "yetTomd " and its life, Filyras to "gaAdvt ", Emmanouil to bars and
dance-halls) which partly replaces nature both as backdrop and as
subject. Urban life thus acts as a source of inspiration, while at the same
time its suitability as a source of inspiration is sometimes questioned, as

for example in Agras’s "Kaipds ya tpayoddt ": "ZTo Awndyi, kpio kat

pavpo [ ota yaudyeia, €8¢ ki exel,] ay mou, TéToav dpa, va  Ppw
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| véTes, povouti ; " (Agras, Tocavrddviia ,p. 149).”

Thus, poetry fluctuates between integration into urban life and a
réjection both by it and of it,\ while the poet’s‘ "ZTabiobpoula
(Karyotakis, p. 112) is integrated into urban life, since it includes meetings
with other writers in cafés or‘publishing houses and in reviews in
néWspapers. In the cafés, the poét is conscious of a marginal existence
and therefore of the irony of the statement, "Ta Adyia uov ba ;" Xouv
ovola, | n owwm pov uta onuacia " (Karyotakis, p.T 112). The
"$LAodoykds peaiiouds " Agras discerns in Karyotakis’ is a part of the

fluctuation between the integration and the non-integration of poety into
urban life, since the references to other poets and their milieu point to the
~existence of a "special milieu composed of poets and other artists who

separate themselves from the social hierarchy” and resist "social
incorporation'”*, while at the same time the actual and intellectual space

where this separation takes place forms part of urban life and bourgeois
society.

This fluctuaticn colours the poet’s attitude towards society on a
broader scale, too: "Ot kooutkol «t oL amdkoouor uallf va molue mws
elfoaue ce audyn,| péoa, ua kar cav éfw am’ T (wri " (Filyras,
"Ymepdvw ", p. 47). One pole of this fluctuation is constituted by the
sparsity of references to historical or political events of the time:
Karyotakis refers to the "ayydvn tov Haykdiov " (Karyotakis, "H

medlds kat 10 vekpotageliov ", p. 110) and to the "Sdgres Tov

" Tellos Agras, Toiavrdguvila wavifs nuévas, ed. Kostas Steryopoulos, Athens,
Fexis, p. 149.

™ Agras, Koeriwd B, pp. 201-202.
™ Mukafovsky, p. 157.
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Zayydpov " (“Ews AvSpéav KdABov ", p. 100), Lapathiotis prays to

France in 1916 ("Kpavyri ", p. 83) and Filyras refers to the "Qprjro Twy
mpoogUywy " (p. 110). Certain poems contain implicit references to
events or to the situation of the time which are masked by a general or
ambiguous vocabulary, such as Papanikolaou’s: "ra péda v’ ampiAidTika
mov ma pas Ta  yow mdpet [ n Molpa uas xt ot févor " (1922;
Papanikolaou, "Xewudras ", p. 19).

- This becomes more cbvious, perhaps, if one looks at the first form of

Karyotakis’s "Aov Kiydites " as published in Noyuds in 1920.” There,

the phrase of the final form " Twy ueydwr /| oyeblwy avrdéiol

"

- pévovve " is “Twy leydiwy | ovelpwv avrdfiol pévowve ", the "om

ulay avddynmn Zwn, Tov Ovelpov Tous LTTOTES / dvavrtpa va

me(éYowve " is "omny 1oTopia pias Zwijs, Tous paviakoUs LTTOTES /
amooTauévor. va otabovv ", while the last stanza is:

ApadiaogTd Tous €iba eyd, meguévouvs oTa yavtdkia,

fapudTwTor va niid{ovve Tny avoLyTii mTAnY1 TOUS,

Kt akoUyovTas mOOOY amald AQAoive Ta mouddkia,

va kAalve udrata mov é{noayv otov kéguo T {wri Tous.

References to the war exist then below the surface of a poem which

deals generaliy with the poet’s attitude to society and the attitude of

society to the poet. In response to Ouranis’s "Aov Kiydmns " who
compares the poet to Don Quixote, Karyotakis attacks the figure of the
poet-leader who refuses to face reality. Beneath this figure lurks the
figure of the ueyadoidedmns . Therefore the poem is both a poem of
poetics and of politics and, moreover, the attitude to the place of the poet

in society is apparently determined by the attitude to the events and the

* O Nowuds , yr. 17, no. 692 (1920) p. 20, now in K.G. Karyotakis, Amarre ra
Eyetoxduera, ed. G.P. Savidis, vol. 1, Athens 1965, pp. 209-10.
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political situation of the time.

The second pole of the fluctuation between the integration and the
non-integration of poetry into the historical and socio-political situation of
the time consists in the lack of references to that situation. This
characterizes the majority of Post-Symbolist poems. What the Post-
Symbolists seem once more to be foregrounding is an absence, which
interacts with the absence of life, materiality and unity in their vision of
- the actual world. In this way they create a negative attitude to scciety
.which in turn has been engendered by the attitude of society to the poets,
by the historical, socio-political and ideological situation of the time. That
is to say, the absence of references to historical and political reality can
_be seen both as a result of the poet’s being an outcast and as an act of
_the poet-observer who, by foregrounding this absence, defamiliarizes the
ideological reality of the time.

While the first pole of the fluctuation is sometimes (in Karyotakis’s
case) characterized by satire, the second pole is usually characterized by
the promotion of pessimism and melancholy (as for example in the case
of Ouranis and .Lapathiotis) which can be combined with irony and
humour (as in the case of Skarimbas). Therefore, apart from
foregrounding an absence, another way in which the poet’s attitude to
society is manifested in the pole of non-integration of poetry into reality is
in the poetic discourse. According to Mukafovsky, "poetry influences the
way in which the entire society views the world through creating reading

individuals. The relation of poetry to reality is thus powerful, and this is
precisely because the poetic work does not refer only to particular

realities but to the total reality reflected in the individual and collective
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consciousness. Since, then, poetic designation [...] often sets into motion
the entire lexical system of a given language, the thesis we have adduced
may also be formulated in the sense that poetry in the course of its
development constantly, and always in new ways, confronts the
vocabulary of the given language with the world of things which this
vocabulary is supposed to reflect and to whose changes it is continuously
adapting itself".”®

The fluctuation between integration and non-integration of poetry
into reality is itself depicted in two varieties of discourse: statement and
satire. Lapathiotis, for example, writes:

Me youider T’ dpaua Tov Ameipov,

~ Kkt Suws 1 kapdid pov elvar orn ynl..]
Ti(moTa, orn yn, Sev upov elvar Eévo,
Ti{moTa mkpd kar TPupepd,

pa éfw k1 amé Témo ki amé xpdvo,

{w pes arov Amépavro Kaipo...
(Lapathiotis, "Homo sum", p. 233).

Karyotakis writes:

Av épbel kavels v mlpTa uas va YTUTTIOEL
Ba gavrdleTar mws éyouue (rioed|...]

Kt av moTé oma viyia uas avaonkwlouue,
Tts BiAes Tov Posilipo fa tSotjue,
Ropee, Kipte, kat 1o Teppaiv tov llapabeioov
émov Ba mailowv cricket oo omadol Zov
(Karyotakis, [OTav katéBouue], p. 140).

In Karyotakis’s poem the fluctuation between integration and non-
integration is perpetuated after death where the observation of a Paradise
created along the lines of the accepted social values does not offer the

poet material for poetic discourse ("7 8a modue ; "), reducing him to

s Mukatovsky, p. 72.
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silence.

‘Thus, the poet’s attitude to society consists in a fluctuation between
- the integration and non-integration of poetry into reality in general. This
‘attitude results from the existence of the poet in society, at its margins
and outside society, and it provides the poetic answer to this situation; this
~answer consists in different kinds of poetic discourse and in silence. - The
attitude of the Post-Symbolists to society is in turn connected with their
efforts to find either escape routes leading out of society or alternatives in

life within society.

2.3.5. Solutions Propesed

Since the poet, as presented in Post-Symbolist poetry, is at odds with
society and does not occupy a central place in it, the type of poetry

n 77

promoted falls chiefly into the category of "Auptouds Tov eyd

Moreover, the experience of the 'eyd ' is not related to a general
experience, thus integrating the poet into society, but, in contrast, isolates
the poet from society. Much of the subject-matter of Post-Symbolist
poetry aims at creating a space for the poet that separates and protects
him from society and reality in general, although at the same time this
subject-matter suggests the vulnerability of this space, since the poet
characterizes himself as a "gAoyépa " into which pain blows (Lapathiotis,

"AumTepr) peAwSia ", p. 10) or as "kdTt cav kua pes o’ amépavTo

médayo " (Ouranis, Spleen, p. 14).”*

7 Palamas, 10, pp. 508 ff.
* Kostas Quranis, Spleen, Athens, 1912, p. 14.
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The space created by poetry is composed, apart from language,
chiefly of escape and memory. These two themes are linked to other
themes, such as nostalgia and desire; their function in Post-Symbolist
poetry will be looked at in Chapter 3, under the heading "subject-matter
of Post-Symbolist poetry". Nevertheless their dominant presence in the
poems is conditioned by the poet’s place in society and therefore they can
probably be defined as ways of escaping from society. While escape
consists of a negative relationship to a present time or space (e.g. "©éAw
va ¢vyw ma amé’'6d, GéAw va Piyw mépa, | o€ kdmore TOmO

“ayvdoioTo kar véo ", Karyotakis, [Oéiw va ¢oyw ma amé ° 4.1, p.
79), memory can be either a way cut of society or an alternative way of
life within society by acting as a centrifugal or a centripetal force. "An
example of collective memory is Palamas’s "H ®Aoyépa Tov Baoidd ",
where the created memory can act as a uniting force for society, which
can then aspire to a common future, determined by the collective
memory. The Post-Symbolists reject collective memory, at least of the
type promoted by Palamas’s generation. For example, I.M.

Panayotopoulos observed a lack of a "owweldnon toToplas " in Agras’s
poetry: "Autés o ¢iAloTopas, o moAvuabos, Sev mepibiafdlel avdueoa
oTa pdpuapa, yia va fvmicer Tous apyalovs avrilaiovs, Omws

1600t kar Téoor ".° At the same time, individual memory is linked either

to nostalgia for a happier past or to an intensification cf present sorrow
and of the sense of isolation, or both. For example in Papanikolaou’s
"Méoa om Bouvry Tov Spduov " (Papanikolaou, p. 37) the speaker talks

about a dream which he found and lost in the past. The result of the

™ .M. Panayotopoulos, Ta mpdowma xat ta kelueva, vol. S, (1949), p. 83.
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"mépaoua " of the dream which was "uiav eAmiba meBauévn/ mov pas
lelL kat pas mebalver | ki 6Ao pas Teafder ' 8d kdTov | ds Thv

mépTa Tov BavdTov ". This dead hope, being a result of the " mépaoua "
of the dream, is a form of memory in itself. Memory in this case provokes
pain and leads to death. One example of memory in the form of
nostalgia for a happier past is Papanikolaou’s "Ev’ amdyevua " (p. 21)
where the speaker talks about a lost love, which had filled "ue dmeion
yAukUTnTa Ta E€va'. Memory acquires the form of the sense of touch:
"Kar ndbw axdéua oruepa, mov ¢’ éxw ma yauéva, | am’ To xopul
Uov va mepvd xdmolto Stkd oov ydb", and ties the speaker to a private
“past: "o’ aydmoa kat ¢’ ayamwd kar Tdpa - ", "o€ OéAw kat o€

“voaTadyd "

Memory is linked to nostalgia and to a sense of isolation from the
present. Nostalgia, in turn, is often linked to escape - e.g. "Tov ovpavd
€YE VYooTaAyw, moU kdmoTe €lya (TigeL, ] Slyws xapés kaL CUPOPES KL
dV@paiﬂovg, mdvra Mdvos " (Ouranis, Spleen , V, p. 14) - it therefore
forms part of a system of forces, which create a space protecting the
individual from society and distancing him from it.

At the same time, certain aspects of these themes are connected
with other elements of Post-Symbolist poetics. For example the lack of a
collective memory is probably linked to the reaction of the Post-
Symbolists against the nationalism of Palamas’s generation. Moreover,
the frequently cosmopolitan nature of escape (as for example in Ouranis’s
poetry) again appears to be negatively connected with nationalism,

promoting cosmopolitanism instead.

If cosmopolitanism can be seen as something opposed to
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nationalism, it constitutes an alternative suggestion to life within society;
therefore escape, apart from being a way out of society, can also be a
way of life within society.

The same may apply at a more general level to the kind of
"Avptouds Tov e€ydd " prevalent in Post-Symbolist poetry. While on one
level it aims at creating a separate space for the poet, on another level it
breaks down the barrier between the poet and society, which was
intrinsic to the concept of the poet as a prophet; seer and leader of
society. The existence of this barrier was for example implied in
Palamas’s depiction of the poet as a "Stadex7ds [mov] Sev uvnoikaxel
xard Tov mAnjfous " that may turn against the poet because he has "my
wmAn ovveibnon ulas ainbeias mov Sev épTace akoua va $wTiOEL

Tous dAMovs ydpw 7ov ".*° The change in the role of poetry and in the

poet’s place in society led to the breaking down of this barrier. For
example Emilios Hourmouzios pointed out in connection with Ouranis,
that "n moinots pe Tov Ouodvn, dmAwve éva xépt ouvTpoplkd aToV

avayvdorn ™s. Aev Tov (nToloe oUte éfapon olTe PLAogodikr]

mpomalSeta . *' On one of its levels poetry dominated by subjects such

as memory, nostalgia, desire and escape links the poet tc all other
individuals, thus transposing the centre of gravity of society to individual
discourse and thereby proposing alternative ways of life and poetry within
society. ‘

Thus, part of the subject-matter of Post-Symbolist poetry, i.e.

memory and escape, points to ways out of society while at the same time

* Palamas, 10, p. 421.

" Emilics Hourmouzios, EMpuari Anutoyoyla , yr. 6, vol. 12, no. 132 (1953), p. 160
ff.
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it may be connected with the concepts of antinationalism and
cosmopolitanism, thus pointing to ways of life within society. Moreover,
the poetic discourse itself, although on one level it tries to separate the
poet from society (chiefly through a space created by language), on
another level comes nearer to the discourse of individual members of
society; thus once again a way out of society interacts with a way of life
within society.

If this interaction can be said to result in "the type of reading
(attitude de lecture) which the poem imposes on its readers”,”” another
~ type of reading that seems to be proposed by Post-Symbolist poetry is
* that of poetry as dialogue either between individuals (in Polydourl s case)
“or between poems (in Skarimbas’s case)

In Polydouri’s case the dialogue takes place between the speaker
—-and her beloved. Since the beloved occupies the centre of the speaker’s
-~ world, acting as a filter transforming the world, or a prism through which
the speaker looks at the world, the dialogue between the two cormstitutes
the pivot of the poetic discourse. This dialogue takes various forms: the
beloved acts or speaks, and his speech is often connected with action,
since his song can, for example, dominate nature: "Mdvo égrave o ayds
ToUu Tpayoudiov oov, | ula avdoTepn vuxTid xwpis mwvon" (Polydouri,

Kt 7ip6e powpaia...], p. 102).” The beloved is also the recipient of the

speaker’s poems, while at the same time there exists an interplay
between the speech of the one and the silence of the other. For example

the speaker "feguAdillel] Ta moirjuata " of her beloved "ue ™s clwnis

®2 Jonathan Culler, Structuralist Poerics : Structuralism, Linguistics and the Study of
Literature , London, Routledge and Kegan Paul 1975, p. 164.

% Maria Polydouri, A7arra , ed. Lili Zografou, Athens, Estia 1961, p. 102.
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Ta kplva mov Avyovve " in her hands, or the silent beloved may become
a song for the speaker: "Kt dmws Ga BAémels yipw ogov, BouBd kat

Avimuéva | 6a ylvels Svelpo, kanuds, Tpayold. eov wa uéva

(Polydouri, "Ta ocvérra Tov kuvnyot ", p. 129). Poetic language for
Polydouri has both a transmitter and a recipient and it may contain
silence as a form of expression rather than as a result of the inadequacy
of poetic language to express feelings as appears to be the case in other
Post-Symbolists. In Polydouri's poems the expressicn of feelings is not an
aim in itself but part of a communication.

Thus, poetry as communicaticn between individuals seems to be one
- alternative suggestion for existence within society proposed by some
Post-Symbolist poetry. Another suggestion is that of communication
between poems, that is, intertextuality. In Skarimbas’s poetry this is a
prevailing feature, not only adding semantic levels to his poems but also
proposing new readings of other poems.

For example "MmaAdvra " (Skarimbas, p. 27) appears to contain
references to three pocems by Karyotakis. The repetition of the phrases,
"1l wpala " and "mov eluar wpalos " may refer to Karyotakis’s "wpaia
va ' var Tta mpbowra kar va yapoyedovve, | wpaios axdéun o (Sios
eautés pov " ([©éAw va dvyw ma amd’d... ]). Phrases such as the
repeated "axdun véos " and "va ¢rdow / cépvovras s vooTaiylas
T0o Briua " may refer to [T{ véor mov ¢rdoauev €8d ], constituting both
a serious comment on it (that arriving young "oto yefdos / Tov kdéouov”

or "6’ amr’ To oyriua " has its positive aspects) and an ironic one,
since Karyotakis’s "o1o yeldos / Tov kdouov, 8dbe am’ T OSvelpo kat

kelfe amé 1 yn " is echoed in the lines, "mow am’ To okéSLS pov va
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Tepdow, 67 am’ To oyriua". While for Karyotakis the world and the
non-world have an objective value, and so has the passage from the one
to the other, for Skarimbas the two worlds and the passage from the one
to the other have more to do with shadow-theatre. The third poem
Skarimbas is probably referring to is [OTav katéBouyue ]. Phrases such

as: "ue Slyws oréua [ ki Suws ptAdve ", "duvdor ¢dldot ", "ocav ue

PLAniget, | pe Siyws yelAn seem to allude to Karyotakis’s "drav

katéBoyue TN okdia 1L 6a movue " and "aAAd exel kdTov TL va

moUue, moU va mdue Since the last six stanzas in "MmaAdvra
depend on "va &pw T va mw " (va mw, va Aéw, va opkiloual), they
seem to constitute an answer to Karyotakis’s question. This answer is
. ‘both serious (the dead man will talk about his unrequited love) and ironic,
-since the speaker satirizes certain romantic motifs: "Alyws ~ 7{ wpala !

- v’ ayambd om I'n s ", "Aywis, ayvos — va opkilouar — eluar’

For Skarimbas, then, a poem may constitute a comment on or a
response to other poems and therefore a communication between poems.
Taking into account the place of poetry in society, as depicted in Post-
Symbolist poems, this communication may constitute both a way out of
society through the creation of an intercommunicating poetic system and
an alternative way for poetry to exist within society, since it provides a
commentary on the special character of the poetic discourse, treating its
distance from everyday discourse ironically (i. e. implicitly suggesting an
integration of poetic discourse into everyday discourse).

Therefore the ways out of society proposed by Post-Symbolist

poetry are connected with the attitude of the Post-Symbolists to society
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and with the plaée of the poet as defined by society. Apart from ways
out of society, the Post-Symbolists propose alternatives within society,
deviating from the ones proposed by society itself. They promote, for
example, individual discourse and dialogue between individuals or
between poems instead of a hierarchical relationship of leadership and
subordination between poetry and society. They also promote
cosmopolitanism instead of nationalism. The alternatives within society
interact with the alternatives to society, pointing once more to the place
of the poet within society, at its margins and outside it, and at the same
time to the existence of poetry at the boundaries between language and

reality and between language and silence.

Thus, the place of the poet in society as seen by the Post-Symbolists
consists of some interlinked aspects, such as the poet as townsman,
existing in an urban society and presenting a new view of nature, the
uncreative penpusher-poet, feeling alienated from society, and the poet-
outcast who defamiliarizes society and reality by becoming an observer
who foregrounds fragmentation, insubsténtiality and absence. The Post-
Symbolist attitude to society fluctuates between integration and non-
integration into it. Moreover, the effort of the poets to find both ways out
of society and alternatives within it, is connected with their concept of
their place in society and with their attitude towards it.

Through this effort and consequently through the system of concepts
behind it, concerning both the role of poetry and the poet’s place in
society, the Post-Symbolists defamiliarize not only society and reality but

also poetry itself. This is achieved through the transposition of the centre
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of gravity from the connection of poetry with history and with the
aspirations of the establishment, to its means of expression and to forces
within the individual, such as memory, nostalgia, desire and escape. The
choice of these themes therefore, derives from concepts of the role of
poetry, of the poet’s place as defined by society, and of his attitude

towards it.
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Chapter 3

The Subject-Matter of Post-Symbolist Poetry

In "La statue dans la symbolique de Pouchkine" Jakobson examines

the symbols which recur in Pushkin’s poetry and defines these symbols as
the dominant or organizing factors of Pushkin’s poetic system.' In this

way Jakobson examines the poetic system of an individual poet through
the recurrent and interlinked symbols which constitute the "particular
mythology" ("mythologie particuliere") of the poet.

In order to deal with the works of a group of poets such as the Post-
Symbolists, Jakobson’s approach may be modified by a shift of focus from
symbols to subject-matter since the common recurrent elements of
poetics where a group of poets is concerned are more likely to be
thematic than symbolic.

This chapter will therefore examine the dominant factors of the
subject-matter of Post-Symbolist poetry, that is, some themes, which
function as organizers of Post-Symbolist poetry in that they not only recur
in the works of the Post-Symbolists but also shed light on how other
themes are viewed. These recurrent themes are memory, nostalgia,
desire and escape from the real world to an imaginary one by means of
poetry.

The emphasis on these themes is connecied with the attempts of the

Post-Symbolists to seek refuge from society in their poetry and to

'Roman Jakobson, Questions de Poétique, Paris, Seuil 1973, pp. 152-53.
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reinterpret the role of poetry within society. Thus, the subject-matter of
Post-Symbolist poetry is to a large extent socially conditioned. That is,
the poet’s place in society, as viewed by the Post-Symbolists, and the
poet’s attitude to society, as expressed in their poetry, circumscribe the
thematic area of Post-Symbolist poetry. Therefore the subject-matter of
Post-Symbolist poetry is closely related to the historical, socio-political
and ideological context of the period in which the Post-Symbolists
composed their works and to their way of viewing the role of poetry and
the poet’s place in society.

Taking into account the context of the period in which the Post-
- Symbolists composed their poems and the attitilde of the Post-Symbolists
to the role of poetry and to society (dealt with in Chapters 1 and 2), this
chapter will examine the thematic funcfion of memory,' nostalgia, desire

and escape in Post-Symbolist poetry.

- The thematic function of memory, nostalgia, desire and escape
consists in the effort of Post-Symbolist poetry to transform reality or to
move away from it. This is. also characteristic of Romantic literature
where the real world clashes with the imaginary and where "the unreal
world created by imagination reflects and projects the private reality of
feeling".” In Symbolism, however, the poets sometimes express an
awareness of the attempt itself. In Baudelaire’s poetry, for example,
nostalgia is a dominant theme; it is, however, viewed explicitly as

nostalgia. "The speaker unmistakably places himself outside the world he

longs for: 'Je n’ai pas oublié¢’, he boasts; which means that he lives in a

® Margery Sabin, English Romanticism and the French Tradition, USA, Harvard
University Press 1976, p. 72. '
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time and in a manner which might well have made him forget. The
negative, in keeping with the general pragmatic principle of non-
obviousness, implies the normality of the positive that is denied".’ In this

way another kind of reality is created somewhere between the real world
and that of imagination, and this "reality", which is the reality of poetry,
functions as a link between the two worlds. In Greek Post-Symbolism
this link is often depicted as inadequate and therefore the attempt to pass
from one worid to the other by means of poetry frequently fails.

The themes of memory, nostalgia, desire and escape assume a
special character in Greek Post-Symbolism, since they form part of the
inadequate link between the real and the imaginary worlds and are
consequently connected with the act of composing poetry. The dominant
presence of these themes, together with their position in poetic reality and
the doubts expressed as to their effectiveness constitutes a special
feature of Post-Symbolist poetry.

The approach to these themes will here consist in examining their
function in connection with the act of poetic composition and attempting
to distinguish the elements thereby introduced into Greek poetry by the
Post-Symbolists. I will look first at the way in which these themes
function in the poetry of Palamas, the Greek Symbolists (Gryparis,
Porfyras and Hatzopoulos), and Cavafy. These poets have been selected
because of the chronological connection of their poetry with Post-
Symbolism. Palamas was the leading figure of the Generation of the
1880s, the Greek Symbolists were the immediate predecessors of the

writer
Post-Symbolists, and Cavafy was a contemporary| whose poetry the Post-

*R.A. York, The Poem as Utterance , London, Methuen 1986, p. 31.
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Symbolists tried to promote. Some reference will also be made to the
treatment of these themes in the poetry of Sikelianos because, although
the Post-Symbolists rarely seem to refer or react explicitly to him, his
was undeniably a dominant poetic voicé of the period. I shall then
examine the functioning of these themes in Post-Symbolist poetry. In
looking at the dominant presence of memory, nostalgia, desire and escape
in Post-Symbolist poetry I shall concentrate on three problems, which it
poses: (a) the objects of memory, nostalgia, and desire, (b) the
effectiveness of memory, desire and escape and (c) the relationships of

memory, nostalgia, desire and escape to the poetic language.
3. 1. Other Poetic Voices
3.1. 1. Palamas

In those of Palamas’s poems that belong to the categories defined by

the poet himself as " Avpiouds Tov eueis " or "AupLouds Twv GAwr",
memory, nostalgia and desire function in a macroscopic and indirect way.
That is, poetry contains the memory of the Greek nation and expresses
nostalgia for a glorious past and the desire for a glorious future. For

example, "H ®Aoyépa Tov BaoiAid could be considered to be a
manifestation of historical memory, since it deals with Byzantium. Poetry
is depicted as a means through which this memory is transmitted to the
people as the poet transforms the sound of the emperor’s flute into words.
The role assumed by poetry is, however, far more active than this, since

poetry does not act simply as a medium for memory but rather as a way
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of creating memory for the reader. This is achieved both by the selection
of the historical moments depicted in the poems and by the prism through
which these moments are viewed. Thus, the relation of poetry to
memory is one of both selection and combination. Morebver, the creative
force in this relationship is poetry; that is, memory is not depicted as
producing poetry but as being produced by it. Since a prevailing factor in
the poems which belong to "Aupiouds Tov eueis " is nationalistic
ideology, memory is a product of this ideology as well as a means of
expressing it.

The same applies to ncstalgia and desire. Nostalgia for a glorious
past is implicitly contained in memory as well as in the desire for a
glorious future. Sometimes nostalgia for the past is castigated, as for

example in "Adycs E " of "O AwébexdAoyos Tov 'igTou " where the

gypsy affirms the "fdvaTos Twv Apyalwy "

moTE Ma
8¢ Ba favalijore ™ (wij oas,
fwried | [.]

K¢ dmolos Sovdos cas Ga yivel
KaL gas mdeel xkaTamdédl,

17 évas pdévos, 17 6Ao yévos

Ba oBnorel us cas.

The object of disapproval is, however, sterile nostalgia that leads to
attempts to imitate and reproduce the past rather than produce a future
inspired by the past and equal to it. Therefore, Palamas promotes the
idea of creative nostalgia as opposed to the nostalgia promoted by the
Romantics and the supporters of Katharevousa:

Kar povdya émotos padl oas

8¢ Oa ydoeL Tov €auTé Tov

kaL fa kel povo am’ T dvbia oas
yla va oTepavdost Ta paldd Tov —
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Uovo ekelvos €bd kdTov
oToAguévos Ba Tpapiifel oa ya,uﬂpés‘,
Ba Tpafrifel aToALcr,ueVos‘ Ue 1™ xdpn oas,

ba Tpafrifer eumpds |

The desire for a glorious future or for a future characterized by a
realization of various ideals promoted by Palamas is often explicitly stated
in the poems. Thus, memory serves to accentuate this desire by creating
a history that justifies it, while nostalgia may function as a source of this
- desire.

Apart from the national or international scale on which memory,
nostalgia and desire function, there is also an individual scale, in poems
‘belonging to the category defined as "Auptouds 7Tov eyd ". In these
. poems, references to memory and nostalgia are rare (e.g. there are some

in "Tyotouds ", such as "ylpioa ora favfd malbidrika Anuéota, /

n S

yipLoa oTo A€vko Tns véTnS LovomdTi ), whilst desire is usually
specified as desire for a beloved person. There are a few exceptions to
this, as for éxample in Ta Ilabnrivd Kpvgoutdjuara : "Ztov kéoLo
eToUTO UE TOv Kanué/ oa va  yw (hoel pias dAAns mAdons " ° or
in "Aokpalos " where the speaker "dveipa PBoorxoroyovole] padpa " until
he meets the Muses and becomes "o monTiis, o pavTevTis kaL o

udyos "’. Desire either as "kanuds " or as "dveipa " is connected with
poetry, which acts as a fulfilment of desire by providing the means for the

poet to communicate with the "dAAn mAdom or for the speaker to

become "pavrevris kar  udyos".

* Palamas, 3, p. 352.
* Palamas, 3, p. 72.
¢ Palamas, 7, p. 530. ;
7 Palamas, 3, pp. 204-205.
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This function of poetry as a fulfilment of desire is related to the
"orphic" notion of "poetic speech as the ground of all signification".
Poetry possesses the power not only of speaking about all things but of

bringing everything into existence as well. "The world is brought into
being and upheld there by the energy of words".® A main concern of the

"orphic" poet is to name things or ideas in order to bring them intoc being
and thus create his world. This concern prevails in Palamas’s poetry and

"

is explicitly mentioned, for example, in "Hynoo " where the poet brings

the statue of Hegeso to life and is asked by it: "llgpaxaid o€, /| dvoua
Sidoe "°. Thus, poetic langunage and consequently poetic imagination are

omnipotent; for example, Palamas addresses rhyme, saying: "7ns

"' or speaks about the dynamic

®avracias To kapdfL mdel |’ ecéva mpiua
power of imagination : "H davracia pas wder aiioy,
ora Tdprapa ka. oT’ doTpa,|/ ki €lvalL mAaveUTpa udyiooa kai £évn
EedoyidoToa "

For Palamas, poetic imagination can fulfil the poet’s every desire

while poetic language can bring into existence a world that contains not

only people, objects and ideas but the whole of time and space as well.
Therefore, memory does not constitute an important force in itself, since
it is embodied in poetic language. This may account for the sparsity of
references in Palamas’s poetry to memory or nostalgia and also for the
specific character of memory and nostalgia where they are mentioned.

For example, the speaker expresses his nostalgia for Missolonghi and for

* Bruns, pp. 1, 3.
* Palamas, 7, pp. 509-10.
'° Palamas, 3, p. 40.
" Palamas, 5, p. 176.
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another kind of life: "Na rduow, fvmvdvras pubuikd, Yapds upe To
orallki | Ta kowiouéva oov vepd, kanuévo MigoAdyyr I'"* or again a

memory: "kt 1 uviun pov oav ovewpo Tov ovelpov mAéker | yAukid

uLgoafnuév’ ewdva, uia untéoa .

The objects of memory and
nostalgia are specified and form at the same time a ﬁpa’rt of the poetic
language by which they are controlled. That is, the Speaker is able to
depict Missolonghi and the life he would like th> lead, and his rhemory

'

"mAéker " an image, thereby folloWing a process of compositibn inherent
in poetic language. Mémory is réalized within the poétic language and
nostalgia is fulfilled by it because the poetic language possesse"s& the
power of recalling the past by describing it. Thus the answer to the
poet’s nostalgia: "To mepaouévo katokaipt | (tdya 8a 10 ° Ppw dAAn

gopd ;) |/ am’ bAa exelva eyd elya mAdoel/ piav aocwnbiomn yapd

is the detailed description of the events and the scenes of last summer."

1"

An exception to this is "O Tdgos ", where "Adyos ", "ZTiyos "
and "Puvfuds " prove inadequate to preserve the memory of the dead son:

TodTwy dAwv o kanuds
kat o Gorjvos kar n gpovtiba
elvar ptav oAdéypuvon

™S Knuns mpoowmida

kapgwTli oTO MPbowTmo
7’ audiayo s Anéns.

Nevertheless, although the poet expresses doubts about the power
and truth of poetic language ("Kdbfe oriyos mAdveua / kai kdfe Adyos

Yéua ") his doubts seem to concern only one level of memory and poetic

'? Palamas, 5, p. 176.
'* Palamas, 3, p. 13.
'* Palamas, 5, p. 437.
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| language: the failure of poetic language to preserve uwrjunin life; poetic
language can, however, build a uvrjua outside time and space:

To omTtdikt oov émiaca
Mavrotewvo yia oéva

Mdvo upe Tov mveduatos
Ta pdyia | Zov 1o whdvw
2’ éva Tomov duloy,

P z 5
ameipayto am’ To ypdvo.'

Some more exceptions to the successful outcome of memory or
desire within poetic language can be found in Palamas's later collections
where he introduces the themes of the evanescence of poetry and
silence. An example of the first is the "Evas emfdoyos" of Hepdopara

wxat Xatperiauol (1931):'°

ZTiyol. Aev éxoww (wiis pakporiuepns TN xdpn.
llpdgpTacé Tous. Tupevovv wa patd.
Koupdria o dveucs drovs Ga Tous mdpet,
doovs Sev kdier n ¢pwTid.

7

An example of the second is "H Zwwmj " from the same collection:'’

Na oov ueotdvovy katr 1o vov okomol kat mwélot,
cav dypaga SepTépia molor kaL okomol,

v’ ayamds 6,7t Sev amAdbn, Sev eumwln-

va (€ls UE TN oLw.

These themes are not frequent in the poetry of Palamas; they raise
doubts about the omnipotence of poetic language and, in particular, its
ability to express everything, and thus create a space for the ineffable

(e.g. "ua timote [/ [..] oav eoé; Oete wole,/ ki avelmwre 1" '*).

Therefore in the poetry of Palamas that has a national or universal

'* Palamas, 1, pp. 425, 381.
' Palamas, 9, p. 440.

7 Ibid., p. 289.

'* Palamas, 11, p. 97.
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outlook, memory is dictated by the prevailing ideology of Palamas’s
poetry, whilst nostalgia is implicitly contained in the desire for a future as
described by the poet. On the individual scale, memory, nostalgia and
desire are not often mentioned in relation to poetic language, since for
Palamas poetié language constitutes the object of desire, to which he
already has access, and is omnipotent and all-enclosing, thus creating no
space for nostalgia. Moreover, with a few significant exceptions, mostly
in his later collections, the rare objects of nostalgia are usually specific
moments, places or events of the past and are attained by the peetic

language itself.
3. 1. 2. Sikelianos

Poetic language is characterized by omnipotence in Sikelianos’s
poetry too. The "Adyos " is mdfos, uédn, pila, EAAdba, Puvluiori[s]

pall kar Aptfuntils] '’ and thus incorporates and satisfies memory and

desire. "Adyos " is defined by the speaker as "Ocla evornTa Babid

Hov, | pes omy dowtn apuovia 1) pues otn pdyn | Twv Aadv upali

"2

KkaL Twy ovpdviwy amé wdvw pov odarpdy " and this unity includes

1 21

"[mns] Muvijuns | BaBid 1o ¢ws T abialpeTo Poetic language can

transform illusion into actual reality:

Oxt, bev eivar xiuaipa

va kafardue T' ovewpo 1N Gelav eToUTn LépQ,

mov OAa, opaTd kL adpata, ki €UEls kaL oL Tpwes, ki oL Geol,
oy (Sia opudue péoa aidvia ogalpa |

" Anghelos Sikelianos, Ayoxds Blos , Athens, Ikaros 1966, vol. 3, p. 233 ff.
* Ibid. , p. 234.

# Sikelianos, vol. 5, p. 31.

2 Ibid., p. 56.
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The desires expressed in Sikelianos’s poetic language are fulfilled
within and through it; for example, the phrase "Ki eima...] 9a °~ prel "
expresses both prophecy and desire, and both the prophecy and the
desire are fulfilled in the poem: "Kat vd njpre |/ H mAépia ewdva Tov

1w 23 '

This fulfilment depends on the verb "eima ": that is, poetic

npTe
language itself possesses the power to fulfil the desires it expresses.
Another feature of Sikelianos’s poetry which conditions the nature of
memory and desire and the absence of escape and nostalgia in his poems
is his Orphic notion of life. That is, since Sikelianos believes in the cycle

of birth, death and rebirth, memory is satisfied within this cycle: "TéAos

n 24

kL apxriv n puviun €84 Sev éxel . while desire consists in the

existence of this cycle and of unity: "To adpio, T0 xTes, To orjuepa, o

évas maluds va opilel".”

If viewed in the general historical and socio-political context of the
period in which he is writing, Sikelianos’s poetry may be considered to
incorporate nostalgia for a mythical past where "Adyos " was identified

"

with "udfos ", and an escape to the realm of an omnipotent poetic
language. What, however, is of interest here is the cyclical notion of life
and consequently of memory and desire, and at the same time the
prevailing omnipotence of poetic language which allows for the fulfilment
of desires. Thus, although Sikelianos’s approach to memory and desire

deviates from that of Palamas, there are certain similarities between

Sikelianos’s and Palamas’s approaches as regards the omnipotence of

# Sikelianos, 3, p. 203 ff.
2 Sikelianos, 5, p. 105.
» Sikelianos, 4, p. 40.
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poetic language in its relation to memory and desire.

3. 1. 3. The Symbolists

The presence of memory, desire, nostalgia and sometimes escape in
the poetry of the Greek Symbolists*® marks a deviation from Palamas’s

poetics. Moreover in Symbolist poetry memory and desire are no longer
connected with nationalist ideology, but instead belong to the individual
scale. In Gryparis’s poetry, however, the confidence in poetic language
continues to prevail and to determine the func’tion of memory, nostalgia

and desire.

In "Zamgd ", for example,27 poetic language creates a dream and

‘p‘reserves memory: "Tn Adpa yia mavrotevd mpooképard Tns éxer /
v’ akoUeL kaL gTov UMVO TNS oav OVELPO va TPEXEL / kaivoipLos
mdvra o avtiialos am’ Ta maikd Tns wdfn . The result of poetry
here is the fulfilment of desire since through the acoustic and semantic

"

link established between "¢ws " and "®dwras ", Sappho’s unrequited
love becomes requited: the light of the sun "fappels kar eivar o
ddwvas...ueTdriwoe ki eoTdln [ kat NS vekpris aydmms Tov TNV

kegaldrj yaibever". The transformation of the light into Sappho’s beloved

is achieved through poetic language. Poetic language seems to constitute

% The poets examined here are Gryparis, Porfyras and Hatzopoulos, although, as
mentioned in the Introduction and in Chapter 1, works of other poets can also be said to be

Symbolist, such as Varnalis's K7p7idpes of 1905 and ITpooxvenrifis of 1919, both of
which Vamnalis later disowned (see, for example, Yeoryios Valetas, "H {wr} xkat. 1o éoyo Tou
Kdora Bdpvain", Néz Eoriaz, vol. 98, number 1163 (Christmas 1975), p. 140; Thanassis
Papathanassopoulos, "H molnon Tov Bdpvain ", Ibid., p. 75). In Krperjfpes and
IIpoorcvryrrjss Vamalis refers to memory and desire. The examination of these themes is,
however, beyond the scope of this thesis, since Varnalis does not appear to constitute a
dominant poetic voice for the Post-Symbolists.

? I.N. Gryparis, Zxapafalot kat Tegpardres, Athens, Sideris, p. 20.
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the dominant element in the poetry of Gryparis as in that of Palamas. In
Gryparis’s case, however, poetic language is characterized by
omnipresence rather than, as in the case of Palamas, omnipotence.

In Gryparis’s poetry, memory, nostalgia and desire are usually

transformed into language; in "Xwptouds ",** for example, the speaker

says, "Mtia OdAacoa kat oy kapdid éxw kA€ioel"; this sea becomes
articulate ("évav Gprjvor avtigwro v’ apyiocer ") and transforms pain

into song: "Tous WOvous HoU Tpayoudia va ooV Kduw Apart from

being transformed into language, these elements are also controlled by

"* the speaker describes his

language; for example in "To wpaio vnol
despair at seeing the island of his desire sail away from him; the whole
image depends, however, on the main verb of the first sentence: "To
wpaio vnol, mov o wblos Tov Le avdPel, | pavTdlouar mws ¢evyel
Kkt apuevider". |

To sum up, the subjects of memory, nostalgia and desire enter
Gryparis’s poetry, and this marks a deviation from Palamas’s poetics.
They are, however, subordinate to poetic language.

In Porfyras’s poetry, on the other hand, poetic language tends to
emphasize silence, marking a more radical deviation from Palamas’s
poetics than that of Gryparis. The subject of silence recurs frequently in
the poems of Porfyras, often connected with oblivion, loss and unfulfilled

Z 1 n

desire. For example clouds are depicted as "BouyBd ", "Se Bpéxovve Tov

mévo Tous va movve " and are compared to the speaker: "Ta gilvveda,

yid 1845 Ta — wodv euéva — [ Twpsvow, ay ambype mépa ds méoa, /

= Ibid., p. 3.
» bid. , p. 34.
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Kdmoia kald, ua oAéTeAa yauéva ".° Thus, unfulfilled desire is related

to an inability to express. The inability to express constitutes one aspect
of the silence that prevails in Porfyras’s poetic space.

This silence forms part of the general absence of life which is often

referred to in the poetry of Porfyras. In "Lacrimae Rerum ",”' for

example, the prevailing silence reduces the memory implicitly referred to
in the first stanza ("To omTdkl pas eoroiyewwoev/ awé v ouoppLd
oov T Bhuuévn ") to oblivion ("o kaAds s Arbns ovvTpodos [..]
prlullet apyd, doLxTd 70 potpoAdt "). The only sound heard in fhe
house is the lament of the objects and this in itself forms part of the
silence as- it is only heard because of the silence. The poetic language
tends to incorporate the inarticulate and quiet sounds of objects or na;ure.

In "To épnuo povordrt "** the speaker depicts himself as possessor of

the sighs of nature:
2’ éva kaldur AemTé paykoy éxw kAeloel,
Ze uta ypuvarp mov ou Nepdibes pov eddoav gloyépa,
Olous Tous 1yous mou kAaiy kai oTevd{ovy oTn PUOT:
Tns peuatids, ™s Beoxns, Twy SevTewy kat Tou ayépa.

This poetic language is connected with silence ("H owwmi
kateBalver am’ Tn oTéYN pov aydA) as well as with memory almost
reduced to oblivion: "®alveTar pudvo Pabid oto Gaumd pas kaboédptn/
Kdmowa oxia, pia okia popgovids m' ayamovoa. [/ Anouovnuévov
akdpa yaudyero avlilet... "

Thus poetic language Stresses silence and at the same time includes

nostalgia and the possibility of escape. For example in "Xeipwndrika

* Lambros Porfyras, 2xze€s , Athens, Vasiliou 1920, p. 12.
® Ibid.,p. 20.
#Ibid., p. 32.
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SévTpa the willow-trees "Tov krjmo s Nepdibas ofnuévo
voagTalyovve "; this garden exists in a fairy tale, that is in language. In
"To épnuo povemdtt " the possibility of escape "méo’ am’ ™ paipen
{wt, oTo YAauké Amoomspltn " is not realized, it is however depicted as
the aim of poetic language.

In the poetry of Porfyras, poetic language is neither omnipotent nor
omnipreseni; in contrast, it tends to be reduced to silence by being
-identified with the inarticulate and quiet sounds of nature and objects. In
this way it may include nostalgia or the possibility of escape but it fails to
realize this possibility or to restore the objects of nostalgia. At the same
time this "silent” poetic language is relaied to unfulfilled desire and o the
transformation of memory intc oblivion. Thus, Porfyras’s poetics differs
from that of Palamas or Gryparis and has more affinities with the poetics
of the Post-Symbolists.

Poetic language is not omnipotent or omnipresent in the poetry of
Hatzopoulos either. At the same time, its interrelation with memory or
desire is not frequently mentioned. Hatzopoulos often refers to desire,
usually as "dretpo " or "kanuds " and sometimes as "mdbos ", he does
' not, however, question the ability of poetic language to depict desire nor
does he regard poetic language as a transformation or creation of desire.

Song is usually portrayed as a part of nature. For example the
speaker asks:

2Tov TpayoubLov uov amdvw Ta @PTepd

mov gevyeL oTo Bapy Umvo gou TPLYUOW,

dmAwoe Ta Loklwléva oov OVeLpa
oa padnuéva péba va Ta OUHw

Na oguifow pe Twv gvdwy 10 Y004
% Ibid., p. 58.
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o710 ¢OvomrwpLacuévo Sdoos Tépa, -
UE TNs avyris Ty dyva va okopmioouve
kabds podoyapdlet Tdpa n péoa.’

The only power that poetry possesses is that of turning dreams into
a part of nature and letting them follow a process determined by nature.
Songs are included among the positive forces of nature, but they do not
possess any more power when confronted with pain or death than do
flowers or birds. All these forces can be obliterated by pain: "Ka:
mépTowve aTo SidBa oov | Ta péSa padnuéva | kar Ta Sagvékiada

" As a positive force of nature,

ffpd/ kal. Ta Tpayoldia vekpwuéva
song can awaken certain sleeping elements of nature but it cannot
preVent or reverse death, and this is the cause of the singér S "'kan/.‘to’g?
‘;:\:'Ig'-tlyatzopoulos deals, for example, with the tale of the Sleeping Beauty who
in this case is waiting for a singer to awaken her. The singer appears,

"Eumvouy Aovdoldia kar movAd, [ pa Sev fumvd ki ) KoLULOUEVD,] Kl

1w 36

"c”:i&/a') polpa | ar’ Tov kanuéd/ o Tpayovdiorrs mebaiver .

Desire is inherent in poetic language, ’that is, it consists in the
omnipotence of poetic language. Hatzopoulos is, however, conscious of
the absence of this omnipotence and thus reduces his song tc an element
of nature together with desire or nostalgia. Contrary to what is
happening in the poetry of Gryparis or Porfyras, in Hatzopoulos’s poems
‘poetic language does not exist on a level different from its subject-matter;
that is, the question of the relationship of poetic language to the subject-

matter of poetry is not posed.

* Konstantinos Hatzopoulos, [Toc7jzara , Athens, Ikaros 1955, p. 18.
* Ibid., p. 30.
% Ibid., p. 28.
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Thus, the Symbolists adopt three different approaches to the
subjects of memory, nostalgia and desire. For Gryparis these elements
are controlled by language, whilst in Porfyras poetic language tries to
satisfy nostalgia or desire but fails to do so, and for Hatzopoulos poetic
language can convey desire or 'nostalgia but does not attempt to supply
their objects. The common feature shared by these three poets is that all
of them introduced the subjects of memory, nostalgia, desire and more
rarely escape into their poetry, thereby preparing the ground for the
formulation of new questions concerning the possibilities of poetic

language.
3. 1. 4. Cavafy

The question of poetic possibility occupies a central position in
Cavafy’s poetic system, according to which a major task of poetry is that
of preserving the memory of the past. According to Gregory Jusdanis,
"memory [in Cavafy] is inseparable from the artistic process. It is the
preliminary step in saving wordly beauty, and is a prerequisite to

composition. Often the poet addresses memory in a manner reminiscent

of the epic’s invocation of the muse".”

Memory is necessary for poetry while at the same time poetry is an
invocation of memory ("Mwijun pov, ¢gvAalé Ta ov ws rioav. /| Kat,
pvnun, 6,1 pmopels amd Tov épwtd pov auTdy, | O,Ti umopels dépe

n3s

ue mlow amége ). The two processes, however, - that of poetic

* Gregory Jusdanis, The Poetics of Cavafy. Textuality, Eroticism, History , New Jersey,
Princeton UP 1987, p. 90.

* C.P. Cavafy, [Towzjuara , Athens, Ikaros 1975, vol. 1, p. 88.
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composition and that of memory - often seem separate. This separation
creates the doubts Cavafy expresses as to the ability of the poet to

preserve his memories and desires: "llpoondbnoe va Ta ¢urdfes,

n39

mounTI), | 600 ki av €lvar Alya avtd mov oTauaTiovvTal or "Oa

‘Geda avTiiv Ty pvniun va Ty mw.. [ Ma érol eoffvobn ma... cav

z 1w 40
tlmoTe Sev amouéver".*

Poetry for Cavafy possesses the power of defeating time; memory

helps the poet preserve faces and events from the past and make them a
\ are converked in poekry

part of his poem; from th momentlthese faces and events acquire a

1 41

permanent or eternal character. In "Na ueiver for example, the

- speaker begins by depicting a concrete memory and ends by stating the
eternal character with which poetry is able to endow this memory:

"ypriyopo odpkas yiuvwua — mov To [véaiud Tov | €ikoor €&
~ Xpbvouvs Sudfnke kai Tdpa 1iA9€/ va uelver pes omny molnow avtri”.
Poetry compensates for-the inability of memory to preserve things
faithfully (e.g. "lkéTevoa, w uvijun,/ va o’ evpw Pondév apiomny, yia

va kduw | Tou véou mou ayamovoa TO mpoowmoy ws 1Tav. [ MeydAn

1142

n SvokoAia améBn "°) and also for irrevocable losses ("Xdoauev duws

143

TO MO TiULO — TN Hopdr Tov ) by offering an eternal existence to

n 44

everything that enters its space. The "transforming power of memory",

then, interacts with the transforming power of art in order to create a

* Ibid., p. 81.

“ Ibid., p. 57.

“ Cavafy, vol. 2, p. 8.

¢ Ibid. ,p. 30.

* Cavafy, vol. 1, p. 44.

* Christopher Robinson, C.~. Cavafy , UK., Bristol Classical Press 1988, p. 7.
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different space with its own laws.

Writing also contains imagination and desire and thus creates the
space of art and compensates for the "afBéBates uwmues ". Poetry

constitutes a space which is adjacent to life ("oxeddv avemaiabiTws Tov

145

Blov ouuminpovoa ) but which at the same time allows the poet to

dwell within it ("Kat pes omy téxyvn mdAi, fexovpdlouar amr’ ™
SotAeyri s "*°). While for Palamas poetic language constitutes the aim

or object of desire, for Cavafy it constitutes the spacc in which desire can
be fulfilled by being depicted in art and projected into eternity through art.
Thus, poetry‘ acquires for Cavafy an autonomous entity.

To achieve the fulfiiment of desire in poetry the poet has to employ
imagination. The use of imagination in Cavafy involves many questions
and is related to a variety of subjects. Here it is of interest in its
connection with memory and desire. Poetry is defined by a speaker asl

1w 47

"vdpkns Tou dAyous Soxiués, ev Pavraocia kat Abyw Imagination

often assists memory or replaces it, thereby creating a poetic space; in

" 7 8 . . : " z
Katcapiwv ",** for example, the poet imagines Caesarion: "Kat 7600

TANpws o€ ¢gavtdolnka, [ mov [...] €0dpefa mov pTKES LES TTHV

kduapd pov The use of the verbs "efdpeya " and "ue ¢dimxe

implies, however, the poet’s awareness that his poetic creation is the
product of imagination.”’

Thus, poetry may be a self-contained and solid structure, but the

* Cavafy, vol. 2, p. 27.
** Cavafy, vol. 1, p. 51.
“ Cavafy, vol. 2, p. 24.
‘ Ibid., p. 69.

* See also, Roderick Beaton, "The History Man", Journal of the Hellenic Diaspora, vol.
X, nos 1, 2 (1983), p. 31.
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poet is nevertheless conscious of the components of this structure, one of
which is imagination. He is also conscious of the self-deceptive character
of imagination and seems to promote this self-deception as a prerequisite
for poetry and for existence in art. As David Holton has pointed out, with
reference to "AﬁoAéL’ﬂaV 0 Geds Avrdviovy ", "on the face of it the
poem is about acceptance of one’s destiny, facing up to facts. There is no
way now that Antony can win, even his protecting deity has forsaken
him. But the sound of the mystic thiasos did not really exist - it was an
illusion or so we must suppose. Such an interpretation gives a new twist
to the meaning of 'un ya\aa@ds‘ . What the poet is really saying is:
'Imagine the sound of Dionysiac revels and enjoy it'. He is urging Antony
~to escape from the reality of the defeat for one last time and permit

’himself this final sensual pleasure. The dividing line between objective
reality and imagination is again blurred by the use of the verb "yeAd " 30

Therefore self-deception as an element of imagination is not only
justified but even promoted. One of its functions is connected with
nostalgia, since the speaker proposes self-deception to Antony as a cure
for nostalgia: by listening to the music of the 'thiasos' Antony is able to
experience the essence of Alexandria and thus bid it farewell. Since the
structure of the poetic world contains self-deception and imagination,
poetry may constitute or possess "¢dpuaxa " for nostalgia as well as for
desire. In its turn poetic language is often "shaped and coloured" by
memory, desire or nostalgia. As David Holton has observed in

connection with "O AexéufBons Tov 1903", "The illusion [...] has become

almost reality, permanently present and afflicting the poet’s every word,

% David Holton, "Cavafy and the art of self-deception”, Modern Greek Studies Yearbook ,
vol. 5 (1989), p. 147.
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even though he cannot talk about it in a direct, explicit way ".”'

Imagination is connected with memory, desire and nostalgia in a
double way: imagination ma& assist or replace memory and fulfil desire or
assuage nostalgia, while memory, desire or nostalgia may provide the raw
materials of imagination and consequently of poetry. Nevertheless, as is
the case with memory, imagination is not a process inseparable from
poetry but rather an element employed in poetry. Cavafy lays stress
upon the fact that his poetry is an artefact (he speaks of "Téyvn s

"

Tlorjoews " and frequently refers to "Teyvitns ") and that, therefore,
imagination is one of the materials he uses in order to construct this
artefact. Thus, the use of imagination is self-conscious, and imagination,
together with the elements of memory, nostalgia and desire that it
incorporates, can reign only in the poetic space. While poetry can render
memory eternal and fulfil desire or assuage nostalgia by transposing these

into the space of art, its power in relation to outside reality is often

limited: "T'a ¢douaxd cov ¢épe Téxvn s Noiroews,/ mov kduvovve

£ 1 52

- ya Alyo — va un voudbetar n mAnyn".

Thus, the functioning of memory, desire and nostalgia in Cavafy’s
poetics has a bearing upon various levels of his poeiry. The areas in
which the functioning of the same elements in Post-Symbolist poetry
presents points of affinity or contrast are those in which poetry invokes
memory, assuages nostalgia and fulfils desire. Memory is frequently
replaced or assisted by imagination, which also plays an important role in

the satisfying of desire and nostalgia, since it constitutes a basic

 Ibid., p. 157.
%2 Cavafy, vol. 2, p. 24.
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component of poetry. The poet regards the poetic space he creates as a
solid, self-contained and permanent artefact; therefore memory, nostalgia
and desire play their role or attain fulfilment within this artefact and
according to its rules. The relation of this artefact to external reality
presents various aspects thaf might be divided into two categories: on the
one hand the poet sometimes states the difficuities confronting his poetry
where it attempts to protect him from external reality or to preserve
elements of external reality, while on the other, external reality sometimes
functions only as a space that provides material for poetry: "Ti
. MeTauéAeles mepLTTES, TL udraies... [/ AAd Sev éBAema To vinua
- ToT€.. /| Méoa orov ékAuto s vedTnTdS pov Bio [ popgdvovTay
.. BovAés s mottjoeds pov, | oxebidlovrar TS TEXVNS HOU T

- epuoyny "> This interplay between external reality and poetry, defines to

~a great extent the function of memory, desire and nostalgia in'the poetry
-of Cavafy, while at the same time it may partly account for the absence
of the theme of escape in the poetry of Cavafy’*  Escape is often
successfully achieved by transference from the space of external reality
to the space of poetic reality, while for the Post-Symbolists the case is

different, as we shall see.

2 Cavafy, vol. 1, p. 64.

¢ As Yeoryios Themelis puts it, "O Kaﬂa¢775‘ Sev fepa TO éuapo ovte T Slya TOU
anelpov, emeld} Sev martevel ge kavéva dmewpo. O udvos yupos ugbn/\és', dmov
karagevyel, elvar n (Bia n molnon, émws v avTidaufBdveTar kar Ty evepyel o
{61os” (Yeoryios Themelis, H molnon rov KaBdgn Aiacrdoeis kar dpia. Aokiuif ya
Hia pabirepn epunvela , Thessaloniki, Konstantinidis 1970, p. 92).
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3. 2. Post-Symbolist Poetry

3.2.1. The Objects of Memory, Nostalgia and Desire

The objects of memory, nostalgia and desire in Post-Symbolist
peetry can be divided into two categories: specific and non-specific
objects. The function of memory, nostalgia and desire in connection with
the function of poetry, as the Post-Symbolists perceive it, is related to the
specificity or non-specificity of these objects.

The specific objects of memory, nostalgia and desire are frequently
~unconnected with the act of poetry in any way other than by their
existence in the poems. The speakers often depict a memory or their
nostalgia for a person in a poem. The object of the poem is the depiction
of this memory, nostalgia or desire without offering a solution to it. That
is, whilst for Cavafy nostalgia or desire for a person is often assuaged in
poetry by the transformation of this person into an element of poetry,
Post-Symbolist poetry lacks this self-confidence. The persons referred to
by the speakers exist or existed in external reality and the speakérs do
not attempt to distinguish external from poetic reality by creating different
rules to apply to memory, desire or nostalgia in poetic reality. These
poems usually consist of a direct narration or statement of feelings
without any apparent self-reference. Through the poetic diction,
however, the poems become self-referential by implication, thus
imperceptibly transforming memory, desire or nostalgia into poetic
elements.

Taking, for example, Papanikolaou’s "Mta Admm " (Papanikolaou, p.
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20): at the first level of the poem the speaker describes the sorrow
caused by the absence of a person, and speaks of the "uvrijun avrov mov
Xelmel". At a second level, however, memory acquires an almost
material substance, since it is the sound of rain on the window-pane that
brings the memory of the absent person into the room. In this way
memory acquires acoustic connotations as well as a presence. Both the
acoustic connotations and the presence persist and develop throughout

the poem: the "wwrjun avrov mov Aelmer " is acoustically linked on the

one hand to "yrvmor " and on the other to "Avmn ", the word-play
"AUmm-Aeimer " is repeated, the "y7Tomor " is repeated in "kapSioxTim "
and the alliteration of - 7 - recalls the "yTdmor " on the window-pane. In
“‘addition to the acoustic patterning of the whole image there is also a
““visual pattern: the rain-drops from a cloud that constitute a simile for

sorrow are visually repeated in "dyva ", in the eyes that "vypaivovve

“and finally in "kAawv Therefore memory, being the centre around

which the whole image revolves, creates various threads that link the

, "mévos ") to the verbs (e.g. "y7Tumd ",

abstract nouns (e.g. "AUmn
"Aelmer "), thus lending a sort of materiality to the whole image.

In this way memory is transformed into a poétic element through the
structure of the poetic diction, which renders memory (and through it the
rest of the image depicted) material. This indirect transformation is
sometimes thematically underlined, as for example in Polydouri’s "Kt

nrav uia viyta wpala " (Polydouri, p. 100). The speaker recalls: "Kt¢

NTav uta viyta wpaia ka. o1 patmid oov /| kaL. oTa Tpayoldia
cov " and goes on to talk about "Ta maAid TpayoUdia cov ", thus

referring to the songs not only as an object of memory but also as a filter
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through which the memory of the event depicted passes.

When the object of memory, desire or nostalgia is specific, then, the
relationship of these elements to poetry is based on their indirect
transformation into poetic elements, chiefly through poetic diction. That
is, although the Post-Symbolists do not explicitly separate poetic from
external reality, the interaction between these elements and the structure
of the poetic diction shapes a poetic reality that differs from the external
one in that'memory, nostalgia or desire may acquire a material presence.

In Post-Symbolist poetry, however, memory, nostalgia or desire often
point to a non-specific object (e.g. "Me 12 udmia mov kdTi
S POOTAAYCUVE, KdTL Tov pov clvar ayvonuévo mAépia ", Polydouri, (Me
™s owmis Ta kplvd p. 103). The connection of these elements with
- poetry seems not only to be based on the acoustic structure of the poetic
diction but alsc to be semantic. In Karyotakis’s "Ilocn7és " (Karyotakis,
p- 26), for example, the existence of the poets is related to nostalgia and
desire:

Ilds ofrivete mkpol feviteuévor |

[...] BloAéTes ki aveudves, Eeyaouéves
ora &va mov mebalvere mapTéola,
kpaTavTas, apyuvpn SpocgooTalida,
Babid cas v eAmiba 1ns maTpidas.

Although the chief theme of the poem is the alienation of poets
from society, the themes of memory and nostalgia are interwoven with it.
The existence of poets is identified with the feeling of nostalgia or desire
for a homeland that remains undefined while at the same time their
poetry is incapable of producing memory: the poets deal with memories

and desires ("XTumotvral, mAnywuéves meTaloldes, | oTo ydua oas

ot Oiunces kit ot mébor ) while they themselves are forgotten. This
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interplay between memory as the subject of a poem and poetry as an
object of memory or oblivion is related to the non-specificity of the
objects of memory, nostalgia and desire in Post-Symbolist poetry.

These objects, apart from being non-specific, are often self-negating
as well. For example in Papanikolaou’s "®dAacoa Tov Boppd " (p. 63)
- the speaker depicts his nostalgia for "uta 6dAacoa Tov ovelpov " "oTa
xionouéva ouvvopa Touv kéouov kat Tou. amelpov ". The object of the
nostalgia depicted belongs to another world or exists on the borders of
the actual world and another one. That other world is connected with
writing, since the birds which the speaker wishes to see in his land of
. dreams are "movAtd Aeukd, gavrTacTikd, Twy uvbiorconudTwy' and the
~wlanditself is "'n ydpa mov yi’ avTiv ypdger To mapauvl". Dream is
- therefore related to writing and the nostalgia the speaker describes can
be interpreted as nostalgia for a poetic world. The speaker considers this
~world, which is also related to death and non-existence, to be his first
homeland, yet he is conscious of the self-refutation of this homeland: "7a
oxkém™ | yia mdvra Ba feypdgovve 6,7 N kapdid Lov ypdPeL "
‘Poetryk constitutes here the object of nostalgia but because of its relation
to dream, unreality and death, constitutes at the same time a self-negating

and evanescent reality.

Therefore Ouranis’s statement "uta voogredyla oddkepon n (wrj pov
ki évas méfos " (Nooralyies, "H (wrj pov ", p. 35)”° is in part a
statement of poetics. If taken as such, then the next lines, "IId7e
maddTia 6élovTas xiuaipikd va yxtiow [ kar wéTe fedpuldilovras Tis

oxéifels pov oa péda | orov Tdgo Tov O,TL Tépaoe, Anoudvnoa va

* Kostas Ouranis, Nooradyles, Athens, Typos 1920, p. 35.
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{7iow " contain references to the subjects of poetry: desire and memory.
Desire is, however, defined as an illusion and memory functions in a way
contrary to that in which it functions in the poetry of Cavafy. Memory as
depicted here does not possess the power to resurrect the past or to
preserve it by transforming it into an element of art; on the contrary it is
connected with death and defined as a useless act. Moreover, through
the connection of poetry to nostalgia and desire, it is poetry itself that
constitutes here an act of unfulfilled nostalgia and desire as well as an
otiose act of memory.

The object of this act of ncstalgia is related to poetry itself. For

-example in Skarimbas’s "C I'Adpos " (p. 21) the poet defines himself as

an "exmeoudvc aiapywd | abépgr [...] vooraiyiké " of the seagull.
Freedom and the heights enjéyed by the seagull and envied by the
speaker constitute nct only a desire of the speaker but unattained aims of
poetry as well. Poetry expresses nostalgia cr desire for another kind of
poetry that will be free from the pain expressed by Post-Symbolist poetry
or from the external reality that imposes itself on Post-Symbolist poetry,
constitutes its framework and thereby shapes its character.

Apart from this, the objects of nostalgia, memory or desire in Post-
Symbolist poetry are connected to poetry itself through music. For
example in Lapathiotis’s "Eapwd " (p. 97) the speaker compares memory
to music: "mov gav Tpayoidla, Aes, BioAwdv, uéoa ora Bpddia Twy
Juxdy, [ uas kuBepvolv kat pas Sovolv, oL TPWTES oL avauvnioers "
while in "Oray Bpadidlet" (p. 133) music is compared to the past: "Orav

Boabidlel, uéoa pov, fumvoly Ta mepacuéva | Efvmvoldv apyd oa

Movaikés vekpés amd xaied . Thus, music is not only an object of
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memory and nostalgia but also comprises memory and nostalgia, and
poetry aspires to this music: "oa povoikés mov ydfnkav, kat mov Tis
AayTapd, | Kt épyovrar mdAi, uayikd ki avéAméba, oe uéva .. This
aspiration or nostalgia of poetry for music is related to the use of
language in Post-Symbolist poetry, which is also characterized by a
nostalgia for music, or for the elements of music that should belong to
poetry , as the French Symbolists put it. Andreas Karandonis ( speaking
of Seferis’s Z7pogr7; ) has talked about

povatkt vooradyla. H povoiki Vocrra/\yt’a‘

oV KaTakAU{eL ™y Yuxtn Sev €LI/aL o) am\os

mébos TOU YyupLouoU o€ Hia emoxni n o’ évav

Témo mov Tov (Tjoaue kdmoTe, aAdd n avelriynmn

kaL amocablépLarn €AEn evis a)pato;coa,uou moU -

Tov Statogbaviuaocte Siyws va wrap)(a €yovras

’ p€aa pas Ty wroawaénm €I/TU7Ta)O77 TS
kdmoTe Tov €xouue (Ti0€L, 1) TWS KATOTE

8a Tov (iooyue. >’

| Music points to an undefined paradise; therefore the use of music in
poetic language constitutes the double act of nostalgia or desire: the poet
"AayTadd] " to transform his poetry into music and also, through music,
to attain a desirable world in which music participates. This world is free
from death ("éva Tpayoid. kabapd, kabds Ta Seldwd, | mov péoa Tov
Avtpdvovtal, kar {ovv oL mebauévor ). Moreover it comprises the
"mdébol, mapdmova malid, VQO'Ta/\}/LKés PwVEs, | Adyia Balid ki
aféyxaora, ki woTéoo feyaouéva, | mapdfeva, yiuaipikés aydmes
Hakplvés "y it is, therefore, a world in which poetic reality prevails and
negates external reality.

The object of nostalgia or desire in Post-Symbolist poetry is thus

directly connected with poetry , since this object is the creation of a self-

¢ Andreas Karandonis, O mowp77is [Nidpyos Zedépns, Athens, Galaxias 1971, p. 85.
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contained poetic world. As we have seen, the objects of memory,
nostalgia and desire in Post-Symbolist poetry differ radically from those
' in the poetry of Palamas. In the poetry of Palamas, memory, nostalgia
and desire play an important rolle in nationalist terms but are seldom
connected with the function of poetry in terms of the individual, since
peetry is omnipotent. In contrast, Post-Symbolist poetry itself constitutes
an act of memory, nostalgia and desire. When dealing with specific
objects, Post-Symbolist poetry lacks the self-confidence displayed by the
poetry of Cavafy. The Post-Symbolists do not consider thems-elves
capable of preserving or perpetuating memory or of satisfying nostalgia
-and desire by transforming these elements and their objects into elements
of art. The transformation throngh which these elements pass in Post-
Symbolist poetry is less obvious and is connected with the acoustic and
connotative elements of poetic language.

The non-specific objects of memory, nostalgia and desire point, at a
first level, to a lost and undefined paradise, as is also the case in the
poetry of Porfyras. At a second level, however, these objects are
identified or connected with poetry itself; Post-Symbolist poetry aspires to
transform itself into a poetry free from pain, as well as into music, and to
create a self-ccentained world consisting of poetic reality independent of
external reality. Thus, the Post-Symbolists expand some ideas present in
the poetry of Porfyras. While for Porfyras, poetry includes memory,
nostalgia and desire, for the Post-Symbolists poetry is an act of memory,
nostalgia and desire. Since the object of memory, nostalgia and desire is
a reality created by poetry, the act of poetry is self-referential. This self-

referential act renders the objects of memory, nostalgia and desire

166



unattainable precisely because the Post-Symbolists are expressing their

longing for one kind of poetic language and reality in terms of another.

3.2.2. The Effectiveness of Memory, Desire and Escape -

Escape is the fourth dominant element in Post-Symbolist poetry and
is closely related to desire. Its effectiveness, like that of memory and
desire, is connected with the self-referential‘ and unattainable aspiration of
Post-Symbolist poetry to a different kind of poetic language from their
own and to a different relationship between poetry and reality from the
- one referred to in their poetry. Here I shall look at the extent to which
..memory, desire and escape function successfully in Post-Symbolist poetry

~and at how they function in connection with their subjects and objects.

Memory in Post-Symbolist poetry may act as consolation for the
‘speaker by taking him away from the painful present. In "Tdpa mov
unte o éowtas " (p. 49), for example; Karyotakis depicts a return to the
past as the only way out of the impasse of his life. The past is identified
with a paradise where the speaker felt himself to be part of society or of
the universe ("7itar n awdpbevn {wn pov, n {wii Tou xéouov N pLd')
and where he felt the presence of poetry as a positive element in his life
("O wous pov odumws Eommua ™ yapavyri. Kair n Modoa [ pov
dyyile Ta parld "). Poetic memory, however, proves incapable of
bringing the past back to the speaker in a satisfactory way, and so the
speaker asks other people to fulfil this task: "AdoTe pov Ta maididrika

xpeovia pov ". The speaker is aware of his inability to retrieve the past

by himself: "@épere ™y eAmiba, | yauévn tdpa ma'. At the end of the
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poem the sorrow of the beginning remains unaltered and is moreover
inconsolable:

A, mds n Avmm pov katd Ta mepaduéva oTpéget |

Ouota- kaL n viyTa mdvToTe Yupilelr oTO TPWL.

A, mds Ta ypdévia oa kamvis exdbnkav, oga végnm,

oav wdyvn, oa (wn | '

The poet turns at first to memory and asks it to take him away
from the painful present to the happy past; this motion is parallel to the
motion from life withiﬁ society to life within poetry. Poetic memory
proves incapable of restoring the poet’s past to him and, by the same
tcken, of offering him any more of a solution than does society.

- Memory serves only as an additional pain; as Karyotakis puts it
"oro odua, omy evliuiton movouue " ( [Eluacte kdti], p. 87). Both
this statement and Agfas’s "mAnyn n pvnun " (Tpavrdguida |, p. 191)
refer not only to particular painful memories but also to the inability of
memory to retrieve a happier past and thereby diminish the pain of the
present.

Thus, in Post-Symbolist poetry escape into the past through poetic
memory is usually doomed to failure. Escape can, however, also be
connected with oblivion. Filyras, for example, asks poetry to give him joy
and let his soul "va Anouovder kar fdvato kar Moipa" (Filyras, "Moo
Yuxris ", p. 60). This can be achieved only through passion and
inspiration ("ue mdos ki eumvor va kpolw uia Adpa "), yet it is
phrased as a wish, since Filyras employs the subjunctive mood. In the
last two stanzas, where the mood becomes indicative, the poet manages
to achieve his escape ("Kat o7’ dvelpo mov mAékw o1y uayela,/ mpos

kdmoia pakpwr) apuevi¢w ydpa ") and to move away from the
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surrounding reality (" 7mArjfos yapés n Guunon Tov Kdououv"). Poetry is
sometimes able to secure oblivion for the poet (e.g."H Téyvn povdya /
oav kdmoios geyyltns, | Tov Slvet ™ Anfn, [ ue ™ povowkt s ",
Lapathiotis, "Qpatomabris ", p. 171) or to obliterate unpleasant things
connected with the memory of pléasant ones. This escape, however, is
rarely achieved in Post-Symbolist poetry. Usually, poetry itself obstructs
this kind of escape by acting as an object of memory and consequently
causing pain. For example, Lapathiotis in "Eptvides " (p. 214) addresses
his old songs, saying, "70 Bodbév mov gas Guunbs poidler pe LBpddu
Tpduov ". Whilst poetry is intended to act as a consolation ("kt eods
mov mdvrta ¢idaya yia pia mapnyoptd ") it ultimately produces the
opposite effect: "gas fAémw [...] va ’ oTe am’ dAes TIs WANYES, n

MO UAPTUPLKT) OV Lapathiotis depicts the other side of the poetic
coin here: poetry acts as a desire for and escape to a dreamt-of reality,
but when it fails to achieve this, it becomes a testimony to the poet’s
failure. Consequently, instead of being the space of dreams, it becomes
the space of "mkpovs [...] eumatyuods katl...] elpwreles " as well as of
death ("ogaidvras ™ pand myaive va xabo ).

Thus, escape through oblivion is occasionally possible but more
usually poetry acts as an object of memory and merely serves to
demonstrate the impossibility of such an escape.

At the same time, the connection of poetry to memory does not
secure an escape from death, as it appears to do in Cavafy’s epitaphs
where poetry perpetuates the memory of the lost person. In Post-

Symbolism this escape is not achieved, since poetry stands in a different

relationship to death. This relationship is implicit in the rhyming of
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"yodgw " to "Tdgo " which is frequent in Karyotakis’s poetry, and also
occurs in Papanikolaou’s "In questa tomba" (p. 44): "Kat 10 Tpayové.
pov auté yatl 1o ypddw ;| Q... o€ Tolo okoTews Tddo..." Whilst
for Cavafy poetry is written on tombstones in order to preserve the
memory of the dead person, in Post-Symbolism poetry either leads to
death, as for example in Karyotakis’s "Tpagids " (p. 37) where the act of
- writing causes physical problems to the writer, or is recorded on a tomb
in order to commemorate the death of poetry itself. Papanikolaou’s poem,
for example, starts by stating the speaker’s despair because "awdtny T’

1"

dvewpo ki 1 gavracia Therefore pcetry, which was supposed to
-employ imagination and attain a dreamt-of reality, has failed to do so, that
is, has failed to create a life of its own. Poetry, instead of securing an
escape from death, is connected with death because of its inability to
create a viable poetic world.

The ineffectiveness of escape from death through poetry is
connected_with the ineffectiveness of escape from pain; the poet can sing
of his pain cr write about it; he finds, however, no censolation in so doing.
While for Cavafy the "¢dpuaka " of the art of poetry "kduvovve — yia
Myo — va un vowdlerar n wAnyn ", Karyotakis offers "Adyva [...] utpoa
[ yia umdicapo kat agiévea . On the other hand, he deoes urge a
fellow-poet: "un Séoets ™y mAnyr oov, [ kat To alpa gov mopdUpa
("Evyévera”, p. 21). The expression of pain leads to death ("«kdve Tov
movo oov dpma [ xaL yélaoce kar ofricov ") and, moreover, does not
negate alienation or solitude. For example, Lapathiotis writes, "kt dAot,
Evol, TpayouSdue, ues ™ viyta mov gwudver " ("AmoyaipeTiouol

oty povaik} ", p. 245) while Ouranis’s epilogue in Noo7adyles is an
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invocation to solitude: "Kat Tdpa, /| éAa mdAt oTabepri kar maid eov

owrTpbdlooa | s (wis pov s dyapns, Movafid, kat s

orelpas " ("Emidoyos ", p. 77). Thus, although poetry may temporarily
alleviate solitude by creating an illusion of communication, ultimately the
poet recognizes both the illusion and his failure to escape from solitude,
alienation (from society or the universe) or death. This failure creates an
impasse for the poet, who realizes that he cannot create any viable space
- for himself or for others-if he escapes from external reality, which
contains solitude and alienation, both of which are seen as forms of death.
As Agras writes,
- Ma ar’ To0 épyo TOUTO TNS VUYTOS
oa ¢Uyw, mEs pov, mov €lv’ n (wi;

mov € Lov Uérdet o Odvatos;

Ot pkpol u’ éxacav or Geol...
(Torarrdgviia , "Mupol Geol ", p. 290).

Therefore the poets are torn between their desire to escape from
~external reality and their awareness that their attempts to achieve this in
poetry are doomed. This dilemma is sometimes satirized, as, for example,
in Skarimbas’s "To Bambpt " (p. 23) and "To etotrrjpto " (p. 47). The
satire in these poems is achieved by the interaction of the various levels
of the poems and is directed not only at the divided poetic self but also at
Post-Symbolist poetry in general. In "To Bamdpt " the ship is initially
perceived as a symbol of death and is described as "Bamdpt—dprio " and

"Uawa Tugdrj ", whereas in the last two stanzas its absence transforms
it into a symbol of a desired escape that has now been rendered
impossible. A similar image of the appearance of the ship connected with

1t

an unrealized escape appears in "To etotrjpto " where the desired

escape is not effected because the speaker cannot find his ticket for the
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ship. The description of the ship relates it once more both to death and to
escape and thereby to fear and desire. Apart from the interplay
between fear and desire and the interplay between earnestness and
playfulness which can be seen as satire directed towards Post-Symbolist
motifs, there is also a desire to experience or to create this interplay.
This desire is implied by the use of the subjunctive mood throughout the
poem as well as by the use of the comparative conditional phrases, "ogav
vd ‘povy érowuos ", "ocav vd ‘yw ydoer 7o elottripio . The pcem
aspires, then, to create a situation which would resemble the situation
depicted. The desire expressed in the situation depicted is removed from
the actual writing of  the pcem, as these two are separated by
intermediate levels, such as the creation of a situation, which would allow
for the expression of a desire. At another level, then, the poem may
constitute a satire on the distance between the act of writing and the
fulfilment or even expression of a desire, while it presents at the same
time the act of writing itself as a desire.

In most cases in Post-Symbolist poetry, memory, desire and escape
do not fulfil their roles. Poetic memory proves unsatisfactory when
confronted with external reality and instead of acting as a source of
consolation, causes pain. On the other hand, oblivion can only rarely be
attained, since poetry itself constitutes an object of memory. As an
object of memory, poetry is related to death, the relationship is however
not based upon opposition but upon similarity or cause and effect. Poetry
fails to create a viable world, and therefore its fate is death. In this way
the desire of the speakers to escape from external to a poetic reality is

usually not put into effect, since the effectiveness of desire is related to
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the power of poetic language about which the Post-Symbolists express
doubts. The interplay between the expression of desire and its non-
fulfilment, because of the nature of poetic language, is one aspect of Post-
Symbolist poetics that differs not only from the poetics of Palamas and
Sikelianos, but also from the poetics of Cavafy and the Symbolists. The
interplay between expression and non-fulfilment of desire is related to the
presentation of poetry as an interplay between desire and reality. Thus,
memory, desire and escape in Post-Symbolist poetry are, in most cases,
ineffectual. In this way a dichotomy is created in Post-Symbolist poetry;
on the one hand, poetry constitutes an act of memory, nostaigia and

-desire, while on the other, it actually hinders any attempt to escape to the

--past or to a more desirable reality.

3. 2. 3. The Relationships of Poetic Language to Memory, Nostalgia,
Desire and Escape

~ The above-mentioned dichotomy is connected to the nature of poetic
language in Post-Symbolism and, more specifically, to the relationship of
poetic language to memory, nostalgia, desire and escape.

This relationship has a positive and a negative aspect. The positive
aspect consists in poetic language being regarded by the poet as a viable
means of expression. For example, Filyras wishes "ora kUmeAla Tov
Ztiyov va ueloet, | oms Piluas va yAukdver ™ payela,/ ™mv mkprj
s (wiis pas toropla” (p. 89). Poetic language is linked here to desire
("mns ouopdids n ywdon va pov avéricer | T AayTdpa ues TTO
yAuké $LAl oas "), even though this connection is expressed as a wish.

A similar connection is the one which Lapathiotis makes between
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memory and language, if we consider music to be a form of language:
"oa povaikti mov Byalvel /| uéa’ am’ Tis avauviijcels "
("Avauvricets ", p. 199), as well as that which Polydouri makes between
memory, desire and language; "Tidvra yyoidw exel mpos Ta yapduata/
TS Ouopgns aydms pas [...] Gappd {wr) s Slve avakaddvras| Ta
mpwTivd geyyoforriuatrd s " ("Mldvra yupidw ", p. 111).

Both these connections contain an element of uncertainty, since

Polydouri empioys the verb "fapped ", while for Lapathiotis the music

springing from memories can only cause his soul to vibrate "faumd kat

"
.

Uakplid A similar wvncertainty is implied in Papanikolaou’s
"Etoaywynr; " (p. 45). Whilst he identifies dream with his song ("ay,
oveLpo yaldgio kar ueyddo, | am’ 1o Tpaycidl uov Sev eloal Timor’
dAAo "), he doubts his ability to sing this song: "dwrrj mov Aeimer yia va

TPAYOUSTIOW Thus the poem, which would realize the link between
desire and language exists as a possibility rather than as a reality. In one
of Polydouri’s "Zovérra Tov xwvnyou " (p. 129) this link exists as a
future reality ("da yiveis dvelpo, xanuds, TpayoiSL €ov yia uéva"),it
is, however, based on frustration of the speaker’s desire; the person who
constitutes the object of desire does not respond to the speaker’s desire
or does not perceive it: "S¢ 8’ akoils Ti Ydrrow, kpudd, kabiis
epwTikd Tpuydvia ta ovelpd pov ", therefore this desire dies: the
dreams are now depicted as "mAnywuéva kat vekpd ". The connection
between poetic language and desire is based on the non-realization of
desire at the level of reality.

Therefore poetic language is sometimes positively related to memory

or desire. This positive relationship is, however, undermined by the
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doubts expressed about the possibility of its realization or by its realization
through the destruction of desire at the level of external reality.

Ultimately, then, poetic language, because of its inability to achieve
identification with desire or memory, becomes a reality of its own, and
one from which the poets wish to escape. This escape probably
constitutes one aspect of the escape talked about in "EuBatijoio mév@iuo
kar kataxopupo " (p. 113). The speaker intends to escape from reality
by committing suicide ("A | mpémer Tdpa va ¢gopéow/ T wpalo exelvo
- yiwo oTegdyrr ") but at the same time he intends to escape from his
- art. The "S{6ayua " which the "Tamewn Téxvn ywpls Ugos " offers him
~may be that the escape he has been desiring cannot be realized through
~+his poetic language, both because the poetic language does not manage
+-to fulfil its role by acting as desire, memory or nostalgia and because this

‘failure creates another reality in poetic language from which the poet can
“escape only through the "dvewpo avdydugo " that is "ywols Ugos "’
This functioning of poetic language as a reality from which the poet
wishes to escape is implied elsewhere in Karyotakis’s poems, as, for
example, in ;'Eau Séoun amé TpiavtdguAia " (p. 83) where poems are

"

considered to be "Bdpos mepLTTS Thus, poetic language, instead of
creating the reality desired by the poets (i.e. a reality in which they would
find refuge from external reality), creates a reality situated within the
dilemma of Post-Symbolist poetry. That is, the Post-Symbolists feel
trapped between poetic language acting as a means of desire, memory

and nostalgia, and poetic language hindering any attempt to escape to the

¥ For a different interpretation of this poem, see Peter Mackridge, "Znmriuara thovs kat
Ugpovs oy molnon Tov Kapuwtdikn", Zyumdoio wa rov K.I. Kapuwrdkn , ed.
Memi Melissaratou, Preveza 1990, p. 64.
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desired world it portrays because of its ineffectiveness.
In "Xalkida " (p. 23) Skarimbas deals with the undesirable reality
created by poetic language. In the first stanza of the poem the verbs

employed, including the verb "va Aéw ", are in the subjunctive mood;
therefore speech forms part of the desirable situation. In the second
stanza this situation becomes real in that it is depicted in the indicative
mcod. In the situation depicted the speaker perceives that "rjoar udratol
uov ot xbémor " as his dreams become "podutes ". Thus poetic speech
here is an object of desire and then aspires to create a desirable situation
but.only succeeds in creating a different reality. This reality is based on
the failure of poetic speech to create the situation desired, and the
speaker feels that he is unable to escape from this reality which is
destroying him: at the beginning of the pbem the speaker identifies
himself with a "meppdTos " or a "llepikAéTos " while at the end of the
poem a pierrot dies. The only escape from this reality is the
abandonment of poetry; while in "To etottrjpto " or "To ﬂa#épt ", for
example, the speaker fails to realize the escape he dreams of because he
is trapped within the space of poetry, in "Xopds guyptds " (p. 64) he
depicts the way to escape from his city: "6a geprva oupTdé x0opé xépt pe

XEpL This escape includes the destruction of the speaker’s work, and
therefore his exit from the space of poetry:
[iaAé~yiaddé va gevyouue kar — dvre =
va Aue 6Ac yia pdtia, 6do yia udria
ki ekel — Aes kougeTl les gTOo AeBdvTe —
dAa upov Ta ypagtd )tAia rouudTtia.
Thus, the undermining of the positive relationship of poetic language

to memory, nostalgia and desire creates within language a reality that
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differs from the reality desired. This reality constitutes a space from
which the poets can only escape by giving up writing. Therefore, apart
from the escape from external reality that the Post-Symbolists try to
achieve through poetry, there is also in Post-Symbolist poetry the wish to
escape from the space of poetry itself. This escape is rendered more
difficult by the connection between the act of writing, that creates the
space of poetry, and fate ("ypag7d "). For example, Agras in "IIAnyr "
(p. 101) talks about the past that has been turned to ashes and to "ckies

- pevydTes ", and plays with the two meanings of the word "ypadTd

~which has created these shadows: "To dmapTo mov cas émiace.

Z 1 -

“yoadTo
- This undesirable reality, created in poetic language, constitutes the
~negative aspect of the relationship of poetic language to desire, memory
- and nostalgia, because by creating this reality, poetic language fails to act
~as a means of expressing the reality desired. Apart from the wish to
escape, this negative reality can be seen in the references to silence.
Lapathiotis, for example, in "Tpayodd. Twv xalokaipidy " (p.. 110)
portrays desire as dumb ("7m66ot PBovBol ") and refers to "Adyia @Tepd "
as part of the desired situation depicted in the poem. These "Adyita " are
probably implicitly contrasted with the language of poetry. Thus, silence
or the language of silence constitutes one way out of the reality of poetic
language.

For the Post-Symbolists, poetic language contains an element of
evanescence and impermanence (e.g. "TO yYpa@dTo — LLKPO KL €PIiLEPO
kit avté ", Lapathiotis, '"Tpauuérvo o’ éva Aevkwua", p. 107). The final

object of nostalgia and desire exists beyond language (e.g. "wpa Tepm,
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mov kabetl gavrdler mAdvo kar wAaTy, | kai vooTadyel kt amol nra’
piay dgpacmy ewprjivn ", Lapathiotis, "Eaqpivé ", p. 97), therefore it
cannot be attained throcugh poetry. The possibility of attaining this object
pre-exists poetry; for example Filyras wishes "vd nrav ypagrdé orov
mébov uas T’ apmdy. | va ge kpatriooyue yia mwavra, Gela,  /
ayyeAikrj, ovpdvia omracia "; the way to achieve this seems to be: "xat
va un Pploxouue moré n piua,/ mov s {wiis cov 64 ’ xAewve To
kua " ("Ndvra ", p. 108). Poetic language acts in a negative and
destructive way on desire, nostalgia and their objects, thus rendering
silence a desired but unattainable reality.

Therefore poetiic language presents both a positive and a negative
relationship to memory, desire and nostalgia. The positive relationship is
presented but at the same time doubted or undermined: poetic language
may constitute a means of expressing memory, desire and nostalgia but it
remains an unsatisfactory means. Its failure renders the reality created
by and within poetic language different from the reality desired.
Consequently, poetic language not only often fails to fulfil its role but at
the same time creates an undesirable reality. One aspect of the desired
escape to which the Post-Symbolists refer consists in an escape from the
space of poetic language. A space to which the Post-Symbolists wish to
escape is silence. In this matter the Post-Symbolists continue to work
along the same lines as Porfyras. The Post-Symbolists, however, place
even more emphasis than Porfyras does on the inability of poetic
language to fulfil its role. Moreover they speak of the reality created
within poetic language, as Cavafy does, but their attitude to this reality is

quite different from Cavafy’s. Whilst for Cavafy the reality thus created
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is a desirable one, for the Post-Symbolists it is an undesired one and is
created by the interaction of the positive with the negative relationship of

poetic language to memory, nostalgia and desire.

Thus, the Post-Symbolist poetic system, where it concerns the
relationship of poetry to its subject-matter, differs radically from the
poetics of Palamas and Sikelianos and also differs in many ways from the
poetics of Cavafy and the Symbolists. Both the frequent recurrence of
subjects such as memory, nostalgia, desire and escape, and the questions
-posed, shift the focus of poetry frcm references to external reality to
+references to itself, while the answers given sometimes contrast with the
- answers given by Cavafy to similar questions.

Self-referentiality occupies a central position in the interplay
-between memory, nostalgia, desire and escape on the one hand, and
poetic language on the other. Poetry acts as a means of expressing
memory, nostalgia or desire, while at the same time it constitutes the
object of nostalgia or desire. This self-referentiality, however, is to some
- extent deceptive, since the object of nostalgia or desire consists in
another kind of poetic language that cannot be attained through the poetic
language used. This accounts for the ineffectiveness of memory, desire
and escape in Post-Symbolist poetry, since the very nature of the poetic
language hinders the restitution of memory, the fulfilment of desire and
the achievement of escape that it promotes. This dichotomy constitutes
the reality of the poetic language from which the Post-Symbolists seek

escape.
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Thus, the central concern of Posi-Symbolist poetry consists in the
interaction between the function of poetic language as an act of memory,
nostalgia, desire or escape and its ineffectiveness in the fulfilment of this
role. The recurrent themes of Post-Symbolist poetry revolve around this
central problem, that is the relationship of Post-Symbolist poetic language
to its subject-matter. This relationship will be examined in Chapters 4
and 5 through the interaction between syntactical and semantic
structures, -between acoustic and semantic structures and between

metrical and semantic structures of Post-Symbolist peetic ianguage.
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revolution” was that "it awakened an acute consciousness of language.

Language was no longer treated as a natural outcrop of the person but as a
material with its own laws and its peculiar forms of life"." In the light of this

~argument the use of language in Symbolist or Post-Symbolist poetry ccnstitutes
- a central factor in Symbolist or Post-Symbolist poetics. Most Symbolist poetry
can be seen as falling into the category defined by Gerald Bruns as "hermetic”
poetry. That is, "the direction of the poet’s activity is toward the literary work

as such, that is, the work as a self-contained linguistic structure. {...] Language
itself speaks and so offers itself as an object for experience".” Language as an

object for experience in poetry presents four chief interconnected structures:

Chapter 4

The Interaction between the Syntactical and Semantic

‘Structures of Post-Symbolist Poetic Language

According to Clive Scott, the most fundamental achievement of the "Symbolist

the semantic, the syntactical, the acoustic and the metrical.

In "The Word and Verbal Art" Jdn Mukafovsky talks about the structuralist

concept of "semantic dynamics” which stopped meaning from being

"conceived as a passive component of the 'formal' interplay of linguistic signs".

' Clive Scott, "Symbolism, Decadence and Impressionism", Modernism 1880-1930, ed. by

Malcolm Bradbury and James MacFarlane, Penguin 1976, p. 212.

?Bruns, pp. 1-2.
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This concept of "semantic dynamics" is based "on the fact that every semantic
unit in a syntactic bend (a word, a syntactic unit) tends, on the one hand, to
establish an immediate reference to reality which it represents in itself and is, on
the other hand, bound by the context of the sentence as a whole, establishing

contact with reality only by means of this whole". Following Mukafovsky’s
‘conclusion that "the imminent initiative belongs to meaning"® , I shall examine

the syntactical, acoustic and metrical structures of Post-Symbolist poetic
language in connection with the semantic structure of the language, that is the
interaction between the syntactical and semantic structures, between the
acoustic and semantic structures and between the metrical and semantic
“structures of Post-Symboiist poetic language. In this way "the internal structure
of the sign”, on which, according to Jakobson, aitenticn is focussed in a poetic
work,’ can be looked at as an interaction of linguistic structures. The present

chapter will examine the interaction between the syntactical and semantic
structures of Post-Symbolist poetic language, while Chapter 5 will examine the
interaction between the acoustic and semantic and between the metrical and

semantic structures.

The interaction between the syntactical and semantic structures is related to
the interaction between the denotations and connotations of the words in
ordinary language and the connotations the same words acquire through their

syntagmatic arrangement in the poem. As Winifred Nowottny puts it, "single

* Mukarovsky, The Word, pp. 52, 64.

* Roman Jakobson, "The Dominant", Readings in Russian Poetics : Formalist and
Structuralist Yiews, ed. Ladislaw Matejka and Krystyna Pomorska, USA, The MIT Press 1971,
p- 84. :

182



words bring to a poem a potential of power which derives from their usage

outside the poem but the power is not set to work until it combines or collides
with other potentials brought into the poem by the other words it also uses".’

Here, the setting of the power of words to work can be looked at from the
point of view of the interaction of recurrent themes of Post-Symbolist poetry
with prevailing syntactical features of the Post-Symbolist poetic language. As
has been argued in Chapter 3, the dominant themes of Post-Symbolist poetry
revolve around the central problem of the interplay between the role of the
poetic language as an act of memory, nostalgia, desire or escape, and the
- ineffectiveness of poetic language to fulfil its role. The question posed in this

*~chapter is whether the syntactic level of the poems supports the thematic level

“+and, if so, how.

In order to examine this, I shall look at the role the dominant syntactic
. features of the Post-Symbolist poetic language play in poems dealing with
-recurrent themes of Post-Symbolist poetry; in poems dealing with (a) memory,
nostalgia, desire and escape (the dominant themes of Post-Symbolist poetry) (b)
love and death, (c) solitude and unhappiness and (d) writing and singing (three
other recurrent thematic areas of Post-Symbolist poetry).

Since this chapter focusses on the interaction between the syntactic and
semantic structures of Post-Symbolist poetic language, an exhaustive study of
all the syntactic phenomena is beyond its scope. The syntactic phenomena
selected are those that play a significant role in the structure of the recurrent

themes of Post-Symbolist poetry. Therefore the division is thematic, while each

* Winifred Nowottny, The Language Poets Use, London, The Athlone Press 1965, p. 46.
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section will concentrate on different syntactic features that are prevalent in
each category of poems and on the functioning of these features.

The functioning of prevailing syntactical features in Post-Symbolist poetic
language can be seen as inciuding three interrelated issues : the fluctuation
between the denotative and connotative values of words, the presence and
function of similes, metaphors and symbols in a poem, and the effect produced
on the semantic level by the syntactic structure of verbal images. This third
issue covers several aspects, such as the syntactical function of the existential
subject in a poem, the dynamic or static nature of the syntactical structures,
their semantically positive or negative value, the parataxis or subordination of
~ the various semantic elements of a poem and their presence in a poem as parts
of a synthesis or as fragments. Most of these aspects are among those

analyzed by Eratosthenis Kapsomenos in his study of the poetic language of
Seferis.” Here, however, these aspects are not going to be looked at in isolation

or frcm the point of view of the frequency with which they occur in Post-
Symbelist poetry, but in terms of their relaticnship to the other two issues

mentioned above, in their functional presence in a sample selection of poems.

4. 1. Memory, nostalgia, desire and escape

In the poems dealing with memory, nostalgia, desire and escape which will

be examined here, the prevailing syntactic phenomenon is the interaction

® Eratosthenis Kapsomenos, H gwwraxmixil Souif s mopringls yldooas tov
Zegéon , Ydoloywrf pedérn , Thessaloniki 1975.
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between the dynamic and static structures of the poem. Eratosthenis
Kapsomenos has defined as dynamic the syntactic structures : subject-verb,

subject-verb-object, and as static the syntactic structures : subject-verb-
complement, verb-complement.’

In the poems dealing with memory, nostalgia, desire and escape the
interaction between the dynamic and static syntactic structures plays an
important role, reflecting the thematic interaction between the role of poetry and
the non-fulfilment of this role.

Lapathiotis’s "T{ k. av n polpa pas orepdvwoe " (p. 98) builds the
~ semantic level of the poem on the SyntactiCal interaction between dynamic and
 static structures. The first stanza begins with a dynamic structure where fate is
“ the subject, the poets are the objects, and poetry is defined as the result of the
““action of fate, whose effectiveness is nevertheless called into question by the
- phrase : "T{ Kkt av n polpa pas orepdvwoe / ue 7 a’mTpa.po’&z TwWY

"

“tdufwv The next two lines comprise a static structure and constitute an

answer to the question; this answer negates the action of fate, and therefore the
static structure proves to be semantically stronger than the dynamic : "Eivat Ta

mdvTa uas avhumopa | yia TS Topduoes Twy GpLdufwy In this way an

image of poets connected with nationalism and confidence in their lyrical

powers, such as Palamas or Sikelianos (the rhyme "tduBwr-8oidupBuwy
probably refers to Palamas® ), is put forward and immediately rejected.

The explanation is provided in the second stanza in a combination of

"Ibid,, p. 529.

* Palamas, 1, p. 337: "Tatptaouévor ov Avdmaioror/ yewala pe Touvs 1dupPouvs,/
oTlywv Wwoav Tpdmaia/ kar Tpayovbiwv Goidufovs".
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dynamic structures, where the poets assume a passive position, with a static
structure, which moves along the lines of the static structure of the first stanza :
"wiaTt pas Tédegav T améivra, | ki ot Belor kanuol pas éxouvv kdiget: |
yatr €V n okéyn pas avéAmén,/ kar [ 6Aa BidleTar va kAdygel! "

The third stanza follows a similar pattern and once more introduces fate as
the subject of the syntacticaﬂy dynamic structure. This fate, however, is
different from the one mentioned in the first stanza and is connected with ihe
syntactically static structures, which have been interposed between the action
of fate in the first stanza and the burden of fate : "ytamt oTous mé9ous kat oTa
mdbn uas, [ ua polpa Bdoxavn Bapalver ". On the semantic level, the
Maction” of this fate is static; it therefore complies with the static structures that
depict the poets’ state of being or rather their attitude to reality. This "urofga
Bdoxavn " is explained in the last two lines of the stanza and in the last two
lines of the poem : "yar elvar pyéoa, pes ora omidyva pas, [ éva 'yiati '
- kat pas papaiver ', "yiat elvar péoa, ues ora omidyva uyas, | éva
PBLoAl, ka: pas papaivet'.

The intervening stanzas continue the interplay between static and dynamic
structures, with the static structures negating the dynamic ones or dominating
them. For example the series of dynamic structures, "'t avtd, ki euels, dio
maielovus, | cav Ta maibid mov mallovw TOWML, [ — ua 6,TL va TOUUE, kal
va kdvouue " leads to the static structure "mdve yauévor pas ot komor ",

which negates the actions described. In the last two stanzas the dynamic

structures become semantically and syntactically self-negating :

Kat pnite ™mv kpavyn mov Avveral,
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yeudm ¢ASya, pes orn umépa,
uriTe T’ amékoTa TOoAuTuaTa,

va VWOOUUE UTTOPOUUE, Tdpa

Kat unTe Twy npdwv Ta BAEuuara.

Therefore through the interaction of the syntactically dynamic but
semantically undermined structures with the syntactically static but semantically
dominant ones, the first fate is refuted and the second becomes dominant. The
interaction takes place between the two fates mentioned; both of these are
fates of poetry, the first because it is connected with the "dompa pdba Twr
tdufBwy " and the second because it is connected with two dominant features
of Post-Symbolist poetry, as referred to in 2. 2. 5. : music ("BtoA{ ") and a
-chiefly negative relationship with reality ("éva 'yrari ' ~ kat pas uapaive:™).
< Through its syntactical structure the poem suggests at first one kind of poetry
< -linked to triumphs and heroes, and then rejects it and promotes another kind of
- poetry, which brings unhappiness and pain to its creators but is more closely
“related both to reality and to their state of being. Thus, the "uoipa Bdoxavn" is
the nature of Post-Symbolist poetry which is imposed on its creators because of
external reality or because of the way the poets view external reality (e.g.
"yiatt pas TéAegay T améivra ).

This fate is connected with desire in both a negative and a positive way. On

the one hand it "Bapalver " "oTovs mébouvs " which may mean both that desire
is to some extent determined by the nature of poetry and that the nature of
poetry does not allow desire to be fulfilled, and on the other hand it renders the
poets "overpomdA[ovs]", thus creating desire. The kind of poetry which these

poets choose, or which is imposed on them, leads to a vicious circle of desire
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and non-fulfilment, since it creates desire but does not allow it to Be fulfilled.
This vicious circle of desire and non-fulfilment is nevertheless proposed and
preferred to the circle of "{auBoi-GpiauBor " which is finally undermined in the
last stanza ("«kar prte Twy npedwv Ta BAEuuata, | mov apyd mepvoly, oa
papuapévior ). At the same time, however, the nature of the poetry selected
does not permit the desired expression ("1rv kpavyr) mov Advetar "), so the
speaker is conscious that the poetry he proposes constitutes an impasse.

The interacticn of the two categories of structures on the syntactical level of
the poem creates both the vicious circle of desire and ncn-fulfilment and the
impasse of poetry on the semantic level of the poem, while at the same time it
dmplies that this impasse is not an impasse of poetry but of reality, since it is
reality itself that does not permit any other kind of poetry. This interaction may
finally imply a rejection of the active model of poetry which seeks to transform
reality or play a leading role in society, and a promotion of a passive model of
poetry which is determined by reality, although this passive attitude leads to an
impasse of poetic expression.

Another example of the interaction between the dynamic and the static
structures of a poem is Karyotakis’s "Tapa mov urite o épwras..." (p. 49). In
this poem, dynamic structures are far more numerous than the static ones, but
nevertheless the static structures determine the function of the dynamic ones
from the semantic point of view,

The first stanza explains the turn to the past by depicting the speaker’s
present state of being as irremediable. The second and third stanzas depict the

happy past, at first in dynamic structures, where the speaker occupies the
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syntactical position of an object ("Xopdri n kapbid pov Séxovrav To MdpTn
avatpLyida. | Akéua ue ovvémaipve yAukid pia ovAdoyr) ") or of a subject
("Mea meTadoiba eméTtaye kar Tqv akolovbovoa ") and then in static
structures, which sum up the happiness of the past and also the speaker’s
relationship with poetry during that past : "rfjtay n amdpBevn {wn pov, n {wi
TOU KGaOU 77 uta . |/ O wvouvs pov odumws Evmmua ™ yapavyri . The
result of this situation was poetry : "Kat n Motoa / pov dyyile ta paiiid .
While the past can be summed up in static structures implying a permanent
situation ("7jTave [...] n {wrj pov... "), which is in this case a happy one, the
- present is fragmented in dynamic structures where the poetic subject occupies
+-the position of an object, or in dynamic structures depicting an absence of
- positive elements.

In the following stanzas the speaker puts himself in the position of an object
~and asks other people to give him back his childhood, his hopes and dreams.
~From a syntactical point of view the object of nostalgia is a static situation,
while the cause of nostalgia is the position the speaker occupies in the dynamic
situation or even his realization that this seemingly dynamic situation is actually
an absence. In the stanzas.where the speaker asks the others to give him back
his past, the static structures appear twice and their presence shows the futility
of the request and thus negates it. The first one appears after the first verb
suggesting request : "AdoTe pov Ta matbidTika xpdévia pov moyowv yivet -/
oy npeula Tov SetAwor xpuods, wpalos kamvos”. Apart from the result of
the request the speaker doubts the result of memory too. Poetry is incapable of

restoring the past, as is implied by the finality of the static structures; it can only

189



plead for memory in the present, which, however, puts poetry in a passive
position and renders its pleading futile too. This impotence of poetry is
emphasized in the second static structure : "@gépere Thv €Amiba, | xauévn
Tdpa ma "

The static structures negate the dynamic ones by demonstrating their
“inability tc be fulfilled. Therefore the interaction of the dynamic with the static
structures of the poem points to the difference between the nature of the time of
memory and the time of the present, to the inability of poetry to satisfy nostalgia
and hope, and to the place of poetry in present reality. The time and space of
poetry are those of a past unity and harmony with the universe which are
~described in the static structures of the third stanza ; this time and space are
opposed io the present time and space, which are chiefly characterized by
absence. The role of poetry consists in filling this absence but poetry fails to
fulfil this rcle - that is, to participate actively in a dynamic structure - because of
its awareness of the static and permanent character of the absence and also of
the poet’s passive position in the dynamic structures.

Apart from negating the dynamic structures or being opposed to them, the
static structures can also interact with the dynamic, by being their cause and
‘their conclusion. An example of this is Lapathiotis’s "Epwves " (p. 214), where
one static structure appears in each of the three stanzas.

The first stanza introduces the subject of memory in a dynamic structure;
the speaker addresses his songs; the result of memory is, however, determined
by the static structure :

HaAd Tpayovbia paxkovd, yauéva amé karpo,
UES O€ OTLYUES AYYEALKES 1] Uéga o1’ OVeLpd Lov,
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Tdpa mov, €vTls lov, TimoTa Sev uével ma yepd,
70 Bpddv mov gas Guunbd poidler pe Bpddu Tpduov.

Memory results in horror because of the destruction and absence implied in

the static structure : "ev7ds pov TimoTa S¢ UéveL ma YePO Memory
follows a different process from the one the speaker wants it to follow; while
the speaker seeks consolation in poetry and in the memory of his old poems, the
result is the reverse. The speaker’s wish is expressed in a dynamic structure
("kv €ods, mov mdvTa ¢UAaya, yia pia mapnyopld, | — oa pia oTepv kai
paywt mapnyoptd Sukrj pou '), while the result consists in a static structure:
"kar va’oTe am’ bAes Tis mAnyés, n mo paptupiuk pov - ". The link
. between them is a dynamic structure where the speaker abandons action and
_.becomes an observer: "gas BAémw Tdpa, faguikd, v’ aldleTe Gwpid "

.. The speaker acts and his act is an act of memory and an attempt to find
. consolation; nevertheless because of his state of being his attempt fails and the
- result of memory turns out to be a "wound”. Both the speaker’s state of being
and the wound are depicted in static structures, which thus constitute both the
effect of the dynamic structures and the cause of this effect.

In the last stanza the speaker’s actions cease to consist in an attempt to find
consolation, and comply instead with the situation created by the static
structures: "I't’ autd, ogaldvras ™ patid, myaivw va yabd,| pes otous
TLKPOUS gas eumaLylols kat Ues oTis elpwreles’. Here the active position
has actually been reversed. While the speaker still retains the position of
syntactical subject, the semantically active elements of the sentence are the

songs: - "eumatyuol ", "epwreles ". At the same time, the speaker’s state of
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being has_expanded into a state of the world: "Tdpa mov TimoTa yepd Sev
éuewe ki 0pf6 ". Therefore not even memory has remained intact, and
instead of acting as a consolation, it haunts and chastises the speaker:
"rpayoUéia pouv, Epiies!"

‘Memory of poeiry and consequently consolation constitute at first the object
of the speaker’s actions, depicted in dynamic structures; the static structures,
however, bring about the reverse of the speaker’s aim. The dynamic structures
that follow describe this reversal, which weakens the speaker and reinforces
poetry, which turns memory into "wound". Therefore the interaction between
the dynamic and static structures of the poem constitutes an interplay between
the poet, his poetry and memory; finally, through memory, poetry becomes the
dynamic element of this interplay and torments the poet, who loses his active
position and assumes a passive one. The poem completes its circle ("IlaAd |
Tpayovdia... Tpayovdia uov, Epwwldes "), having expanded the space of

destruction ("ev7dés pov Timora Se uéver ma yepé “ - “rilmora yepd Sev
éuewe ki 0pdé ") and having described the interplay between the poet and his
poetry which on the syntactical level is based con the interaction between the
dynamic and static structures of the poem.

Thus, the combination of the dynamic with the static structures in a poem
sets up an interaction between these two categories of structures. This
interaction may consist in the subordination of the dynamic structures to the

static structures, in a semantic opposition of the dynamic to the static structures

or in a relationship based on cause and effect.
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Thus the syntax of the poems dealing with memory, nostalgia,desire or
escape enacts the function of these elements on the semantic level of the
poems. That is, the interaction between the syntactically dynamic and static
structures on the one hand and the semantic dimensions of these structures on
the other suggests the inability of poetry to fulfil memory, nostalgia, desire or
escape. This ineffectiveness of poetry, which constitutes a central component
of Post-Symbolist poetics and defines the relationship of poetic language to its
subject-matter, is enacted on the syntactical level of the poems which includes
the negation of activity, the reduction of the poetic subjects to objects and the

self-negation of poetic language, thus rendering poetry an impasse.

4. 2. Love and Death

In the poems dealing with love and death which will be examined here, one
syntactical feature that plays a significant role is the interplay between positive
(affirmative) and negative structures. On the thematic level this interplay is
related to the interplay between love and death, while on the syntactical level it
is related both to the interplay between dynamic and static structures and to the
symbolic system of the poems. This symbolic system includes the fluctuation
between the denotative and connotative values of words, as well as certain
types of metaphor and symbol which will also be examined here.

Lapathiotis’s "EpwTticd " (p.153) consists chiefly in dynamic structures,
while the existential subject fluctuates between the positions of syntactical

" subject and object. Nevertheless the dynamic nature of the structures in which
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the existential subject is a syntactical subject is semantically weak, since the
subject walks, remembers, seeks a kiss and dies. The semantically dynamic
actions in the poem belong to unnamed others and to death, but they are not
always carried out.

In the first stanza the speaker expresses his "kanuo "

Kanués, airibera, va mepyvd Tov épwta mdAL To OTEVS,
domov va méoeL n okoTelvd, pia uépa, Tov GavdToy,
oTevd Bali ka: GAf3epd, mov fa Guuduar yia kaipd,
T{ pov. oToLyilel, oy kapdid, To Eavamépaoud Tov.

-The chief dynamic structure here is set in the future and will be accomplished
by death or rather by the darkness of death. The metaphor "n okoTewid TovU
BavdTov " performs two functions in the poem: on the one hand it is opposed

to "uépa " and on the other it is linked to the "NiyTa " of the last stanza which
refers to death. In this way the timelessness of the poem ("ywpelw mdvra To0
DAL ", "Sev umdpece kavels, moré va pov To Sdoer ") is set against the
time of death, which may fulfil the speaker’s wish:

Tows, uia pépa, éTav ;(aﬁai yupudu*as', mdAt, oTo Bubo,
KaL pe 17 Nu;(Ta UvoTLkd, yivouue, mdAL, Talpt,
auto T  avelpeTo GLAL, mov To AayTdpnoa TOAD,
oa uta mald s ogeLAr, va uov To Eavagépel.

- The speaker’s desire remains unfulfilled during his lifetime because of others,
as stated in the middle stanza: "Twpedw mdvra To GLAl, mov pov To Tdfave
oAAol, | kL Cuws Sev umdpece kavels, moTé, va uov To SdoeL".

The first stanza consists in positive structures, (e.g. "mepvd [...] 1O
O'TGVé "), the second in both positive (e.g. "yupetw [...] To ¢tAl ") and

negative ("Sev umdpece... ") ones and the third in positive (e.g. "va pov 70
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favadéper ") ones. This syntactical pattern contrasts with the semantic pattern
which fluctuates between existence and non-existence. That is, desire remains
unfulfilled during the speaker’s lifetime, while it may be fulfilled after his death.
At the same time the speaker’s semantically most dynamic action is a
syntactically static one: "kat pe ™ NUyxTa, pvotikd, ylvouue, mdAi, Ta[pL
The dynamic nature of his actions is suggested in the beginning of the poem and
rejected ("pov orovyiler ", "Ti wgeAel; "), to be replaced by a static and

"

passive state ("va pov To favagépel instead of "yupedw "), which may
allow for the fulfilment of desire. In this way the poem moves from dynamic to
- static, from activity to passivity, from existence to non-existence, but at the
* same time from non-fulfilment to a possible fulfilment; thus it creates, through its

““syntactical structures, a semantic paradox and turns the "Epw7ikd " of the titie

- into a love-poem of death.

A reverse process takes place in "X 7o «kévTpo TO vuyTepvd " (Lapathiotis,
p. 174), where death is not hoped for but dreaded and placed in opposition to
love. The first stanza speaks of the present, where the speaker participates in a
first person plural subject:

Tdpa mov mailer To PLoAl, ki éxouue meL 1600 MOAY,

mov u’ évav épwta TpeAd, oa va’' pacTe Seuévol,

o’ éva owtpdgeua (eoTd, Bdve favd, va (aloTdd,

LES TT  OVELPG 00V va KAELOTW — TO UOVO TOU Lov UEVEL.

The first person plural subject is undermined by the presence of the "gav "
and this undermining leads to the last phrase of the stanza. In turn the phrase
"To uovo mov pov péua " is denotatively connected with the previous

phrases of the first stanza but its connotations lead to the second stanza, which
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constitutes the depiction of a future solitude. "To pdvo then connotes

"uovaéid ", which is not mentioned but evoked by dynamic structures where
the first person plural has been replaced by the first and second persons
singular:

viartt, dua Aeiger To kpaoi, ka. gvyels, dfagva, kar oy,
kat PouBabel kat 1o BLoAl, us 1o YAuké Bpayvd Tov
Ues omns kapdids pov TO Kevo, UeydAo oav Tov oupavo,
8’ akxovow mdAr TO Boayvé Tpaycldl Tou BavdTou...

‘The Structures denoting presence are replaced by structures denoting
absence, while the only dynamic structure where the speaker does nct cccupy
a passive position is the last phrase, which constitutes the culmination of the
progression towards absence. Along with the interplay between the syntactical -
structures, connotations are the other prominent linguistic device in this poem.
Apart from the passage from present to future and from presence to absence

through the connctaticn of "7o udro ", in the second stanza the "Bpayvds " of
the violin points to the "Boayvé payocvdt Tov bavdrov ". In this way music,
which in the first stanza is associated with love by virtue of its Dresence as part
of the scenery, becomes in the second stanza connotatively and then
metaphorically linked to death. The connection between love and death is
semantically rejected and defined as an antithesis, while in terms of linguistic
connotations its inevitability is suggested. It is suggested that this conflict
between the denotative and the connotative levels of the poem constitutes the
area of poetry: while in the first stanza false love ("oa va ’ uaote Seuévor™)

and wine create a distance from reality and from music (the playing of the violin

is just an external element), the contact with reality which is dreaded in the
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second stanza links the music of the violin to the song of death which is now
heard by the speaker "ues omns kapbids pov 10 kevd". Music becomes an
internal element and is thus linked to the song produced by the speaker himself.
Poetry, although not directly referred to in the poem, constitutes the outcome of
the contact between the speaker’s consciousness and reality '(a contact
reflected in the connotative and syntactical structure of the poem), and also the
outcome of his desire to avoid this contact (a desire reflected in the semantic
structure of the poem).

‘The connection between love, death and poetry is dealt with in a different
- way in Skarimbas’s "To xapdBt " (p.49). Here the speaker asks:

Ewmé pov, aydm uov, yta éva kapdBi

GoAé mov odoudvaya mdel

xpvod, yia’ va mAolo, Ta ¢uTa mov avdfel
ora xdn .

Love is explicitly mentioned in the poem, while death is hinted at by the ship.

.. The poem is structured around the connotations of the image of the ship. These

connotations are intertextual, that is the ship is linked elsewhere in Skarimbas’s

' 1

poetry (e.g. "To Bamdpr ", p. 23, or "To etattijpro ", p. 47) and also in
Karyotakis’s poetry (e.g. "TeAevraio Tafidt ", p. 65) with death or with an
escape in the direction of the infinite. Thus, it functions as an intertextual
metaphor.

Throughout the poem the speaker uses the imperative and asks his love to
talk to him about the ship and the moon (e.g. "I't * avrdé udvovy, 'mé pov, kat
yva = mov va Byalver — | uia ZeAnvn Gedpatn, eumé pov | — kL auto va

Tpafdel, va Tpafdel, va mnyaiver, Oeé pov! " ) In this way the prominent

197



dynamic structures of the poem are connected with speech, since the speaker’s
beloved is asked to describe an image, while at the same time the speaker
himself describes this image in his poem. In this case poetry does not try to
suppress death or to overlook its connection with love; in contrast, it talks about
it, creating however a double linguistic filter between the speaker and death: the
Ailter of affectionate speech ("etmé pov, aydmn uov, yta ") and the filter of
metaphorical speech. The poem ends, unlike Lapathiotis’s, with the acceptance
of the presence of death and, again, in contrast to Lapathiotis’s, with an act of
love:

Kar dorepa peive — ki eydd — o’ éva Spduo

kar — T dvepo oTO OFNOE kAL oT’ dyeEe | —

‘TO KEGAAL aiouumdvTas — oAdpfdn — aTov duo

Lov kAdie...

At the same time another contrast to Lapathiotis’s poem is that Skarimbas’s
poem progresses from speech to silence. Speech is achieved in the first stanza
by repetitions, is momentarily interrupted in the penultimate stanza ("Ka:
odmace wdAL kar wdAl doyioé pov ) and ceases in the last stanza. The
prominent uses of language in the poem, that is the presence of the metaphor,
the repetitions and the dynamic imperatives work towards a negation of speech
as well as towards a negation of poetry, since the last action ("«xAdye ")
destroys the decuble linguistic filter between the speaker and death, thereby
demonstrating the inadequacy of poetry to act as such a filter.

Love and death are often interwoven in the poetry of Polydour too. The
way in which the speaker lives, dies and writes is frequently determined by the

"

presence of the beloved (e.g. "Aev Tpayovdd mapd yiatt p’ aydmnoes

198



"Mdvo yati u’ aydmmoes yewviibnka ", "ki éTol yAukd mebalvw [ povdya
ytatt Téoo wpala p’ aydmmoes”,in "Tiatt p’ aydmoes”, p. 167 ff) and at
the same time the absence of the beloved constitutes a kind of death for the
speaker. For example in "Owvepo " (p. 174) the first stanza depicts\ the
speaker’s situation before the appearance of the beloved, the next two stanzas
depict the appearance of the beloved and the last one predicts his absence.

The first stanza comprises negative structures:

Ae p’° éprave olTe kav ayds
ues om (wrj mov {ovoa.

Kt n Gdunon Auvydbuun
Twy 60wy ayamovoa.

- In the second stanza the speaker’s position continues to be a passive one but

the structures become positive:

Kt 7jpfe n patnd oov yedaomi
eapvn) axtiba

kKaL yta Ta mov pov Aelfave
pov piinoe u’ eAmiba.

The positive structures describe a resurrection of the speaker; the "fdunon

tt

Atyd6uun " is replaced by hope and the lack of sound by speech. . The static

structure of the third stanza plays the role of fate:

pa e€lvar oL yapés pas PrepWTES,
thus determining both the hope and the speech of the prev1ous stanza and the

speech which follows:

kai. 1o ¢OwiTwpo elval
uéoa omny [(Sia pov ¢wvn
oV ooV @wydleLl: LLELVE.

The semantically weak dynamic structures of the previous stanzas are refuted
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and lead to the prediction:

Kat s parids cov o yedaords
NALos fa Bac:Aéger

kat T’ dvewpo Ba feyaoTel
mpoToU kav ainbéger .

In the last stanza therefore the semantically negative structures prevail again,
but this time not as an absence as in the first stanza but as a kind of death.

The fluctuation between the negative and the positive structures is
reinforced by the fluctuation between metaphors of spring and autumn. The
"uaTid " of the beloved is an "eapvrj ayTibe ", while the speaker’s voice
contains autumn. This juxtaposition of the two metaphors leads up to the last
stanza where the sun sets, thus implying the death of the dream. and the
speaker’s return Lo a situation similar to non-existence, like the one depicted in
the first stanza. These metaphors point'to the theme of love from different
aspects. While the first one simply identifies the presence of the beloved with

an "eapwrj ayxtida ", the second one acquires a connotative value by being
connected with death, decay, sorrow (these connections may be partly, as in
Skarimbas’s case, a result of intertextual references). So the third metaphor
constitutes not only a repetition but also an expansion of the first, which has
now acquired further dimensions because of its juxtaposition with the metaphor
of autumn. The third metaphor points then not only to the absence of the
beloved but to death as well.

Thus, on the one hand the fluctuation between the negative and the positive

structures results in semantically negative structures depicting not only an

absence but also a loss or a death, and on the other the fluctuation between
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spring and autumn acquires, as the poem progresses, more than one
metaphorical meaning and leads again to loss or death. The syntactically
passive position of the speaker renders her capable only of depicting this
progression to death, while the only dynamic action in which the speaker

participates is speech itself; her voice "oov ¢wrdder: ueive "; this action is
however doomed because of the presence of autumn in her voice; thus
"¢Owbémwpo " may also refer to the speaker’s position, which on the syntactical
level is passive and subject to decay and death. The progression of love
towards death is enacted in the use of language, which excludes or undermines
the dynamic and evolves towards passivity, at the same time expanding the
area of its metaphorical references.

Thus, the distinction made by Beauzée between "métaphore:simple” and
~"métaphore soutenue" becomes questionable. That is, Polydouri’s metaphors

“belong to the category defined by Beauzée as "métaphore simple, qui ne

~consiste que dans un mot ou deux" as distinct from "la métaphore soutenue, qui
occupe une plus grande étendue dans le discours".” Nevertheless these

metaphors are interrelated and their meaning to some extent depends upon this
interrelationship. This often appears to be applicable to Post-Symbolist poetry,
and moreover the interrelationship of metaphors may take place not only in one
poem but also from poem to poem. In this case these intertextually related
metaphors may sometimes be considered as symbols, although not if one

adheres strictly to the definition of a symbol as "a prolonged comparison of

* Tzvetan Todorov, Théories du Symbole , Paris, Editions du Seuil 1977, p. 95.
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which the first term is suppressed - a system of sustained metaphors" ™ or to

Clive Scott’s distinction between symbol and metaphor: "What then
differentiates symbol from metaphor is that while metaphor has cnly a local
existence within the poem, the symbol informs the whole poem and can
subsume it, rather as a title does. Indeed, the emergence of the symbol usually
coincides with the poem’s discovery of its subject".!' In Post-Symbolist poetry
there are very few symbols which fit these definitions. One exception is
Filyras’s "TltepoTos ". The intertextually interrelated metaphors on the other
hand do not always present a consistency, but depend on the context of the
poem. For example, autumn can suggest death, decay, decline, sorrow,
fnelancholy; a ship in the night may connote death or escape. These metaphors
can be considered as symbols only if one accepts the view of symbols proposed
by Kapsomenos. He regards the metaphors repeated in more than one poem as

acquiring the status of symbols even if they assume more than one meaning
according to the context.'’> Nevertheless, leaving aside the vexed question of

whether or not intertextual metaphors may be regarded as symbols, the rest of
this chapter will concentrate on broader issues of the Post-Symbolist symbolic
system: recurrent linguistic structures, such as the interaction between static
and dynamic structures or between affirmation and negation. In the case of the
poems dealing with love and death which have been examined, there is a set of
themes and structures related to the theme of love and death, such as the

interplay between the active or passive role of the existential subject, the

** Ramsey, p. 12.
" Scott, "Symbolism", pp. 209-210,

'* Kapsomenos, p. 408.
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connection of poetry with death and the inability of poetry to protect the
speaker or the poet from reality.

Thus, a part of the thematic and structural or symbolic system of the poems
is connected with poetry itself: its role, its function, its space. This system is

therefore to a large extent self-referential.

4. 3. Solitude and Unhappiness

In the poems dealing with solitude and unhappiness the prevailing syntactical
. feature is again the interplay between dynamic and static, and between positive
and negative structures, together with the interplay between the active and
passive position of the existential subject. On the thematic level these interplays
~are connected with the existence of solitude and unhappiness, the effort of the
’speaker to escape and his failure to do so. On the syntactic level, they are also
| connected with the issue of parataxis and subordination. Here I will examine
the effects of these and their significance in the Post-Symbolist symbolic
system.

Karvotakis’s "TeAevraio TafiSt " (p. 65) sets up a tension between the
expression of the desire to escape from a negative situation and its non-
fulfilment. The first stanza expresses the speaker’s desire: "Nd ’uoww oy
TAWpn oov 1ifeAa, yia va koiTdl{w yipov | o ATavela va meprovy Ta
ovelpaTa Ta mpdTa . The grammatical mood of the phrase and the definition

of the ship as "aAapyvdé " in the first line imply that the desire is unlike to be
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fulfilled. At the same time, what is actually desired is, paradoxically, an escape
from desires.
In the second stanza semantically negative structures prevail: "n Tokyuia

oTo mélayos kaL oy (wri va maver ", "Siyws va fépw mou pe mas kat

Slyws va yuplow ", while the dynamic action of the speaker is a metaphorical

one: "méTpa va plyvw mwiow ". Sorrow is not negated but is rendered eternal

and placed under contrel: "va uov Awvidels ™y atdvia GAlYn pou, kapdfl'.

In the second stanza the "alapywd xapdBr " of the first apostrophe has
become simply "kapdf ", while the voyage "oTov amelpov kar omns vuxTls
v aykaAid " has become a voyage "oTo méAayos " and although the verbs

T

-of the second stanza depend on the verb "1jfeAa ", the tense changes from the

1" tt

, "va piyve ", "va

past tense of "va ‘uow to the present of "va mavet
uov Awvifels ", "va fépc;)

While on the semantic level the desire expressed is described as incapable
of fulfilment, on the level of the syntactical structure of the poem the desire
strives for fulfilment. This attempt is impeded by the structure of the second
line of the second stanza which depicts a momentary acticn as a duration:
"métpa va plyrw miow ", and is only successful in the last line where the verb
becomes an aorist subjunctive instead of a present one: "Siyws va yuplow "
Through the structure of the poem the desire expressed at the beginning is
forced to change into a different desire or to be specified: the speaker is not
allowed to look eternally at his dead dreams or to escape from the present and

continue to exist in a different reality, which would however retain some

elements of the present one ("ovelpata " and "GAign "). He is only permitted
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to escape from this reality if he escapes in the direction of death, which entails
the complete passivity of the speaker ("&6iyws...8lyws").

The negative structures as well as the speaker’s undermined dynamic
actions lead to death, which may not fulfil desire but at least allows for its
expression. Therefore the tension between the expression of desire and its non-
fulfilment becomes through the linguistic structures of the poem parallel but at
the same time antithetical to the tension between life and death.

Death is compared to life in "OAa Ta mpdyuard pov éuewav " (p. 66).

The speaker opposes the life of the past to the non-life of the present, the
difference between the two being from the linguistic point of view the
~grammatical number employed. Speaking about life in the past:-the speaker
-remploys the first person plural: "utav dpa mov mepdcaue pall", while when
he speaks about the present he employs the first person singular: "dmws / va
“yw mebdver mpv amé kaipovs ", "yoddw pe To SdyTUAo OTavpols
- Moreover in the first two stanzas the speaker is only present in the two phrases
above - both referriné to death - while his memory is projected onto his things,

which are the only living elements:

OAa Ta TpdyuaTd Hov aua@u,,uozﬁuTaL
piav dpa mov mepdoaue pafl,

o’ exelvn Ta BBAla pov Anouovovvral,
o’ exelvn To poAdL akdua (el .

The middle stanza opposes happiness in the past ("Hrav evruyiouévn 167¢ 71
dpa, | itav éva SelA {wypagiors ") to absence and death in the present
("Exw mefdver téoa ypéwvia Tdpa,/ ki éuewve To mapdBupo kAetoTd"). The

theme of absence continues in the next stanza ("Kavévas, ovTe o 1nAios, ma
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8¢ pmaiver ") and culminates in the last: "Aev fow ’Sdb motos elvat Tdpa o
Témos, | Sev Epw moros yapdlel Tous oravpols . The speaker is thus
alienated even from the only action that he has performed in the poem and also
from the place itself. The repetition of the first two lines at the end of the poem
does not actually form a circle, since the poem has evolved towards absence
and is self—hegating, if we consider it to be one of the crosses the speaker

" £

&ypage " at the beginning.

Therefore the positive and negative structures that constitute the "féon "
and "dpon " that Kapsomenos talks about in his study, do not create a balance
but a progression towards negation on the level of the structure which at the
semantic level points to solitude, unhappiness, decay cr death.

is is a characteristic of Post-Symbolist poetry: in many poems a conflict
arises between dynamic and static structures, the activity and passivity of the

speaker, affirmation and negation, and usually the structures that prevail are the

static, passive and negative ones. Just as the antitheses in Seferis constitute an

element of that poet’s symbolic system'® and their structural symmetry

constitutes the basis of the architecture of Seferis’s poems,'* so the symbolic
p y

’system of Greek Post-Symbolism too is dominated by antitheses. In this case,
however, the antitheses do not create a balance but a progression towards
negation.

This phenomenon is probably related both to the absence of the kind of

symbols which are present in French Symbolist poetry and to the absence of a

" Kapsomenos, p. 408.
" Ibid., p. 525.
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poetic myth, which characterizes, for example, the poetry of Seferis.'* In

French Symbolist poetry, or at least in a large part of it, symbols are used both
to subsume the poem and to act as link.s> between external reality and another
reality. In contrast, in Greek Post-Symbolism the poems cannot be subsumed
by symbols because what they are talking about is negation and absence. Since
this negation and absence are also self-referential - that is, the poems partly
refer to the inability of the poetic language employed to create a viable space -
and the poetic language enacts this inability on the structural level, symbols
which constitute a linglistic presence are de facto excluded. In other words,
* since a symbol either subsumes a poem or acts as a link between the reality
“depicted in the poem and another reality to which it points, it is a powerful
linguis‘tic sign. Moreover, the other reality must be suggested by poetry and this
~is not practicable where the poetry in question consists chiefly of absences and
negations. The absence of symbols in Pdst-Symbolist poetry, therefore, seems
~ to be directly related to the linguistic structure of the poems. The same applies
to the absence of a poetic myth. The presence of a poetic myth at least in
Seferis’s case, according to Kapsomenos, requires a tension between prevailing
antithetical motifs, while in Post-Symbolism the prevailing motifs are motifs of
negation and absence, and therefore there is no relationship of opposition
between them.
Therefore the symbolic system of Post-Symbolism, that is the totality of
recurrent structures and themes or motifs, excludes symbols and poetic myths,

and consists chiefly in negations and absences or in the progression towards

Ibid., p. 408.
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these both on the semantic and on a syntactical level.
An example of a poem consisting of negations is Papanikolaou’s "Eva xépt
pavpo " (p. 57). The first stanza comprises positive dynamic structures, which,

however, on the semantic level point to absence, horror and death:

Eva xép. pavoo ues om viyra gdyvet,
éva ¢uws povdya Adumel ora kAadid
Bynkav pdyiooes va kAépowve marbid
KoL Ta pudtia ogpdyioe ut’ apdyvn .

Although each individual sentence cannot be regarded as a metaphor, the
reference to horror-stories and fairy-tales emphasizes the connotative rather
than the denotative value of the image. The second stanza contains both
‘negative and positive structures but the positive ones on the semantic level point
to absence and death:

H oBncmi pov Aduma S¢ 6’ avdiyfer mdAL,
éxyowe maydoel Ta Gepud kpeBdTia,

KL ouTe mov 6’ avolfow moTé ma Ta udtia
mov ~ KA€Loay KkoLTWvTas katd T akpoyldAt .

Again the image is a connotative one although none of the words can be said
to stand as a symbol of anything specific. The image is suggestive of solitude,
absence and death. It also suggests the impossibility to escape from the
mnegative situation, since the people who had been lookirg in the direction of the
sea are depicted as dead. This suggestion is made explicit in the first lines of

the next stanza, where the speaker talks about the only possible escape: "AAAot

é€xovve uelvel ki dMol éxowe @uyet, | éxowve Tpafiifel yia Tous
ovpavovs ". The last stanza constitutes the culmination of the negative

structures by implying the complete absence of life, and also the lack of serenity
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after death: "Tlovfevd ToLyUpw Sev akols avdoa, | avtol mov kowoivvTar 8¢

Xxauoyeidve These two absences lead to a sense of suffocation for the
speaker: "Nwdbw Tov adoa coa va pe ogpaldve | ge pia vekpokdoa ". The
prevailing features of this poem are the structures of negation and absence, and
also the connotations, which evolve from a general sense of horror to the
suffocation of the speaker who experiences his own death.

A similar experience is the one described by Karyotakis in "T{ véot mouv
¢rdoapev €8d..." (p.67). Here again the "épuo vnol " does not seem to be a
~symbol but rather to be associated with other spaces mentioned in Post-
Symbolist poetry, such as for example the deserted garden in Karyotakis which
<:1s also suggestive of, or even characterized by solitude, unhappiness: or absence.
The first stanza comprises verbs of motion ( "¢7Tdoauev ",
: "'aﬁoya/cpzﬁuen/ceu ", "npbape ") and depicts the solitude and state of being of the
"véor " ("amopakpibnkey o Tedevtalos pas @lros ", “épuo vnol ", "awwvia
mAnyrj ") and the geographical position of their island ("o70 yeidos Tov
kéauov ). The structures of the second stanza imply both alienation and
fragmentation: the first person plural employed is shown to be illusory: "rov
(50 8pduo maipvouue kabévas povayds', while each person is alienated from
their own body and voice: "wmdboyue 7’ dppwoTo kopul, mov eBdpuve, cav
Eévo, | vmbkwgos amé parxord n dwvil pas ¢rdver ayds . In the third
stanza the verbs of motion refer to life ("n lwij StaPalver, mépa orTov opilovra
ogepriva ", "'n {wij Ga ¢éper "), while what life brings to these people is placed

in a relation of opposition to life itself ("8dvato, kabnuepvd bdvaro ). The

following phrases extend the opposition into an opposition between a
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syntactically static structure expressing a state of being ("Kt¢ eluacrte véor,
moAU [ véor ") and a dynamic structure expressing an event in which the

"véor " are the objects: "kar pas dgnoev €, uia viyra, o’ éva Bpdyo".

An opposition also takes place between a verb expressing motion (" ydveTatr "
{10 mAolo]) and a reflexive verb: "pwTiduacte . The point of the question ("' 74
va’ youue, Ti va ’ xw, [ mov gBnvouue dAot, gevyouu’ éTol véol, oxedcv
maLStd ") includes a verb expressing motion, which has now been connected
‘with "gfnveyue .

The verbs of motion at the beginning then give way to a final verb of motion
that suggests a motion towards death. Therefore the progressicn towards
-solitude and alienation and the semantic and syntactical oppositions of the poem -
are bound together and point on the one hand to the death of the speaker and
his fellow-exiles and on the other to his and their inability td find a reason for
this progression.

Thus, the poem constitutes the antithesis of a poetic myth, since it offers no
resistance to the negative forces and moreover does not possess the kncwledge.
revealed by a poetic myth. Its only knowledge is self-referential, since the

answer to the question "7{ va youue, 7 va ‘yw is connected with the
geography of the poem, that is with the existence of the island "8wfe am’ 7’
Overpo kar kelfe amé ™ yn . This may be taken as a statement about the
position of Post-Symbolist poetry, which, according to the Post-Symbolists, does
not fit into reality, while on the other hand it is unable to fulfil desire or create a
viable space in which the poets can seek refuge from reality. Therefore the

question towards which the poem evolves actually points back to the beginning
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of the poem, but without being answered. Thus, if the "épuo vnol " refers
among other things to poetry itself, instead of being a symbol it points to the
inability of poetry to create symbols and consequently a viable reality of its own.
In this way the poem completes a circle of isolation and alienation from reality
as well as of self-alienation, since it enacts on the linguistic level its inability to
provide the answer to the question it poses.
Negations and absences can be juxtaposed with positive structures referring
“to the past or to an ideal life, as for example in Filyras’s "Mmdpa Tov Mdn " (p.
45), which could also.serve as an example of one of the ways the Post-

Symbolist poetic system functions.

The first stanza describes a scene of nature by means of syntactically

-~z affirmative structures whose semantic value, however, refers to destruction:

Méoa oro Mdn aldAalev o GplauBos Tov yeiudva

kaL otns PBeoxns To cvbaumov e€PBpovTa o kepauvis

kaL To yadd{i eudpaive Ty TpodavTy aveudva

KaL Ta UITOUUTTOUKLA ToU dvoLyav paTdkia Tpos TO ¢ws.

Both the objects and the instruments of destruction are elements- of nature.
The speaker appears in the second stanza and uses the first person plural in a
negative structure. Both the negative structures of the second stanza imply the

speaker’s overturned expectations: "Kat péoa oro tpiokéTado Sev édauyev n

uépa | kar Sev akovoaue yAukG keAdiSioua mouALwy The speaker’s

expectations coincide with the normal course of things but are unexpectedly

reversed, as is indicated in the next two lines, which still depend on the verb

"axovoaue "ua va PoyydeL ambékooua Tov KaTaAAUTN ayépa /| oTa

Tp[mTaTa Ty A€lfabidy kat Twv mEPLBOALLY Until now the speaker has
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been playing the role of an observer who watches and hears the destruction of
nature in spring.

The last stanza, however, shifts the point of reference from nature to dream
and the position of the speaker from observer to victim of the destruction:

Kar 77 dvelpd uas mov édeye va AovAovdidoer Tdpa
mpoguévovtas Tooov kaipd Tov Mdn To Aavpo duws,

aArroluovov! n amdvtexyn To mpdgTacey 1 Umopa

kKar gav pumouumovklt To ‘kagev o uéyas Kepawwids .

Syntactically the dream assumes the function of an object in the last two lines,
as is the case with the flowers in the first stanza; the connection is also made
through the verb "va Aovlovdidoer " and the simile "oa umovumovke ". At the
- same iime this position is antithetically linked to the syntacticai position of the. .
dream in the first two lines of the stanza. These two lines, in which the dream
occupies the position of the subject, comprise dynamic structures, which are
however of a semantically weak dynamism: "éAeye va Aovdovdidoer ",
"mpoouévovtas . These structures are placed in opposition to the dynamic

structures of the last two lines: 70 mpdpTacev " instead of "mooouévovras "

and "To ’ kayey " instead of "éAeye va AovAovSidoer

On the narrative level the poem proceeds from describing a scene in nature
towards describing the destruction of a dream, which remains undefined, that is
from apparent referentiality towards metaphor. On the level of the speaker’s
presence, the speaker progresses from an observer to a sufferer. On the level
of syntax there is an interplay between affirmative structures related to the

destructive activity of nature and negative structures related to the thwarted

expectations of the speaker. Moreover dynamism is opposed to non-dynamism.
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These levels are bound together in the structure of the poem, thus establishing
an interrelation between spring and dream, between the speaker as an observer
of nature and as a dreamer, and between the destructive forces of nature and
other destructive forces which are unspecified but may be connected with
historical or political events. Thus the poem does not contain any symbols, but
with the interrelationships it creates it proposes a way of looking at exterior
reality and at the same time a way of looking at elements of interior or poetic
reality. That is, what this poem, as well as many other Post-Symbolist poems,
actually foregrounds is the interrelationship between exterior and interior reality.

Although this does not constitute a new suggestion, it contains some new

- . aspects, such as the selection of the elements presented as interrelated and-the

© way this interrelationship is set up.

For example a relationship between nature and the speaker’s state of being

1w 16

is the subject of Palamas’s "Pddov pooroBoinua Here, however, the

~ connection is made in a different way. The speaker assumes the position either

“of the object of the phrases ("E¢éros dypia u’ édewpev n Papuyeipovid frov

"

U’ émace ywpls puTid kar u’ nipe ywpls wdta ", "Ma xTes xabis e
Odppefe To yéAto Tou MapTiod ") or of the subject ("kt dpa ™V dpa

mpéoueva va owplacTd Papid [ oTn xtoviouévn otpdta ", "kat Tpdfnéa va
favaBpd T’ apyala Ta povordtia, | oTO TMPWTO pOOKOBOANUA €vis pdSou
pakpwov | pov &dkpvoav Ta udtia ") and remains throughout the poem the

chief point of reference. Thus, there exists no syntactical or general structural

interplay between the speaker and elements of nature. The connection

'® Palamas, 5, p. 431.
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between the two is made on the semantic level, while in Post-Symbolism it is
usually suggested through the syntactical and acoustic structures of language in
the poems. In this way this interrelationship becomes a structural element of
the poems rather than a part of the subject-matter. This interrelationship can be
considered to constitute a part of the Post-Symbolist symbolic system and it can
be established either through a direct statement as in Filyras’s case or through
suggestion and connotations, as for example in Lapathiotis’s "Nuyreotvd "
(p.176).

This poem consists of four couplets all of which end in the same phrase,
while there is no main verb. The only verbs are contained in relative clauses.
The first couplet comprises an image of nature: "Eva ¢eyydor mpdowe,
ueydio [ mov Adumer yues o voyta — timor’ dAro "; the "Timor’ dAdc "
1s the speaker’s comment either on what he can see in the night or on what is
important for him in this poem. In the second couplet the observer becomes a
listener: "Mua dwrrj mov ypoukiéTal pes oTo 0dAo,/ kar mov g€ Alyo mavel,

11

- 1lmoT’ dAAo The speaker again singles out one feature of the reality
around him (a voice amidst the noise) and states its progression towards
silence. In the third couplet the progression that takes place is towards absernce
and is visual: "Iépa, pawrpid, kdmoio oTepvd owwidio | Tov PamopLod mov

¢evyer — Timor’ dAdo ", while the last couplet, like the first one, suggests a
dominating presence: "Kat pdvo éva mapdmovo peydio, [ ora Bdabn Tov
pvaioy pov. — Timor’ dAdo ".

Through the syntactically affirmative structures the poem suggests an

interplay between presence and absence, while the syntactically dynamic
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structures contain no objects and suggest either a static state or a progression
("gevyer ). The elliptical structure of the poem may imply both fragmentation

and things left unsaid, while the repeated comment " 7i{mor’ dAdo ", apart from
referring to the things on which the speaker is concentrating, may also imply
that these things are sufficient for the suggestion he wants to make. This
suggestion consists both in the relationship between the images presented and
in the fact that the cause of the "mapdmoro " mentioned in the last couplet is
the scene described in the first three couplets. The first suggestion is conveyed
by the parallel syntactical structure of the couplets, and the second by the
semantic structure of the scene which refers to a departure in the night. The
.elements of the landscape (moon, voice, ship) are connected with the interior
2 landscape of the speaker ("mapdmoro ") both in a relationship of cause and
. effect and in a relationship of parallelism. This double relationship precludes the
- existence of symbols but establishes a system of connotations and connections
which constitutes the subject of the poem and is characteristic of the Post-
Symbolist poetic system.

Solitude can be depicted as a product not only of the interplay between
absence and presence but also of the absence of both positive and negative
elements. This is, for example, suggested by the predominance of negative
structures in Ouranis’s "Movaéid " (Nooralyles , p.13). Apart from the line
"1i, mov Sev épxetai, va pbel mpoouévouue, Yuxtj pouv;' which suggests an
interplay between a present absence and a possible future presence, the poem

can be seen as a process of negation. That is, the negative structures begin by

referring to elements related to the speaker’s life through prepositional phrases
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("o’ avrid pov mov agoykpdlovTal nxd kauid 8¢ ofriiver , "oToUusS
7/ n

Swabpbuovs Tov Kalpov xavéva miéoy Briua | dev avtnyel "), then become

integrated in a verb connected with the speaker through an adverbial phrase
("uowdfoyue ca {wyravol ge pvnua | mov ylpw Tous 1 avlpdmyn {wi
aroTpaféTar ") and lastly affect the speaker more closely by containing him as
an object: "OAa was amapdmnoar , Yuxr pov, — s ki o Tlévos "
Syntactically then the poem consists in a culminating series of negative
structures, which gradually comprise more elements of exterior and interior
reality, while at the same time they contain the speaker, at first indirectly and at
the end direc!:ly, as an object. Here again the progression dominating the poem
is a progression towards negation.

This progression probably partly accounts for the parataxis prevailing in
Post-Symbolist poetry. In Quranis’s poem, for example, as in many others, most
sentences consist of main clauses paratactically linked to each other; or, in the
case of subordination, the secondary clauses are relative. Such clauses
together with temporal and final clauses, which are also present in Post-
~Symbolist poetry, express pragmatic rather than legical relationships. Morecver,
according to Kapsomenos,

n exgopd O€ KUpla TPOTATT €VOs VOTLATOsS Tov

Ba pmopoloe va efaptnlel amé dAro pas Slvel

TO TMpdyud auTévouo, Tov onualvel LodTyuo pe kelvo
amé To omolo Aoyikd efapTdTaL AuTé éxet

ws ouwémeia T wnporepn TpoBoAT} Tou, oToLXElo
mov yia Tnv molnomn €xel O'T}/ldO'[Q A¢6T€pOU n
ﬂapafa/cn/a; ovdeon, prLS‘ va katapyel Tis
Aoylkés oxéoels Twv vonudTwy, Tis umoBLBdlet

oe Sevtepo emimebo mpofdilovTas mpdT  am’

éAa 1o vénua kabavté. AvtiBeta amé Tnv vméTaln,
mov SiveL éugaon oTis Aovikés ogxéoeis (egdoov Tis

Aoyikés oyéoels exgpdlel), n mapdraén, Sivovras
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kdmoTe vTaLVkTiKd ,uo’uo ™m /\oytm’ owdpTnomn,
mpoadLopileTal mepPLOTOTEPO AT TIS gbv)(voyLKEg

Sabikactes (Yuykd mdbos, ouvelpud.) '

For example in Ouranis’s poem, solitude, unhappiness and non-fulfilment of
an expectation are not causally but paratactically linked:

Za vuyTa aypuvmvias mEVOLUN kL aTéAElwTn, oa vixTa

yeudTn amd puoThiplo kai gwwm) n Zwrj pou.

AuldnTor kar okegTikol oty Tpouept) nouxia

i, mov Sev épxeTal, va ‘plel mpoouévouyue, Juxti pov,
Mepvdv Papiés amd kevd kar mpoodokia oL dpes

In this way the poem foregrounds feelings, not the logical relationships between
. feelings, and at the same time implies that it is unable to seek out these logical
relationships and to state them.
So, what is stated on the semantic level of Post-Symbolist poems seems to
- be enacted on their syntactical level. That is, the sense of inability to cope with
-reality or to understand it and be integrated into it is enacted in the paratactical
. syntax, which expresses feelings and situations or events belonging to exterior
reality without linking them logically. In this way the negative structures or the
progression towards negation constitute an impasse, since the syntactical
structures offer neither a positive counterbalance to the situation they describe
nor an exit through the understanding of this situation. Therefore the syntactical
structures enact the inability of poetry to provide an escape from the world it
describes, either towards exterior reality or towards a different poetic reality.
Solitude, unhappiness and pain are usually presented as inescapable. In

Karyotakis’s "©dAagoga " (p.14) the speaker describes pain as his present

reality and rejects joy or participation in joy as a future possibility.

'” Kapsomenos, pp. 89-90.
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The first three stanzas describe the landscape, while in the last three the
speaker’s presence gradually becomes more dominant. In the first three
stanzas there is an interplay between static and dynamic structures, in which
the elements of the landscape - clouds, sea and waves - occupy the position of
-objects. The clouds both when static and when moving depend upon sun and
wind:

Ta oiweda yiydvTika davtdlovw ki aonuévia

oTo HoAuBévior oupavd

oav Ta xTumd Tov MALov TO Qws® gav Ta XTumd O ayépas
gevyovve miow am’ TO Pouvd.

In the second stanza the static structure is a metaphor: "Kt eivar fepio n

"

fdAacoa ", while in the dynamic structure that follows the cclour of the sea
occupies the position of subject and the sea takes the position of object:

To mapSaré ms xpdua

Sivet ™s — umAdBo exel paxpid

mo 8dife avoLyTompdaivo ki akopa Swbe ykpllo -
kdmota mapdfevn Bwoud.

- This phrase probably serves both to emphasize the metaphor by personifying
the sea and to point once more to the dependence of the elements of the image
on more powerful elements. A similar structure is repeated in the third stanza

Ta kvuara Ta mpdowa, Ta ykpila kat ta umidPa,
mépa am’ Tov WéAaov Ta @apdid,
Ta ¢épvel piyas o Popids

The waves are the only elements which become subjects of a dynamic

structure:

umartailove Ta PBpdyia, pmatoilovwe Y aupovdid.

The position of the various elements in the syntactical structures of the first
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three stanzas is utilized in the fifth stanza:

Za YAdpos uaupogTépovyos METd 1 Yuxn pou, oulyel
UE TNY YuyolAa Tou vepou

KaL Tnve mdeL o dVELOS kAL TNVE TdeL TO KUUQ,

Kkt €lvar mawwib. Tov kaipov.

The wind, the waves and the weather dominate the speaker’s soul too. The
dynamic structure of the first line of the stanza is undermined by the position of
the "¢guymn " as an object in the third line and a subject in the static structure of
the fourth line.

Apart from making use of the structures of the first three stanzas, the fifth
stanza is also set in opposition to the fourth in which the speaker’s thought

. contrasts with the elements or objects that occupy a passive position:- - -

Tiws Bdokes, Tis YapdBapkes o $béBos kUBepyiTnS

UES OTO AludyL TiS kpaTel:

pa n okéyn uov 6do gépveTal oTa yalavd Ta TALTLA
U’ éva xpvodvelpo SeTr).

In this fourth stanza the speaker is implying that his thought is independent of
“ the relationships of subordination which dominate the other elements of the

landscape. His thought, however, moves outside the reality described in the

instead of "umAdBo ", "ykpilo "

poem: "yadavd mAdTia " and "ypuodveLpo

and "mpdaoivo Bepio It is therefore trying to escape from a reality

characterized by the personifications "fepio n fdAacoa ", "priyas o Popids ",
"o ¢dPos kuBepvritns . In the next two stanzas it is implied that this effort has
failed. The fifth stanza resumes the relationships of subordination and also the

colouring ("uavpogTépovyos " instead of "ypvodverpo ") of the image of the

first three stanzas, while the metaphor ("mawyvib. Tov kaipoU ") repeats the
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pattern of the three personifications by adopting the reverse aspect, that is the
aspect of the passive rather than of the active element.

The last stanza is a statement of the speaker’s only possible position and
actions:

K: evdd movd Tov mévo oev kar mdw mpos To Bubd oov
KaL ydvoua.r (€ Tov agpd,

UoTeEpa 0TO YaAnveua, Tny nAlakl xaed dov,

fdiaoca, S¢ Bav T Yapd.

The syntactically dynamic structures indicate a semantic subordination of the
speaker to the exferior reality described, since the simile empleyed and
couatinued here ("oga ¥Adpos ") depicts the speaker at the mercy of the storm,
~while at the same time these dynamic structures lend strength to the depiction
of pain as a present interior reality and exclude joy.

The syntactical structures of the poem, together with the metaphors and the
simile, create a reality characterized by the subordination of certain elements to
others. The speaker tries to escape this subordination by escaping from the
reality itself, but fails, and the poem ends with a statement of his failure by
means of a negative structure referring to the future. Thus, the syntactical
structures create the poems’ present and exclude any pcssible escape from this
present, since the interplay between the strong and the weak elements of the
image entails the possibility of the destruction of the speaker, who belongs to the
latter.

In this way the syntactical structures of the poem create a reality within
language which both reflects and enacts the relationship of poetry to exterior

reality. This relationship therefore results largely from the language employed.
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As Mukafovsky puts it, "since poetic designation [...] often sets into motion the
entire lexical system of a given language [...] poetry in the course of its
development constantly and always in new ways, confronts the vocabulary of

the given language with the world of things which this vocabulary is supposed
to reflect and to whose changes it is continuously adapting itself".'" Post-

Symbolist poetic language involves a confrontation between language and
exterior reality and thus its syntactical structures constitute a stylistic choice in
the sense that a poetic style entails a relationship with and an attitude towards

reality and poetry itself.
4. 4. The Act of Writing or Singing

In poems dealing with the act of writing or singing a significant syntactical

"~ feature is fragmentation, which on the semantic level refers both to external

- reality and to poetic discourse. Here the syntactical phenomenon of
subordination will be explored in coﬁnéction with the subordination of poetry to
external reality. This section will also briefly recapitulate the syntactical
phenomena examined in the three previous sections, in order to point out their
direct relationship to the act of poetry as viewed by the Post-Symbolists.
Karyotakis’s "®dvaror " (p. 3) is structurally characterized by repetitions
and metaphors. The poem consists in a series of apostrophes ending in an
imperative. The repetitions serve as motifs of affirmation and negation. The

first stanza, for example, begins with a semantically positive image ("Xepdkia

'* Mukafovsky, p. 72.
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OV KpaTwvTas Ta TplavTdpulia /| ki am’ T xapd (€oTd Twy
dtAnudTwr ), the first part of which is repeated in preparation for the reversal
or the negation of the image: "yespdkia mov kpatdyras Ta TplavTdguAia /
xTvmoate Tis wopTes Twy GavdTwy". In the second stanza a similar pattern
occurs, but this time the negative element is already present in the first part of
the image and is merely stressed in the second:

uardikia Uov mov kdTL TO €edupdoare
kaL Supacuéva epelvate moTripla,
patdxia pov mov kdTi To edupdoate
KL eueivate kAewouéva mapadiola .

Thus, the interaction between affirmation and negation has already, in this
-second stanza, started to turn into a progression towards negation. In the third
stanza, the semantically negative element is strongly present in both parts of the
image:

w, mov ‘yate moAld va eLmelTe, oTéUATA,
KL 0 Abyos ods €bidAefe yia Tdgo,

w, mov ’yate moAAd va eLmeiTe, oToUaTa,
kal Tov kanus Sev elmate mov ypdpw .

The only syntactically and semantically positive structure of the stanza
appears in the last relative clause: "mov ypddw ™. This positive structure is
continued in the last stanza with the imperatives "toToprjore pov . From the
point of view of repetition, the poem begins with an interplay between
affirmation and negation, proceeds towards negation and finally reverses this
process and ends with affirmative structures.

From the point of view of metaphors, however, the process appears to be

different. That is, since all the semantically negative elements of the images
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denote or connote death, the apostrcphe of the last stanza,

udTtia, xepdkia, oToUATA, LOTOPTIOTE [LOV
TOV TOVO KdmoLas dpas, kdmoLov TOomov,
udtia, yepdiia, oréuara, LoTOPTIOTE OV
Tov [1évo Twv Tlpaudtwy kar Tov Avfpdmov

connects the result of the imperative with death. Thus, writing is both a
product of death and related to the process of death, since the "kanuds " and
the  "IIérvos " about which the speaker wishes to write point back to the
progression towards negation and death. The metaphors of the first three
stanzas suggest failed attempts (e.g. "kat Sipaouéva eueivate motripd"), and
a similar process is under way where the speaker’s connection with writing is
« concerned. That is, at the end of the third stanza the speaker is-the subject of
“+the verb "ypddw ", and "kanuds " is the object. In the fourth stanza, however,
the speaker’s position is reversed and he becomes the indirect object of
"toToprjoTe ", while the subjects of the verb are parts of bodies which have
already completed the progression towards death, and the direct object is

semantically similar to the "kanuds " of the previous structure. The
unsuccessful attempts of the parts of the human body to live find an echo in the
speaker’s attempt to subordinate writing to himself and to achieve expression;
and also in his final subordination to writing and, through its connotations, to
death.

The dissolution of the human body goes along with the undermining of the
denotative elements of speech. The first phrase, for example, can be
considered to be denotative, but its denotative value is undermined by the

metaphors that follow. In the genitive metaphor "71is mdpTes Twy GavdTwy
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the word "mdpTes " loses its denotative value and consequently so does the
-semantically active verb "yrvmjoate ". Thus, the unsuccessful attempts of
"udtia, xepdkia, oréuatd' to live are accorﬁpanied by the undermining of the
actions described, through metaphors and connotations. The combination of the
~dissolution of the human body with the undermining of denotations is a
determining factor in the writing to which the speaker aspires or which he
achieves at the end of the poem. That is, the synthesis to which he aspires -
the expression of pain - actually consists in fragments both of people and of the
discourse, wiich is dominaied by reality and reduced to an unsuccessful

attempt: "w, wov yate moAd va eimelTe, oTduaTe, / ki 0 Adyos ods
~e8idAefe yia Tddo".

This fragmentation constitutes a part of the Post-Symbolist symbolic system;
it exists on both the semantic and the structural level. On the semantic level, it
manifests itself as part of the Post-Symbolist view of reality and experience; the
Post-Symbolists single out certain fragments of reality or experience to present
in their poems. .The.y avoid the holistic views procmoted by poets such as
Palamas or Sikeliancs. Moreover, their subject-matter is often concerned with
‘either their alienation from reality or their affinities with some elements of it, i.e.
“with some elements of nature; the elements which they select, however, are
subject to decay or destruction, as for example in Filyras’s "Mmdpa Tov Mdn ".

This sense of a fragmented reality together with the sense of the
estrangement of poetry from reality are enacted on the structural level of the

poems. Most Post-Symbolist poems are both short and divided into stanzas.

Their images do not form part of a synthesis but either of a fragmented picture

224



or of negation, that is of a synthesis which negates itself. - Moreover, the
promotion of the connotative rather than the denotative value of words works
not towards the creation of symbols or sustained images but rather towards the
de-emphasizing of external reality; this de-emphasizing is connected with "the
revolt against exteriority, against rhetoric, against a materialistic tradition"
which, according to Arthur Symons characterizes the Symbolist movement in
poetry'’ and which in the case of the Greek Post-Symbolists can be seen partly
“as a revolt against forms of poetry which were prevalent in their time. The
Post-Symbolists are orientated towards the expression of both fragmentation
- and evanescence. This accounts for the undermining of denotations and for'the

lack of synthesis. As Joseph Chiari puts it, “"the woids, used like Tom Thumb’s

“xpebbles in his journey through the wood of memory or the past, will be arranged

“according to their capacity to suggest this very fleeting experience, and not as a

- firm receptacle of an already existing core; they will be essentially transient and

+ fleeting, and their symbolic value, I mean their referential value to logical

‘meaning, will be reduced to the minimum".*’

The promotion of connotations and the undermining of denotations is related
~ to the view of a fragmented and alien reality which prevails in Post?Symbolist
‘poetry. This view, which exists both on the semantic and on the structural level
of the poems, is related to the views, promoted and enacted by the Post-
Symbolists, about poetry itself.

Karyotakis’s "Yorepognuia " (p. 63), for example, iinplies this relationship.

'* Michael Levenson, A Genealogy of Modermsm A Study of English Literary Doctrine
1908-1922, Cambridge U.P. 1984, p. 109.

# Joseph Chiari, Symbolisme from Poe to Mallarmé , The Growth of a Myth, London,
Rockliff 1956, pp. 38-39.
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The beginning of the poem refers to death and the end to poetry. Death
assumes the position of the object of a verb whose subjects are elements of
nature: "To fdvaté pas ypeidleTar n duetpn yvpw ¢von/ kar Tov {nTow

Ta mopgupd oTduaTa Twy avddv ", "To Odvaté uas kapTepel To Aaumpo

dws Tou nAlov In the first stanza, the existential subject alternates
between the position cf object in a dynamic structure and subject in a negative
and static structure: "Av €olet mdhwv 7 dvolln, wdAL Oa pas agricel, | ki

"

doTepa ma pnTe okiés Sev eluefa okLdy In the second stanza, the
existential subject assumes the position of grammatical subject in positive
structures semantically related to death: "TéToia fa Sovue axdun uia Svon
GorauBik, |« voTepa gelyouucy aré Ta Bpdéia Tov AmplAlov , /| ora
oxoTewvd mmyalvevtas Bacileta  mépa ’kel". The only action the speaker
and his fellow-beings are allowed to perform amounts to moving in the direction
of death. Their deaths are required by Teality, which this time is connected with
the universe. In this way, the speaker presents the motif of a positive, limitless
universe, only to describe his alienation from it and his destruction by it.

The first two lines of the last stanza offer the possibility of escape from
death through poetry. While the existential subjects were either the objects of
dynamic structures or the subjects of verbs related to death, the "or{yor " of
the last stanza assume the position of subject of a verb contrasted with
"@deUyoyuer " and related to permanence: "Mdvo umopel va peilvovve katém

pas ot orlyol, | 8éxa upovdya oriyoL pas va peivovve This positive
structure is undermined by the simile in the last two lines of the stanza: "kafds

/| Ta meptoTépia moU okopmoUv oL vavayol oTnv TUYM,/ ki 6Tav ¢épouv TO

226




unvuua Sev elvar ma kaipds In the simile, the "oTiyo become
syntactical objects and are thus semantically connected with an action of the
speakers. Poetry, then, is the only other action, apart from death, permitted to
the speakers; it cannot, however, save them from death, but can only offer them
an "voTepognuia ", which is not depicted as the aim of poetry. Poetry, as is
implied by the structure in the last stanza, aspires at saving its creators, so the
verses that "umopel va pelvovve " actually imply the failure of poetry to
achieve its goal; therefore the "voTepognuia " is somewhat ironical, ahd poetry
is finally not oppesed to death but proves unable to cope with the forces that
impose death on the speakers.

A similar structure to "udvo pmopel va uelvowve kartém ues ov oriyo:"
“is used by Skarimbas at the end of "Mdro Svo oriyouvs " (p.11): "udro Svo

TgTiYous uov okAnpoUs va mw kar va yabd Here, however, the speaker

~-assumes a more active attitude towrds his verses, which are also defined as
"oxAnpol ", thus acquiring a materiality. Névertheless the context undermines
the positive attitude by contrasting to reality, which here consists mostly in
scenes of nature. These scenes are characterized by permanence:

Etor Aowmévt Ndvra wpala kar mdvra, 6a ‘°vai, odunws,
“ Ovelpo aéptvo oL dveuoL ki oL $ovoKoOaAagolés
or:

kL n Aetka Ga v’ mavTtoTewvd wpala, mdvTa kai mdvTa,
OTav — TPeAr] — UE Tis ¢uwrvés Twy dvepwy odupd.

This permanence is contrasted with the speaker’s mortality:

Mdévov eyd, udvov eyd, moté Sev ruovy mAolo,

uUnTe aéplvo dvelpo, unte moudl ge avbo,

noba orov kbouo ue mAaTy pétwmo, 0pdo kar A€o,
Uovo Svo oTiyous LoV OkAnpols va mw Kai va xadd .
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Apart from the contrast between mortality and permanence, the speaker also
seems to imply a permanent contrast between nature and his poetry; an
element of nature is the "dveipo adpwwo ", while his verses are "owxAnpol "
Poetry is therefore by implication both alien to nature and related to its
permanence, while at the same time it is capable of satirizing the concept of

permanence:

Ndvra kaL mdvra, var xpuvods — dvdiwvn wpaia yLpAdvra,
Ba’pxeT’ 0 KUKAOS TwV TOUALLY OTOU Ypovovu Ta @PTepd .

Therefore poetry for the Post-Symbolists is alienated both frem society and
from nature or the universe and related to death. This alienaticn and
relationship with death are enacted both in structures which show the poet’s
passive position and in connotations which create a chain of negations in the
poems. The various linguistic structures point to the inability of poetry to cope
with exterior reality.

Moreover, poetry can be depicted as incapable of coping with interior reality,
as for example in Karyotakis’s "Adoya patpa " (p.74):

Adoya patpa, Glacos tmmoSpouiov, mETOUVE

oL oKkéYels Tdpa, gevyovTas TN ULOTLYZ TOU ASYOU.

Kt eluar évas kAdovv tpaywkds, mov oi dvlpwmor Ba Sovve
va mailel, va cuvTpifeTal ue 1Y omAr; Tov aAdyou.

The most striking rhetorical device in this poem is its metaphors, which show
various aspects of the relationship of the poet to his poetry and to thoughts or
interior reality. "Adyos " is depicted as powerful but unable to express
thoughts, while at the same time the choice of the word "udoriya " instead of

"uaoriyto " allows for the connotation of poetry as a scourge. Thoughts
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manage to escape both the whip and the scourge; their escape is not, however,
complete, since their space is circumscribed: "tmmoSpduto ". Moreover, the
adjective "uatvpa " entails the connotation of melancholic thoughts, while the

explanatory phrase "6lagos tmmodpouiov " implies, apart from the captivity of
thoughts, their exploitation for the purposes of a spectacle. Not only the
resultant poetry but even the process leading to it is viewed as a spectacle
offered by the poet to his readers. This idea is developed in the two succeeding
lines, where the poet portrays himself as a tragic clown; The adjective

"Tpaywiés " probably refers both to the poet’s own experience of his struggle

- and to his death, as witnessed by others. The process of composition is thus

- depicted as a dangerous game leading to the poet’s destruction. This
- destruction forms part of the spectacle, but at the same time implies the failure
of poetry to express the poet’s interior reality, or else the failure of "Adyos ", in
both its meanings, to master the "dAoyo " element of a human being. Poetry
.exists on the borderline between the rational and verbal on the one hand and
the irrational and inexpressible on the other. Similarly, the poet exists on the
borderline between poetry and society, and is finally destroyed. Moreover,
poetic discourse can only aim at conveying fragments of the poet’s interior
reality, and often fails in this task as well.

This fragmented reality and accompanying fragmented poetic discourse may
account for the identification of poetry with dream, as for example in
Papanikolaou’s "Etoaywyri " (p.45). The first phrase of the stanza is elliptical:

"H OdAacoa amé Tov efdomn ki o ovpavds... while the next ones are

interrogative: "Embuuia yAauvkj, mds va oe (rjow; [Tlod’v’ 1o kapdfL va
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ue ¢éper miow [ exel mov €lv’ o peydlos wieavés ;" The speaker doubts
his ability to attain his desire, which is expressed through connotations: the
image of the sea and the ship suggest escape. The second stanza develops the

metaphor of the first and the desire becomes: "Embuula yAaukrj: xpdua,

"

kamvds The language continues to be elliptical and full of ambiguous

connotations; "kamvds " may on the one hand refer to the smoke of the ship
and on the other to the unattainability of the desire. This connotation is

continued in the foilowing lines: "®wryj mov Aelmer yia va tpayouSijow, |/

TpaycvdL. mov moTé S¢ fa  ypikriow /| kai mébos mov Sev eiv’
avfowmvds ". The desire can be attained neither in reality nor in poetry; in

reality because it consists in an escape from it and i poetry because poetry
does not possess the power to fulfil this desire.

The poet’s unsuccessful song is juxtaposed in the next lines to the songs of
the sailors: "Ou vavtes Tpayoubdve arTo kapdBL | TpayoUbia e ¢wvif

faracowrj . On the one hand songs exist which are integrated into reality and
into a voyage within reality, while on the other hand the speaker aspires to a
.song which is not integrated into reality and which helps him to escape from
reality. This song is finally identified with his desire: "Ay, dverpo y'/a/\dg'to Kat
Heydro, [ am’ To Tpayoudt pov Sev eloar Timor’ dAAd " This identification
constitutes a positive view of language and of desire on its own; however,
through the connections already made it constitutes a negative view. That is,
both the desire and the song remain excluded from reality and unattainable.

Connotations and metaphors are used in a way which resembles the

interplay between static and dynamic or positive and negative structures, that is,



to imply the ineffectiveness of poetic language either to depict reality or to
provide the poets with a way to escape from reality.  Although the language
retains its metrical and syntactical structures, from the point of view of its
effectiveness it is pushed to the limits. This is expressed on the semantic level
by means of various implications and statements concerning the inability of
language to play the role its users require of it, while on the syntactical level it is
enacted by the various syntactical structures pointing towards negation,

. absence or identification with the unattainable.

In this way, poetic language is deprived of its aims and serves to undermine
~or negate itself, while the poets are conscious of their captivity within it.
- Karyotakis’s [ZduBoAa ] (p.73) for example may be -read as an expressicn of

- the poet’s consciousness of his inability to achieve anything through language:

ZouBora epelvaue kawpdv mov amdvw pas Papaivowy,
dAvToL yplgoL mov Aoy povdya OTOV €QuTé TOUS,
TdgoL Tov TdyTa LE aVOLXTI) Xpovodoyla mpoouévouvy,
ypdupara mov Sev édTacav WOTE TTOV MPOOPLOLS TOUS.

This poem touches upoh various aspects of Post-Symbolist poetic language.
The first is the relationship of language and poets to reality. In the first line, the
existential subjects occupy the position of syntactical subject in a static
structure, while in the dynamic structure they are reduced to an adverbial
phrase. The objective genitive (katpdv ) which depends on the complement in
the main clause (o?duBoAa) becomes the subject in the relative clause and thus

the positions are reversed and the "katpol " acquire a syntactical as well as a
semantic "Bdpos ". Therefore there is an imbalance between poets and reality.

The poets and their poetry symbolize reality but at the same time reality is a
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burden to them and determines them; in this way the poets and their poetry
actually symbolize this burden and determination by reality. Therefore, although
Post-Symbolist poems are not characterized by the presence of symbols, they
themselves constitute symbols of reality. Thus, symbols, instead of constituting
.a linguistic presence in poems linking empirical reality with some other reality,
as is often the case with French Symbolist poetry, are a linguistic presence (the
poems themselves) characterized by self-negation and subordination to reality.
Moreover, although Post-Symbolist poetry frequently turns its back on the
‘historical and socio-political reality of the time, Karyotakis is actually saying
here that the nature of Post-Symbolist poetry is determined by this reality and
.constitutes an attitude towards it and an answer tc it, although the attitude is
passive and the answer indirect.

From this peoint of view, poems can be seen as "dAvrot ypigor ". The

L]

phrase "utlovv povdya orcv eavuté Tous " may point both to the readers’
attitude towards this poetry and to the poets’ attitude towards their poetry. That
is, it may imply the inability of the readers to understand the response of these
poets to the reality of their time. It may also imply that poetic language is
ultimately self-referential. By de-emphasizing external reality - which is part of
the Post-Symbolists’ response to reality - and by feeling at the same time unable
to create another reality in language, the Post-Symbolists create a self-
referential poetic system, which is an impasse.

This impasse accounts partly for the relationship of Post-Symbolist poetry to

death; a relationship mentioned in the third line of [2duBoAa ]. Since poetic

language consists of negations and absences, its relationship to death exists both
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on the semantic and on the structural level. Karyotakis once more plays on the

words "ypddw ' and "Tdgo ", only this time the verb "ypddw " seems to have

been glossed in the "ypigor " of the second line and the "ypduuara " of the
fourth. If this is the case, Karyotakis is presenting two aspects of the act of
-writing: the self-referential and the communicative. Both of them, however, are
~depicted as failures, since the riddles remain unsolved and the letters never
reach their destination.

The act of writing is doubly connected with death and the four metaphors of
~ the poem are interlinked. The first points to a static state ("euelvaue ")
combined with a crushing presence ("Bapaivovv "), the second and the third to
- negative presences - the one excluding communication ("ypi{got ") and the
other connected with death ("7dgor ") - while the fourth metaphor is
syntactically negative and thus refutes the only positive possibility
("ypdupata "). The verbs of the four lines have either subjects with
~ complements or objects or adjuncts, and thus fulfil their negative or self-

- referential function, except for the verb "mooouévovr ", which has no object.
Thus, the only action that has not yet been tried is death and this is the only
action the poem allows for, having demonstrated the impasse to which the other
actions referred to lead. The poem points to death not only semantically but
also syntactically, thus pointing to the impasse of the poetic language employed.
This impasse is stated again in "Acotodoéia " (p.139). The poem begins with
a series of suggestions for make-believe: "As vmobéoouue mws Sev éxouue

gTdoeL [ aTo paivpo adiéfobo, ornv dBvoco Tov vou", "As vmobéoouue mws

eluaote exetnépa, o€ ydpes dyvwotes Tns Avons, Tov Boppd ; follows
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these with a satire on various attitudes towards reality which do not

acknowledge the impasse (e.g. the lines which, as G.P. Savidis has suggested®',

probably refer to Kazantzakis’s "Salvatores Dei ": "lInyalvouue = onuaies
OTOV dVEUO XTumouv — [ Tipwes oTavpoddpol, LwTipes Tov ZwTripos "), and
. closes with another hypothetical suggestion concerning language itself: "Ags
vrrobégoulie mws Sev éyouue ¢rdoel | amé exard Spduous Ta dpia IS

owyris, | ki as Tpayoudrioouyue . The boundaries of silence have been
intertextually reached, that is, both Karyotakis’s poetry and that of the other
Pest-Symbolists is conscious semantically and syntactically of its progression
~ towards negation, absence and seif-negation. There is, then, no way out of this
impasse other than the one proposed in the nex:t lines of the stanza: 7o
ToayoldL va poidoer | vk TIpio odAmoua, féomaoua kpavyis ~ | Tous
myppolss Saluoves, ora éykata s yns, | kai, Ynmid, Tovs avfpdmous va
Staoxebdoet”. This satirical suggestion is self-referential, since the "wknT7jpt0
odAmigua " is incorporated in lines such as "ue Tov mTepvioTipos | To

mpborayua, | xitAddes droya kivovv or "fpbave Ta Sdon [ u’
avTokpaTopkTiy efdpTvon mpwivoy GpiduBov'. This "odAmaoua " is, however,
undermined by the repeated phrase "as vmo@éoouue ", that is by the
impossibility to utter such a song. This impossibility is emphasized by the
position of the singers: they dwell in or near "gra éykata s yns", since the
other people are "¢mAd ".

Exterior reality has thus rendered the triumphal song impossible, or at least

placed it outside time and space, while the poems composed by Karyotakis’s

# Karyotakis, p. 139.
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generation have reached "7a doia s otyris " through the consciousness
projected both on the semantic and on the structural level of their poetic
language that their poetry is subordinate to exterior reality, unable to achieve its

own aims and, through its self-referentiality, stretched to its limits.

Thus, the interaction between the syntactical and semantic structures in
Post-Symbolism creates a consistent symbolic system, chiefly characterized by
a progression towards negation and absence, as well as by self-referentiality. .
This can be seen in the attitude of the Post-Symbolists both towards external
reality and towards poetic language. ” .

__External reality is de-emphasized through the undermining of denotations
and the promotion of connotations as well as by its fragmented presence in the
poems. At the same time, this reality imposes itself on poetry and renders the
existential subject passive. Poetic language, then, is considered by the Post-
Syrﬁbolists to be incapable both of protecting them from reality and of creating a
viable reality of its own, or even of acting as a link between actual reality and
some other reality. These inabilities are enacted on the syntactical level by the
progression towards negative structures, by the absence of symbols or of a
poetic myth and by the undermining of the dynamic nature of structures
connected with the act of poetry. The fragmented presence of exterior reality is
related to a fragmented poetic discourse, which proceeds towards alienation
from reality and the universe; an affinity with elements of nature susceptible to

destruction; a connecticn with death; an identification with the unattainable and
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a self-undermining synthesis. This process is realized through conmnotations,
interrelated metaphors and similes and through parataxis of syntactically or

semantically negative structures.

Thus, the attitude of the Post-Symbolists towards language, as enacted by
their use of language in the interplay between its syntactical and semantic
structures, constitutes a response or an attitude towards external reality. This

response pushes Post-Symbolist poetic language "amé exaré Spduovs

towards self-negation.
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Chapter 5§

The Interaction between the Acoustic and Semantic and
between the Metrical and Semantic Structures of Post-

Symbolist Poetic Language

The examination of the interaction between the acoustic and semantic
and between the metrical and semantic structures of Post-Symbolist poetic
language will follow a similar method to the examination of the interaction
between the syntactical and semantic structures. That is, attention will be
focussed on those features of the acoustic and metrical structures that are
closely related to the subject-matter of the poems.

The acoustic and metrical structures of Post-Symbolist poetry will be
discussed in the same chapter because, although the metrical structure of
poetry organizes the semantic, the syntactical and the acoustic structures, on
the other hand it forms a part of the acoustic structure in the sense that it
plays an important role in the sound of the poems. Moreover, in Post-
Symbolist poetry both the acoustic and the metrical structures are connected
with aspirations to music, expressed in the subject-matter of some of the
poems and related in turn to more general issues of Post-Symbolist poetics,

as will be argued below.
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5. 1. - The Interaction between the Acoustic and Semantic

Structures of Post-Symbolist Poetic Language

The interaction between the acoustic and semantic structures of language
plays an important part in Symbolist and Post-Symbolist poetry, since this
poetry has often been defined as "musical”, that is, as placing an emphasis on
its acoustic structure. According to T.S. Eliot, "a musical poem is a poem
which has a musical pattern of sound and a musical pattern of the secondary
meanings of the words which compose it, and [...] these patterns are
indissoluble and one. And if you object that it is only the pure sound, apart
from the sense, to which the édjective musical can be rightly applied, I can
only reaffirm my previous assertion that the sound of the poem is as much an
abstraction from the poem as is the sense”.’

Musicality or "euphony", as MukaFfovsky terms it, can only be examined
in connection with meaning, since "individual speech sounds are semantically
indifferent in themselves". According to Mukafovsky, "the aesthetic effect of
speeci sounds has its source in the serial arrangement which attracts
attention to them, whereas semantic value adheres only additionally as a
consequence cf the contact between the euphonic speech sound pattern and
the content. Therefore euphony is not only polymorphous [...] but also

polysemous. [...] Speech sounds or their sequence [...] can also become an

"I.S. Eliot, On Poetry and Poets , London, Faber and Faber, 1979, p. 33.
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indirect semantic factor as mediators of semantic relations by putting words
similar in sound into semantic contact with one another”.?

On this argument, sound in poetry can interact with meaning in two ways:
on the one hand it can create or emphasize semantic relationships between
words, and on the other it can undermine the semantic value of words and
promote acoustic cross-references. These two types of relationship between
sound and meaning are perhaps implied in Mallarmé's statement that poetry
can reconstitute words: "Le vers qui de plusieurs vocables refait un mot
total, neuf, étranger a la langue et comme incantatoire achéve cet isolement
de la parole: niant, d'un trait souverain, le hasard demeure aux termes maigré

~l'artifice de leur retrempe alternée en le sens et la sonorité, et vous cause
“ cette surprise de n'avoir oui jamais tel fragment ordinaire d'élocution, en
" méme temps que la reminiscence de 1'objet nommé baigne dans une neuve
- atmosphére".’
Greek Post-Symbolist poetry, for reasons connected with other aspects of
"its poetics, which have been discussed in previous chapters, does not grant
such a primary position to music and incantation as Mallarmé does; acoustic
structure, however, plays an important part in the formation of the semantic
structure of their poetfy.

In this section, [ am going to examine the interaction between acoustic
and semantic structures in Post-Symbolist poetry through (a) some poems

where semantic relations between words are created or emphasized by the

2 Jén Mukafovsky, The Word and Verbal Art, pp. 21, 23.

* Stephane Mallarmé, Ocuvres Complétes, Paris, Gallimard 1945, p. 368.
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acoustic structure and (b) some poems where the semantic value of words is

undermined by the acoustic structure.

5.1.1. The Creation or Emphasizing of Semantic Relationships between

Words by means of the Acoustic Structure

The technique of establishing or emphasizing semantic connections
between words through their acoustic structure is a commeoen feature of Post-
Symboiist poetry and is largely responsible for its symbolic character. As I
have argued in Chapter 4, the relationship between the syntactical and
semantic structures of the poems precludes symbols of the kind at work in
French Symbolist poetry, and the symbolic character of Post-Symbolist
poems depends instead on the cross-references, which confer a connotative
value on recurring words. The semantic connections established between
unrelated words through their acoustic structure can only be examined in the
context of other such connections established by non-acoustic means in the
poems.

Taking for example Ouranis's "H ®pdykiooa " (Nooralyies, p. 22),
which starts with the word "fevnTepe’z/n " ("EevnTeuévn amnv fepri ™ yn
™s ATTikris ") and ends with the word "&wvos " ("Ki atpio o kpios
Tdgos Tns 0 oikoonuaouévos [ péoa orn yn m™s ATTkis ba ’ vai ki
exelvos f€vos ), we find that the word initially used to describe the princess
is employed at the end in the description of her tomb, and so the sense of

"FevnTerd " acquires an eternal aspect.
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The sense of "fevnTetd " is acoustically evoked in the poem by the
repeated group of sounds -ks- : fepr, fevkd, efdomns  (twice),
Taliidoiko, favln, efopia. It is also semantically evoked by various

phrases such as "kt oUT’ évas [okios va otabel v’ avamavrel n Yuxr

™ms ", "kaL n Eavlr mpiykimooa povdxr'.

The acoustic structure of the poexh creates threads along which the
semantic structure is built. These threads are the threads of immobility and
infertility. Immobility is connected with exile and contrasted with inner
turbulence. After "fevnrerd " and the sense of exile have been meniioned
("n dpdykiocoa n Avbévriooa, orov mlpyov Tov efdorn, | KoiTdel peufif
Ta fevikd yia v Yuxrp s péon ") it is stated that "dAa cTo Pws

The verbs describing the princess's actions are "cot7der ",

<@LV TOUY

Mudfer " and "papalveTar . The immobility becomes more acute when
~contrasted with inner turbulence ("kt ovT’ évas loxkios va orafel v’
‘avamavrel n Yuxn s ). The consequence of this antithesis is that the
princess remains "8lyws toTopla ", since she cannot be integrated into the
lands_cape. |

The theme of infertility is linked to the themes of oﬁter immobility / inner
turmoil and to the theme of exile: in the first line the soil of Attica is defined
as "&eprj ", the summer is "xauTepd ", the only vegetation is olive-trees and
the landscape otherwise consists of mountains and monuments ("OAa o7o0
dws akuwnTovy : €Aés, Pouvd, uvnuela!). There are neither shadows nor
clouds ("kt ovte va mdper v pall mepvder ovyvego éva "): the

absence of the latter possibly refers to the absence of rain which leads to
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infertility.
In this infertile landscape (rendered even mcre infertile by the fact that
the soul of the princess constantly moves and so does not take root), the

"

princess "uapaiverar [...] cav kplvos ues oTo Kkdua The phrase

"otkoonuacuéros Tdgos ("kt atplo o kplos Tdgos TNs O
olkoonuaouévos ") awakens the hope that the princess will eventually
acquire an "toropia ", but this hope is dashed in the last line, since the tomb

will be situated "uéoa om yn s ATTikns " where it has already been
demonstrated that the princess was unable to take root. Moreover, since the
‘tomb "fa ’ var ki exelvos Efvos ", the hope of "toTopic " is in any case
groundless. "loTopla ", which is the fate of the landscape, since the

"

landscape contains "urmueia ", is contrasted with the fate of the princess
through the rhyme "toropia " - "mkpia "

The repetition of the group of sounds -ks- throughout the poem links
words such as "fevnTeuévn ", "fepri ", "efopia ", thus creating connections
betWeen the themes of exile, immobility and infertility, and causing each of
these themes to refer to the others.

If "H ®pdyxiooa " constitutes an example of a simple acoustic structure,
consisting chiefly of one repeated sound, Ouranis's "lovAtavds "
(Nooralyiss, p. 23) may serve as an example of a contrast created on beth
the semantic and the acoustic level of the poem, or else of a contrast
between two semantic elements of the poem which is supported by the
acoustic structure. On the semantic level the poem speaks of a contrast

between the Hellenic and the Christian world or rather of the suppression of
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. "kdTov am’ 70 Pws  kardAeukn pavTdlel Tipa ws TdFos

the former by the latter. On the acoustic level there are (i) words linked to
"lovAtavds " and "eAAnriouds i AdAo [vepd ], eAAqt kés  [Sdgres ],
eltds [kKAdvor ], louvdtavé, O Avumo, oudaldsé [Tov eAAnuikol kdouov
v ] OAvumia, and (ii) words linked to "oTetpdmTa " and "oTaypds :
orelpa, xolmn, eyelpave Papid [ku ]| euapabikav [oL Sdpres ot
EAMnuikés 1, mavtépnuo [Tov OAyurmo ], Moipa .
"ZTelpa " [koltn ] also leads to: eoTaypdbnke, oTaupd, oTavpwuévn
- words prevailing in the last sentence ("Asv eoraupdbnke o Gebs 11
Nalapéb uovdyos, | lovAiavé, aAdd u’ auvtéy pali n mAatmid owkovuuérn/
orov EVAwo Tov INodyold oraypd eivar oTavpwuévn ) after the acoustic
sequence which implies the transformation from the one world to the other:
Thus the contrast between the two worlds and the suppression of the one
by the other is sustained in the acoustic structure of the poem.
Apart from supporting or underlining connections already created on the
. semantic level of the poems, as is the case in the two poems by Ouranis
referred to above, the acoustic structure can also create new semantic
connections, thus promoting the connotative value of words and adding new
dimensions to the meaning of the poem. For example in Polydouri's stanza
"OAa elvar wpala | dAa eivar aydmm ki aydmms wbos | Ta Eepuddd . /
Tdéoo elvar wpala kabis mebalvovv| Té00 wolpaia [ kar otwmmAd " ([OAa
elvar wpala) p. 209) the chief acoustic connection made is between "mé6os™
and "meBalvovv ". Apart from the sequence "mof "-"mef ", the two words

are placed at the end of the only lines in the stanza that do not rhyme. The
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other words that are acoustically linked are the words "wpala—uowpaia " and
"EeguAd-aiwtnAd ", which thus support the meaning of the stanza and

relate beauty to death and death to silence. The connection of "md6os " to
"meBalvour " relates two recurrent themes of Post-Symbolist poetry - death
and desire - to one another.

Similar connections of recurrent themes are produced in other Post-
Symbolist poems by recurrent rhymes. The most striking examples are the

thyming of " "71dgo with "yodoéw ", which occurs in Karyotakis,
Papanikolaou and Lapathiotis, and of "oriyor " with "1Uyn ", which is also
requent in Post-Symbolist poetry. Two examples of how these rhymes work
can be secn in Papanikolaou's "©dAacva Tov Beogpd " (p. 63) and
Karyotakis's "Byron” {p. 97). |

In "©dAaooga Tov Boppd " Papanikolacu begins by establishing an
acoustic connection between dream and the infinite; the words "7ov
ovelpov " and "Tov ameipov " rhyme in the first stanza; from then on the
speaker describes the sea and the land of his dream which has now been
geographicaily placed. In the penultimate stanza, the speaker deals with the

subject of oblivion:

Kai. ta Pouwvd, kat Ta Powwd mou, mlow am’ TiS KOpPEs Tous,

apyileL n xdpa mov yi’ autniy ypddel To mapauio
U’ 6Aa Ta BaociAdmovda kai TIS TPELYKITLOOES TOUS,
ue ta vepd T’ abdvarta, Ta Bavuata, 1™ Andn .

The alliteration of -8 in mapauivd, abdvara, Gavuara, Arjifn,  the
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loosening chiasmus® : apyilet, yupa, and the sequence : yapa , ypddet,
mapauvl., vepd suggest that the land described is a land that consists of
poetry and exists only within it. At the same time, the rhyme "mapauivf "-
"A1j6n " suggests that oblivion is impossible in real life and, consequently, that
memory (which is not mentioned) prevails. The subject of oblivion persists in
the last stanza, chiefly through the acoustic and semantic connection: Tdgot~
Eeypddovve—ypdgel :

Exel ma mv matpiba pov va Eavafed ™y mpdm,
exel mov ot mdyor opbdvovTal pvoTneLddels Tdgol,
KL OTovU, mapameTdouaTa LTPooTd OTn YyM, Ta OxkOTN
via mdvrta Ga feypdgovve 6,7t n kapdid pov ypdgel.

There is a dual connection between "7dgor " and "ypdder " : on the one
hand, the tombs form a part of the scenery which "é&eypddet " the speaker's
desires and memories, and thus form a part of the desired oblivion and are
antithetically related to the act of writing, while on the other, the act of
writing leads to its own self-negation, and is thus positively related to death
- and tombs.

Therefore the acoustic structure of these two stanzas establishes the
existence of the land depicted within the realm of poetry, while at the same

time, through the rhyme "7dgot "-"ypdger ", it leads to the denial of this
realm.
Karyotakis rthymes "oriyot " with "70yn " in the first stanza of "Byron":

"Enwoev é1t [ Tov rjoav ot otiyol [ dyapn TUxn/ kai patarétn " where

‘ The phenomenon in which certain sounds are repeated in reverse order (chiasmus) with
another sound between them (David J. Masson, "Vowel and Consonant Patterns in Poewry",
Essays on the Language of Literature , ed. Seymour Chatman, Samuel R. Levin, Boston,
Houghton Mifflin Company 1967, p. 4 ff).
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this thyme contrasts with the last stanza: "Kt o Mwdipor Eéper/ mds va To

3

rhymes with "[avdpdy ]

" "

(Tioer [ 1o Gelo Tpayodbt "Teayovbt
Aovdovét " of the penultimate stanza and thus acquires positive connotations.
Moreover song is something the poet "{et " and consequently a matter of

choice and action, while "or{yor " are a matter of "7dyn ", which in this
case suggests fate rather than luck. The rhyme "o7{yo. "-"1dyn " occupies
& key position in the poem and through its connotations and its contrast with
the thyme " mpayodS. "-"AovAoré:" raises a subject which evolves in parallel
to the main subject of the poemi. That is, the poem describes Byron's
decisien to stop dealing with poetry only and to participate in fighting, while
the subject raised by the acoustic structure of the poem is that of the
negative aspect of literate poetry and the positive aspect cf oral peetry, as
well as the question of whether poetry is a matter of fate or of choice.

The word "79yn " is used by Karyotakis in another sense in the last

stanza of "Yorepognuia " (p. 63):

Mdvo umopei va ueivowe kaTdm pas oL OTLYoL,
Séka povdya ctiyol pas va peivovve, kabus

TQ TEPLOTEQLA TTOV OKOPTOUY oL vavayol omny TUxm,
KL O0Tav @épovy TO unvvua Sev elval ma katpds .

?

As in Papanikociaou's "©dAacoa Tov Boppd ', here again the sequences:
Helvovve-urivuua, meEpLOTEPLA—FEPOUKALPDS, T KTTOPEL~TKOPTTOUY,
oTiyo~mepoTépia suggest that the message the poems are supposed to
carry has at least partly to do with the creation of a poetic world. In the first
two stanzas of the poem, in lines such as "7To 8dvaté pas xpeidlerar n

duetpn yipw ¢von " and "To 9dvaréd uas kapTepel TO Aaumpd Puws Tov
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nAlov " it is stated that poets and consequently the poetic world to which

they aspire have no place in the universe; therefore the message the poems

bear is doomed. "TUyn " in the sense of luck/chance is against the poets,
as was also the case with "7yn " in the sense of fate. Thus, through the
acoustic structure of the poem, the poet suggests an interpretation of the
"urnvyua " the cause of which otherwise remains undefined, and at the same
time emphasizes the alienation of poetry from the universe: while nature and
the sun need and await something, the effect of poetry depends on luck /
chance and i1s thus contrasted to the laws of the universe.

The theme of poetry as something out of harmony with the universe or
society is also present in the acoustic structure of Karyotakis's [E{uaore
“kdri... ] (p. 87), where although this discord is suggested metrically, from the
point of view of rhyme the sonnet follows the pattern ABBA-ABBA-CDC-
D[CID. The C rhyme is ~-isis ("atothjoets "-"¢vots ") and the only word
that produces a discord in the rhyming is the third word of the C rhyme:

"molnots " ("Mas Siudyvovve Ta mpdyuara, ki n moinois .t).-
Karyotakis, in general, plays more on the interaction between the metrical
and semantic structures than on the interaction between the acoustic and
semantic structures of his poems. This is probably connected with the
subject-matter of his poetry, which deals with the relationship between poetic
and external reality rather than with the structure of the poetic reality itself.
This is a theme of Post-Symbolist poetry in general; Karyotakis however

places more emphasis on it, especially in his second and third collections. By

playing on the metrical structure of his poems and deviating from metrical
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rules, he suggests the loss of a "centre" in poetry as Zissimos Lorentzatos’

has argued. This suggestion is in keeping with the discord between the poet
and society cr between poetry and the universe as well as with the loss with
which Karyotakis deals, especially in 2Zd7zpoes .

Similar questions are raised in the poetry of Skarimbas. Skarimbas
does not explicitly deal with the relationship between poetic and external
reality, but he depicts a fragmenied world and comments at the same time on
the structure of language and on its deceitfulness. In this way he expresses
his awareness of the poetic reality created by language. This fragmentation
‘-and this awareness are enacted in a fragmented and self-conscicus poetic
¢ discourse, which precludes a self-contained poetic reality. This may account
- for the lack of a predominant interaction between the acoustic and semantic
structures of his poetry and for the ironic functioning of this interaction in the
few cases where it does exist.

For example "To ¢ibdkt (p. 68) seems to satirize the kind of

philosophically orientated poetry and poetic diction which prevails in

1"t

Sikelianos or Kazantzakis; e.g. Skarimbas mentions "7o NipBavd and

nd

rhymes "pvgud " to "AptGuc The poem is based on acoustic connections
between words; these connections are intended to create irony on the
structural as well as the semantic level of the poem. Thus, the acoustic

structure constitutes a part of the play on words that prevails in the poem.

* Zissimos Lorentzatos, "To Xauévo Kévrpo ", I'ta rov Zegéon. Tiunriad
adiéouua ara Todrra ypdvia s 2Tpodifs, Athens 1961, pp. 86-146.
¢ Possible references to one of Kazantzakis's pen-names (Kdpoua NygBaur)) andtoa
characteristic thyme of Sikelianos, see, for example, Sikelianos, E, p. 93: "Agala ".
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For example the word "orpodr} " is used in both senses: turning and stanza
("va oTpégouuar eMeitrTikd omns UAns Tn oTpogri" and later on: "kat Ga
UE KaTepydleTaL oTnv acTpikti Tou kAlon [ o edLdATnS Twy OTPOPuiy
mdvTa oe véous puduols ;") and at the same time it is acoustically linked to

the adjective "orpugrds ", which constitutes the self-definition of the

speaker who is going to find an "dAo pvdud " : "Qoww L.. Oxt L Tis

"

Avyvles pov — Mdyos orpupviés — 0° avdfw Another acoustic
connection is the one betwee’n "Arign " ("k eluar Aofd - oxriua (aBs -
yioudros ¢ws kar Anfn ") and "Alfo " ("kar — Alfo ¢tAogodikt) ~ ba
Bow dAov pvfué "), while the connection between "pvfuds " and
"ApLOuds " is a part of the word-play on the verb "gvAlaufdyw " («"concei_ve
sof" -and "arrest") of the last stanza: "6a Bpw dAov pvdud, [ kar pic
oTLYUnY avimomTn UAn Oa o€ ovAAdBw [ em’ auToddpw : Zuvlnua,

znuelo 17 Aptué Apart from the semantic play on the verb

~"guAdauBdvew ", the form "ovAAdBw " is acoustically related ot the "¢aBé "
~and the "{afoAid " of the first stanza ("H {aBoAid kit n ocwwmj, 10 okébio
pov €BovArifn ). In this way, through the acoustic relationships between
semantically unrelated words (e.g. "Anfn "-"Alfos ") and through the
creation of semantic relationships between words as a result of their acoustic
connections (e.g. the speaker's statement that he is going to "ovAAdf[er ]
[y 0An ] / em’ avrogdpow " can be regarded as a "{aBoAud "), the
structure of the poem enacts the irony expressed in it.

In a similar way, Skarimbas's rhymes can often be considered to be ironic

comments on the convention of rhyming itself. Two extreme examples are
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the division of the word "8nAadr " in order to make it thyme with "mpogid "
("Kat' i paudéda pas Sni- [ adn o aépas Tov pmdm [...] oTo okoTddL
mpogiA ", p. 39) and the invention of the musical instrument "umpay—
mdges ", which rhymes with "ykdges " : "Kt ws Ta yvdptoa éAa pov
Yipw — umpau—rddes [ dAa kpdTayav, | Tpouu méTes kar Piéres | -
EAYTOYAHAEZ mov ue BAémay, | oo ykdges [ pov Aes " (p. 45);
Skarimbas's poetry, like that of Karyotakis, rarely foregrounds the

acoustic structure, and this phenomenon is related to the subject-matter.
That is, Karyotakis is often dealing with the relationship between peetic and
external reality, with the tack of ideals and with the inability of the poet to
create a viable poetic world, and Skarimbas is frequently commenting on the
structure of language and on the ways in which it is employed in poeiry.
Thus, Karyotakis foregrounds the interactioﬁ between metrical and semantic
structures, while Skarimbas foregrounds the interplay between metrical and
syntactical structures as well as the interplay between various functions of
language, such as narration, irony and self-commentary.

If Karyotakis and Skarimbas constitute one category of Post-Symbaolist
poets in this matter, the remainiﬁg Post-Symbolists can be divided into two

categories according to whether their poetry foregrounds music cr painting.
art

.

The major | of Post-Symbolist poetry aspires to music (i.e. references to
music, harmony and song prevail in the poems) and in fewer cases to
painting or the visual arts in general. These two aspirations are connected
with central concerns of Post-Symbolist poetics and are to some extent

antithetical. The acoustic structure of the poems is related to these concerns
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and therefore to the aspiration of the poems to music or painting.

The aspiration to painting or the visual arts prevails in the poetry of Tellos
Agras and in much of the poetry of Kesar Emmanouil. Mitsos Lygizos refers
to the "lwypadikd meplypaupa " of the poems of Agras and Kostas
Steryopoulos to their "mAaoTiko™Ta " :

O owuPoriouds elvar molnon agnenuévn, mov Staldet

TO OVYKEKPLULEVO avTikeluevo. Aev éxel mAaoTikétnTa:

€xel LoUvTLKOTNTA. A€y TPOTPEPEL TN OUYKEKPLULEYT

ewcéva, aldd Ty mpoékTaon mov malpvel uéca amé

my agnonuévn s evtomwon. O Aypas Géinoe

va Ta owdvdoel kat Ta Svo. H molnor Tov elvar :
ovykekpLuévn pall ki agnenuévn. TlAaoTiky) kat oxnuaTtik).
Oxt duws kar povoikr. [...] O Aypas e€ixe v alobnon .
Ty Sykwy, kat pdiiota uta alodnon miaoriky !

One aspect of Post-Symbolist poetics related to the acoustic structure and
to the two different aspirations of Post-Symbolist poetry is the underlining or
undermining of the denotative value of words, and this will be examined i;l
section 5. 1. 2. (acoustic structure undermining the semantic value of words).
~ Another aspect is the way in which the poet selects and approaches his
subject-matter, and this accounts for the absence or presence of a
predominant acoustic structure.

Agras's poetry takes most of its images from the natural world (in T«
Bowkodixd kat 7a Eyxcjuta ) and the urban environment - mostly urban
nature and household objects (in Kafnueotvés and Toiavrdguvlia piaviis
nuépas ). Agras's images are usually presented through detaiied description
on the one hand and through a connection with a transcendental reality or

abstractions on the other. As Agras himself puts it ( Kefnpueotvés ,

7 Steryopoulos, O Téldoss Aypas , pp. 78, 86.
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"Apovoia ", p. 131), poetry has to do with "uatid xar vénon", that is, with
both observation and abstractions. This visual and mental process may be
related to the static character of the world Agras depicts and, therefore,
contrasted to a poetic world where music prevails, that is, to the aspiration to
music and the predominance of the acoustic structure in the poems.
According to Warren Ramsey (see also 2. 2.), "music is the art of the thing in
flight, the essentially dynamic art contrasting radically with the pictorial, the
static".’

Agras refers more frequently to "oTiyos " than to " Tpayovdt " and more
frequently to "Cwypadid " or "axovapéila " than to music, which in tum is
sometimes perceived as a colour, e.g. "Tov kiTowov Ao va Siafaiver n
povoiky apuovia " (BouxoAwd p.98).° His static world is often transmitted

1"

through verbs that suggest immobility. For example in "KaAooivn

(Kabnueotvés, p. 44) the life of a neighbourhood is described through the

" " A\l

verbs "eyeddoav [dws o yetTomés 1", "édefar ", "édaugay ", "éSeifav
[ot pdyes ou yAauvkés | kat Tis mo kpudés Tous yapaxiésl".

The poetry of Agras deals with static reality dominated by visual images
and abstractions and is thus, both through its character and through its
references, related to painting rather than music. This accounts for the
absence of a predominant acoustic structure in his poems and is also

connected with the emphasis on the denotative value of words (to be

* Rarnsey, Jules Laforgue, p. 8.
® This correspondence between colour and music is one of the themes of French
Symbolism, see for exampie Rimbaud's "Voyelies" : "A noir, E blanc, I rouge, U vert, O
leu".
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examined below).
In this matter, Emmanouil's poetry functions in a similar way. As is also
generally the case with Agras, Emmanouil refers to his poerhs as

"mottiuaTa " rather than " TpayovSia . Moreover, the speaker in his poems
often assumes the position of an observer, and his observations are made
through the filter of literary or artistic references. Fér example the speaker
sees the image of himself and others like him, attracted both by life and by

1"

death, through an image from a play by Ibsen: "ETot, yAouol, Bpayvd.Tov

Ao kpdlouue | oav dAdot wpevikol TpiodBAtor OaBdAbol " ("H
veypaolBevikny edeyela", p. 35). Such references occur frequently - e.g. " 7o
Spdua oov povémpayto nTav, ovvTouo - | ki ekaTavénTo ws Sodua
mpayréio " ("Dandy's Pleen”, p. 36), "mnv duvAn, Bpabiaouévy cov &¢m,
mov éuotale | oav kdmola ‘TOU TCkpouaip uaxdBoia ewéva " (p. 49), and
their functioning suggests that they are not just similes but rather a way of
viéwing reality. Reality for Emmanouil undergoes a double transformation:
thé’ poet transforms into language a reality which has already been
transformed into language by others, and finally regards the whole of reality
as a reality within .language: "mpdowma yuvatkela, omapTd eioTe mouriuaTa

/ oTo avovoio, To WElS s (wiis BBAlo " ("TlepacTikés V', p. 33). Thus,
the reality Emmanouil depicts is more distanced from him than it is from
other Post-Symbolists: since the speakers in the poems view reality through
the filters of literature and art, they do not participate in it emotionally.
Therefore the correspondence poetry aspires to create between reality and

the mood of the speaker (or a collective mood) in other Post-Symbolist
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poems, is absent here.

~This absence is probably related to the absence of an aspiration to music
and to the non-foregrounding of the acoustic structure in Emmanouil’'s poems.
Since the reality depicted is viewed through the filters of an already existing
language, it is a static reality and therefore does not correspond to the art of
music.

Thus, the poetry of Emmanouil aspires more to painting or to a kind of a
static drama. (tableaux). References to music do occur in the poems, but
music is usually depicted as an element of drama. Apart from the references
- to drama (Spdua, npwas, aviala, featpivos, gxnroypapia ) the whole

tructure of many of his poems refers to drama, as there is a story, one or
‘more actors, a monologue or dialogue and scenery. The concept of drama is,
| however, undermined by the absence of two major elements of drama:
action and characters. In this way the poetry of Emmanouil focusses on

situations, on scenes and on a correspondence to a transcendental reality. In

"Eapwr cuvoutdia p’ évay monti " (p. 31) the speaker refers to an
"avérxgoaoTe Oaduz ", which poets experience without being able to

translate it into words, since their attempts at expression acquire the form of

"avoloio. oTi 0L This focussing precludes music and consequently also
an emphasis cn the acoustic structure of the poems, since music is
connected with fluidity, evanescence and a correspondence between
external reality and a mood.

In the preface to one of his last collections - H dwaoreia twv
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yiuaipay - ' Emmanouil defines poetry as "uta vréotamn avaywyrh otis

myés s povotkrs " (p. 81). Nevertheless, although this collection differs

radically from the previous ones, music does not actually play an important

role in it. References to music (e.g. "miSaxes moduvkédador ", "edpvbun
avdmavia ", p. 83) are far rarer than references to sculpture, é.g; "mAaocTiké
odua " (p. 83); "SudyAvgn albovoa pe Tous Aaumpols muAwvas T (p. 84);
"o yAumTds s duos " (p. 85); "oradakTiTes Aafevrol " (p. 88). Even
music is conceived visually, e.g. "edpvfun avdmavda n cwwm) pas dpyas
yoTOikriss " (p. 83), "Mia ka5pa émov THkETAL TUKVSS EVETLKOS Xpvods] uia
epdouia Ovijoker paywdia “. Therefore these poems are dominated by
static images. Music forms paft of the general immobility and is thus deprived
of its fluid character.

" The aspiration to sculpture is emphasized by the emphasis on hard,
unbreakable materials, often combined either with abstractions or with
ephéfneral objects, e.g. "éva ypaviTivov dpaua " (p. 87) or "ues oTov
daumpé, Tov cuumayri Tov kiimov s poSiva" (p. 88). Moreover there is
an emphasis on various "Alfous moAvripouvs " (p. 83), "efaioiouvs
papyapites" (p. 88).

The only kind of motion that is achieved in the poems is destruction.
Since the world depicted consists of sculpted and static objects, this motion
does not acquire the form of departure or dissolution, as in most Post-

Symbolist poems, but of destruction and disappearance. The static world is

** This collection is not within the scope of this thesis, as has been explained in the
Introduction . Here, however, it is referred to because the attitude towards music adopted in
this collection is closely related to and sheds light on the attitude adopted in the first collections.
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annihilated and this annihilation probably leads to the creation of another
static world; for example at the end of the poem XV (p.' 89) an angel breaks
a girl's soul into "Siadaveis Spocomayeis avrépas". In this way both the
structure and the annihilation of Emmanouil's poetic world preclude music,
since they preclude evanescence and fluidity.

Thus, the poetry of Agras and Emmanouil constitutes the category of
Post-Symbolist poetry which aspires to painting or the visual arts in general.
This aspiration contrasts with the aspiration to music because it is connected
with a static poetic reality, whereas music is ccnnected with a fluid one.
. Moreover, in addition to its preoccupation with the visual arts, the poetry of
these two poets deals with the correspondence between external reality and
& transcendental one, while the Post-Symbolist poetry which aspires te music
deals mostly with the correspondence between external reality and a mood
or an interior landscape. The aspiration to music coincides with the
predominant presence of an acoustic structure in the poems, whereas the
aspiration to the visual arts coincides with the opposite of this. Therefore the
very presence or absence of a predominant acoustic structure in Post-
Symbolist poetry interacts with its semantic structure in that the acoustic
structure is related to the fluid or static character of Post-Symbolist poetry,
its aspirations and the way in which external reality is viewed.

The remaining Post-Symbolists, that is Ouranis, Filyras, Lapathiotis,
Papanikolaou, Polydouri, belong to the category of poets whose poetry often
aspires to music. This aspiration is enacted in the structure of their poems.

X es of how the acoustic structure functions in its interaction wi
Some exampl f how th tic struct funct ts int t th
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the semantic structure have already been examined; here then I will look at
a few examples where the use of acoustic connections between words is
combined with references to music on the semantic level.

Most of these examples come from poems by Lapathiotis who seems to
emphasize music as an aspiration of poetry more frequently than any other
Post-Symbolist poet. In the first six stanzas of Lapathiotis's "Avmnuévo
Tpayouvdt " (p. 31) the speaker refers to his pain and to that of the sea and
compares his song of pain to the sea's. The speaker prcjects his pain onto
the sea on the semantic level of the poem and sings with the sea. In the
penultimate stanza this projection is enacted on the acoustic level: "Tlovoiv
kL ol BdAacoes, To fépouue [ uépa kal viyTa pas To Advel [ Qs Ta
peodvuyrta, mkpéAoya | oTevdlels, movTe ameAmiouéve..). - The "movos
of the previous stanza has, through the song of the speaker and the parallel
song of the sea, finally been projected onto the "mdvros " both semantically
and acoustically.

A similar interaction between the acoustic and semantic structures
occurs in "O1av Ppadidlet” (p. 133). The poem starts with a reference both
to its subject-matter ("Ta wepaouéva ") and to music: "OTav Bpadidlel,
péoa pouv, fvmvovy Ta tmepacuéva | fumvoly apyd, oa LOVOLKES VEKPES
amé kawpd ". In the first two stanzas, the speaker connects himself with
the past through the rhymes: "7a mepaouéva", for example, rhymes with "oe
péva " (the lost and dead "uovoikés" "épyovrar mdAL, uayikd ki avéimiéa,
oe péva ). This music is analyzed in the second stanza in its elements:

"mdébot, mapdmova mwaiid, vooTaiywés ¢wiés, [ Adya Babd ki aféyacTa
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Kt woTdéoo fexaouéva'. "Eeyacudéva " rhymes again to "oe péva " of the
last stanza; so these unforgettable and forgotten words "wfdvovrar " to the
speaker. After this connection between the speaker and the music of the
past, which is degd for everybody else, has been established, in the last

stanza the speaker is able to sing his song where the past is resurrected:

Mia Bpton, T6Te, paykd, pov Advetar favd,

KaL 10 Tpayoud. puduikd ota xelAn pov aveBalvel,
~ éva Tpayold. kabapd, kabds Ta SelAvd, _
mou. péca Tou AuTpdrovtal, xkat Lovv or mebauévol.

In this case, then, the pattern followed is paraliel to but the reverse of the
one followed in "Avmmuédro Tpayods: ". While there the semantic structure
leads to an accustic interplay, which enacts and subsumes the meaning of the
poem, here the acoustic interplay leads to the semantic culmination of the
poem, that is, to the creation of a song consisting of the elements that had
been acoustically connected with the speaker in-the previous stanzas.
Through the interaction between the acoustic and semantic structures, these
elements, which were passive, now become active, and music, together with
the past, is revived.

A parallel acoustic and semantic statement occurs in Polydouri's farewell
to rhythm and rhyme ([Xalpe, PvBué kar Piua 1, p. 274). The second
stanza of the poem acoustically enacts the reduction of the speaker's song to
one single sound. That is, the repeated alliteration of -} in the stanza
enacts the semantic structure of the stanza:

Zkomé, o’ agrvw. Hye, Tpayoibi
u’ oagnivere. Tn povdyn

Xopdn udtata kpolw OTN Alpa LLOU.
Nd ' xet pévo éva'yalpe ",
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vd ’ var povdyn Tov'yalpe " n xopdr
oy kapdid uov!

Another parallel progression on the semantic and acoustic levels occurs
in Lapathiotis's "T{ k1 av n polpa pds oregdvwoe " (p. 98). Apart from
the interplay between the dynamic and static structures, which has already
been examined in connection with the interaction between syntactical and
semantic structures, on the level of the acoustic structure the speaker
promotes the relation between the words "uoipa " and "uapalver ". Through
the interaction between the syntactical and semantic structures, the "polpa "
of the first stanza (the one connected with triumphs) 1is replaced by the
"uolpa PBdoxavn" which "Bapalver " the poets who write in a way similar to

~ Lapathiotis (see 4. 1.). This "uolpa " 1is related to both the semantic and

acoustic structures, since it consists of meaning and music ("yati ",
"BroAl ). This acoustically and semantically constructed fate conditions the
choices of the poets (e.g. rejection of the "amdAvra") and the impasse of
their poetry ("ua 6,7t va molue, kaL va kdvouue, mdve yauévoL pas ol
komor "), that is, it defines their poetry on the semantic level. At the same
time it defines their poetry on the acoustic level, since it rejects not only a

triumphant tone but a "kpavyri " as well ("Kar unre mv kpavyrj mov
Avvetal, | youdmn $Abya pes omy umdpa [...] va wdoouue UTOpoUuE
7dod'), and promotes an inter-referentiality of poetry, since the acoustic
connection prevailing in the poem is that between the "uoipa " of poetry and

its effect on the poets ("uapaiver ).
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Thus the accustic structure of poems which aspire to music often enacts
this aspiration . The interaction between the semantic and acoustic
structures defines the character of the music to which the poems aspire. |
Therefore, as is the case with both the subject-matter and the interaction
between the syntactical and semantic structures of Post-Symbolist poetry,
the interaction between the acoustic and semantic structures promotes or
underlines the inter-referentiality of Post-Symbolist poetic language.

Therefore -the absence or presence of a predominant acoustic structure in
the poems of the Post-Symbolists is related to some major aspects of their
subject-matter, such as the aspiration to visual arts or to music; the
. presentation of a static or dynamic and fluid world; the correspondence
between external reality and a transcendental reality or a mood. When a
predominant acoustic structure is present in a poem, its interaction with the
semantic structure of the poem can reinforce the semantic structure of the
poem, as in the examples examined here. This reinforcement can be
achieved in various ways. The acoustic structure of a poem can create
threads along which the semantic structure is built, it can support or
emphasize the meaning, it can create and define connections between
recurrent themes and it can enact the aspiration to music, while underlining

the inter-referentiality of the poems.
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5.1.2. The Undermining of Semantic Relationships between Words by

means of the Acoustic Structure

The second function of a predominant acoustic structure in a poem is
related to the first one both positively and negatively. That is, the acoustic
structure of a poem often serves to undermine those semantic relationships
that are based on the denotative meaning of words. In this way the acoustic
structure on the one hand undermines the semantic structure but on the other
emphasizes it by underlining the connotative meanings (or what Eliot calls
the "secondary meanings") of words.

The undermining of denotations and the creation of connotations through
the acoustic structure of a poem can be viewed as a phenomenon linked to
the other means employed by Post-Symbolist poetry to the same end. The
interaction between the syntactical and semantic structures of Post-
Symbolist poetry leads to the undermining of denotations as a way of de-
emphasizing external reality. Therefore the undermining of denotations and
the promotion of connotations constitutes a central feature of Post-Symbolist
poetics and is related to other aspects of this poetics, such as the relationship
between external and poetic reality, and the role of poetry.

The functioning of the acoustic structure as regards the denotative and
connotative values of words can be seen as a part of the Post-Symbolist
attempt to renew poetic language. Lapathiotis's "Amdyge mpdBaiev o
kdumos " (p. 219) can be viewed as a reference to the phenomenon of

connotations and to the way connotations function. The speaker presents a
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landscape, which evokes a mood:

Amlge mpdlalev ¢ kdumos,
mAnupvoLouéves amr’ 1o Gdumos
pras avollidtikns Ppadlds,
mov kalus €yelpe va @uUyet
pall Tov fommoe Ta piyn
kar TS OkNs Uov NS kapdLds.

The landscape vanishes surrendering its place to the feelings it has evcke
("Tov k7ime, mov €ofnoe ki e€ydbn, | Tov mAnuuvpicay &s Ta Bdfn, | Twv
mepacudvwy o Avyuol "), while the feelings, sensations and memories
acquire a material form for a little while and then vanish too:

Kt hpbav popdés ayamnuéves,
cay avauITioels AUTTUEVES
ELKOVWY, NyYwy i evwdlds |
Kt émetta ydbnkav xar mdAi
UES TTNV amépavTy aykdAn
™S avoléLdTikns Peabids...

Lapathiotis seems to be talking here about the correspondence between a
landscape and a mood, that is, of the connctations of a landscape. Such
connotations are frequentiy brought to the fore in Post-Symbolist poetry by
the emphasis on the connotative meaning of words.

In "Bapv tpayovdt Tov kdumov " (p. 23) Papanikolaou both speaks
about the correspondence between a landscape and a speaker ("K¢ amé v
Yuxm pov ,Bp[cr/fa)v | péoa ommy Qguxn tov kdumov kdmotoy [okto ") and
enacts it in the acoustic structure ("Kat Ta Sévtpa éyxovve Sécel ota kAadid
Tous [/ Ty kapbitd Tous ", "mdvTa avTdua UE TO kAdua Twy kapSiwy |
Ty kapudtsdy "), The acoustic structure creates a connection between

trees and hearts, thus undermining the denotative value of these words and
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promoting connotations that enact the correspondence, expressed on the
semantic level, between the landscape and the speaker's mood or state of
being.

A similar functioning of the acoustic structure occurs in Lapathiotis's
"Tpayotdt Twv kalokaipiddv " (p. 110). Here the speaker apostrophizes
various images of summer and connects some key-words acoustically, thus
furnishing them with additional connotations: "Kadokaipdxia aldBaoTpa,
povxesuara, | yAokes—mAnyés — | dvdot kpovvol, Spoodkia ues oTa

ovbauma, [ - ylukés mmyés This process:culminates in the third stanza
("EAdTe, €AdTe, mpdowa ypvodunia | s yacavyis | [ Ela, yAukd pov
Bodbv, dppnta pnAivo, | — kat unv apyels ! ") where the metaphor

“mpdawva ypvodunda Tns xapavyris " seems to depend on the acoustic
structure, that is, on the chiasmus : mpd owva—yapavyris—dppnTa and on the
loosening sequence: ypvodunia—yapavyris, while the description of the
evening as "unAwo " is again connected with the acoustic reference to
"ypvodunia . At the same time the adverb "dponTa " may speak on the
semantic level about what is enacted on the acoustic level of the poem. That
18, the speaker doubts his ability or the ability of poetic language in general to
describe the experience he wants to evoke and thus he prefers a connotative
to a denotative description. At the end of the poem, the speaker comments
once more on his diction ("Adyta—¢Tepd "), while at the same time these

"/\o’yLa—qSTgpd constitute a part of the experience referred to ("TId6ot
BovBol, mAavéuara, Avoiuata | Gavatepd, | — Aayyéuata, ofnoiuara, |/

Abyia—¢pTepd..."). In this way the speaker suggests both the evanescence
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and fluidity of the experience he attempts to evoke and the evanescence and
fluidity of a poem based on the acoustic structure and hence on connotations.
Apart from evanescence and fluidity this kind of poetic diction is also
characterized by a kind of freedom, as is suggested in Filyras's "E:§0AA0 "
(2), (p. 53), where the speaker decides to declare his love freely, while at the
same time this decision is phrased through acoustically rather than logically
related metaphers: "EAetfepo 1o wivnua — xvAur [ amépavro n aydmn
uov n gaudla’. | |
. Therefore the predominant presence of an acoustic structure in Post-
- Symbolist poetry “which aspires to music frequently undermines the
denotations of words. This sometimes coatrasts with the techniques
~.emploved by Post-Symbelist poetry which aspires to the visual arts, This
category of poetry, by combining "uarid kat vénon ", usually indicates the
connection between the external reality depicted and the thoughts it evckes,
while in the category of poetry which aspires to music, this conneciion is

usualiy achieved through acoustic or otherwise connotative interplay

between words.
For example an acoustic interplay between words predominates in the
first stanza of Lapathiotis's "Dolente” :

- Kar oro yAwud 10 SelAr mov mebaivel,
Aurrofuuder oTa pdda Ta koodAALva,
avacTevdlovy yipw ayvol GAluuévol,
TV TEbaudévwy Ta OveLpa Ta OTdALYA.

There is an alliteration of -8- in: webaiver, AurobBuudet, GAcupuévor,

mebauévaw, alliterations of -A- but longer sequences or chiasmus too, e.g. :

264




Ao QuuderomdAtva or: AL moBuuder—BALp uévor.  This acoustic interplay
between words connects what appear to be the two components of the
image. The first two lines depict a scene, while the last two constitute the
abstraction. The scene however is not just a depiction of a sunset but is

invaded by the "ayvol GAiupuévor ", which are somewhere between a visual

image ("ayrol ") and an abstraction (since the "aywrol{ " represent the
"dvewoa ). On the other hand, the first image invades the second by
colouring it ("yAwud ", "ayvol "), so there is no way of separating the two.
Moreover, although vision and abstraction overlap in the imagery of the
whole stanza, the verb of the main clause is a semantically acoustic one:
~:!'.duawaxa’(o‘wx ".. The subject of the verb ("drveipa ") undermines its
-“semantic valué, but at the same time the verb itself undermines the visual
‘image by pushing it in the direction of abstraction. Thus, the acoustic
structure of the stanza creates or supports the connotative associations
‘between words, and the two components of the image are interwoven, while
the denotative value of individual words is undermined. |

The description of autumn by Agras (Bowxodixd , p. 17) can serve as a

thematically similar example of a poem constructed in a different way:

H tnid mov axdua (dverar — katr oa yalel To SelAt —
pay atuoogalpa ¢wtepr,

oTa 0Adypvoa gTodileTar kai, gav katvoiplo AmplAn,
T0 Odvatd s kapTepel.

= To 8dvato oroyd{eare Tdya — or’ aliibeig— ¢vAra ;
yid akéua pia dvoifn orepvn

kar 8lveoTe evkoAdmaTa ommy mpdTn avatpryiia,

uia véa (ntdvras nbovr; |
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Agras's image can be divided into depiction of scenery (colour of the
willow-tree, falling of the leaves) and abstractions (the willow-tree awaits
death, the leaves think of death or of a last spring) because there are no
strong acoustic cr otherwise connotative relationships between the two
components of the image. Thus the relationship between the two
components of the irnage is chiefly logical {(uamd xar vdénom), whereas in
Lapathiotis's case it is organic, since it is inherent in the structure of his
poetic language. It can be argued that Agras, too, undermines the
referentiality of the image he depicts by introducing abstractions into it; he
retains, however, the denotative value of words, while Lapathiotis
undermines the referential value of the individual words by promoting their
acoustic and connotative values.

This difference between the two poetic techniques or sets of aspirations
-an be seen in Agras's lines "Aevka Tov Spduov, n avmAid omm PrAiwacd
you piyvet | patSpri v SYn Tov BavdTov" (Bowkodixd , p. 16) and in the
‘ollowing lines by Lapathiotis:

™
-

By’ n oniyun mov cav kpauvyr, via piay addiAnmmy avyn,
kdmota maid Acukd PTepd Eumvdrve kal xTUTAVE,

KL Omws Palid, xa: cav TpeAds, [LOTKOPBOAOUY KL Ol AEUOVIES,
Buuidovy Bdvato, yAwkd, o’ boous TEpvdy KkalL TAVE

(p. 97).
In Agras’s lines, the concrete image and the abstract vision are connected

tirough the verb; in this way the two elements related to the action of the
erb (n avmmAud, om ¢vAiwoid ) become elements of the "d¢m Tov
avdTov " and thus beleng both to external and to a transcendental reality.

‘his is achieved through a semantic and syntactical process, whereas in
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Lapathiotis's lines the relationships between the words are chiefly acoustic
(makid — yrTvmdve — addAnm — Aeuowviés ). While in Agras's lines the
relationship between external and transcendental reality is based on the
denotations of the words, in Lapathiotis's lines the denotations are
undermined (kdmota maiid Aeukd PTepd, cav TpeAés, pookoPorovyfabid,
utay aldipmpy avyri ).  This undermining is achieved mostly through the
acoustic structure. Thus, while in Agras's poem death is evoked in a
denotative way, in Lapathiotis's lines it is evoked, before being expliéitly
“mentioned, in a connotative way (aAdAnTn avyn, Aeuxd @Prepd, Kpavyr).
Therefore the predominance of the acoustic structure in Post-Symbolist
poetry can serve to undermine the denotative and promote the connotative
value of words. This phenomenon is related to the aspiration of poetry to
music and is one of the methods the Post-Symbolists employ in order to de-

emphasize external reality.

Both the undermining and the underlining of the semantic structure by the
acoustic structure of poetry constitute a central feature of Post-Symbolist
poetics not only because they are related to the attitude of the Post-
Symbolists towards external reality but also because they are related to their
attitude towards poetic language. The very absence or presence of a
predominant acoustic structure is connected with the semantic structure of
Post-Symbolist poetry and with the aspiration either to visual arts or to music.
These aspirations suggest two different approaches to poetic language within

Post-Symbolism with regard to the techniques employed to construct the

267




meaning of a poem. The majority of the Post-Symbolists emphasize the
interaction between the acoustic and semantic structures of their poetry and
thereby cast doubt on the ability of poetic language to depict external reality,
mood or feelings by signifying them objectively, that is, by relying on the
denotative power of words. By undermining denotations and promoting
connotations the Post-Symbolists present language no longer as "a medium
for thought or feeling" but as "a power of pure formation, in which words

take on value-as realities in their own right and not simply as signifiers in a

structure of meaning"."

5. 2. 'The Interaction between the Metrical and Semantic

Structures of the Post-Symbolist Poetic Language

The metrical structure of poetic language is connected with the other
three structures - the semantic, the syntactical and the acoustic - in a
relationship of organizing and organized factors. That is, the rhythm of a
poem, apart from cénstituting a feature of the poem in itself, also constitutes
the framework within which the semantic, syntactical and acoustic structures
are presented and interwoven. As G.S. Fraser notes, 'The difference
between verse and prose or speech [...] is not that verse has rhythm and
prose and speech have not, but that in verse a rhythmical unit, the line, is

superimposed upon the general grammatical unit of all discourse, the

" Bruns, p. 2.
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sentence”.'?

Thus, the metrical features shared by a group of poets can be regarded
as the elements that oréanize the features COmen to this grdup of poets on
the semantic, syntactical and acoustic levels of their poetry.

Here, I will look at some of the metrical features shared by the Post-
Symbolists, in order to describe the framework of the other three structures
of their poetic language and, more specifically, to explore the interaction
between the metrical and semantic structures of Post-Symbolist poetic
language. In order to do so, I wili look (a) at some basic characteristics of
the most recurrent metrical forms of their poems, that is at the general
framework of the metrical character of Post-Symbolist poetry and (b) at the
attitude the Post-Symbolists express or enact towards metre and rhythm,
rather than attempting a metrical analysis or metrical categorization of Post-
Symbolist poetry, since the Post-Symbolists use a variety of metrical forms,

while their choice of the metrical form of a poem is not obviously related to

the subject-matter of the poem'’.

5.2.1. Recurrent metrical characteristics

The Post-Symbolists mostly employ traditional metrical verse and "vers

libéré" (eAevbepwuévo oriyo ), although Papanikolaou and Ouranis

2 (.S, Fraser, Metre, Rhyme and Free Verse , London, Methuen 1970, pp. 1-2.

* For an example of a contemporary poet (Sikelianos) in whose poetry metrical form and
subject-mater are clearly related, see Sarah Ekdawi, "The Matter of Metre",
ModyBboxordudomedeknTris, vol. 2 (1990), pp. 203-212.
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occasionally use free verse. In using the term "vers 1ibéré" I am following
the definition provided by Clive Scott: "Vers libéré refers to that French verse
of the late nineteenth century which, while liberating itself from many cf the

classical rules of versification, still observes the principles of isosyllabism and

TaY:

regularly patterned rhyme The term "vers libéré" was used by Greek

.. . - « s 1 s . . .
critics either in the original, as by Agras'’, or in various translations, such as
"eAevbeptdl{wy otlyos "'° | "moAvrpomos "', and "eAevbepwuévos

otiyos "'*. For the purposes of this thesis, in applying the term "vers libéré"

or "eAcvlepwuévos atiycs " to some of the Posi-Symbolist poems, I refer to

:+ poems which preserve their rhythmical units'’ and play upen the metrical

units constituting the rhythmical unit; in using the term "free verse"”, I refer {o
poems which abolish their rhythmical units and either preserve or abolish
their metrical units. Again for the purposes of this thesis, I employ the term
"rhythmical unit” to mean the number of syllables constituting the line or
stanza repeated regularly throughout the poem, and the term "metrical unit”
to mean the accentual paitern (e.g. iamb) repeated throughout the line.

A second common characteristic of Post-Symbolist poetry is the short
poem. This formal feature is related to the subject-matter of the poetry and

tc Post-Symbclist concepts of the role of poetry. As I have argued, Post-

* Clive Scott, Vers Libre. The Emergence of Free Verse in France 1886-1914 , Oxford,
Clarendon Press 1990, p. 74.

's Agras, Koerivd B, p. 217.

' Tkid., p. 252.

‘7 e.g. Palamas, 13, p. 23 [1926].

' e.g. Cavafy, quoted in Athanassios Politis, O Eddpmauds xat 7 Newréoa
Alyvrros , vol. 2, Alexandria-Athens, Grammata 1930, p. 455.

'* see Fraser, quoted above.
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Symbolist poetry often casts doubt on the ability of poetic language to
express either feelings or a relationship between external reality and a mood.
Poetic language is often regarded as artifice and this artifice does not allow
poetic language to fulfil a part of its role, i.e. to express feelings.
Consequently, the Post-Symbolists express the need for the self-negation of
poetic language. Moreover the Post-Symbolists frequently stress the
impermanence of their poems. The ephemeral nature of their poetry to
which the Post-Symbolists refer in terms of time, 1s enacted on the page in
terms of space (i.e. choice of short poems). . |
The choice of the form of short poems may also indicate a reaction to
+Valaoritis's, Palamas's and Sikelianos's -ambitious poetic compositions which
-+imply an underlying confidence in poetic language. In electing to employ the
.short poem, the Post-Symbolists do not present an original form of péetry,
~since the short poem had already been used by previous generations
- including the Generation of the 1880s and Palamas himself. In the case of
the Post-Symbolists, however, the use of this form is allied to some central
concems of their poetics, such as the inability of language to create a viable
poetic reality and its inefficacy to express feelings or a relatibnship between
external reality and a mood. The use of this form is also connected with the
predominant features of the syntactical structure of Post-Symbolist poetic
language (explored in Chapter 4), that is, with the predominance of
structures indicating negations and absences. Therefore, the short poem
form can be regarded as an organic part of the Post-Symbolist poetic system.

The same applies to the third feature the Post-Symbolists share
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concemning the metrical form of their poetry. This is the division of their
poems into stanzas. Apart from being a metrical convention frequently
employed by previous generations of poets, in the case of the Post-
Symbolists the division into stanzas may again be related to the subject-
matter of their poetry. Contrary to the idea of unity expressed in the poetry
of Palamas and Sikelianos, the Post-Symbolists promote a fragmented view
of reality.

Here, once more, the Post-Symbolists follow a traditional metrical
convention, which in their case becomes related to a concern of their poetics,
that is to the fragmented character of the feality they depict. This
fragmentation is in turmn connected with other concerns of their poetics, such
as. the insubstantial character of external reality and the inefficacy of
language. Thus, the division of the pbems into stanzas, along with the
selection of the form of the short poem, is bound up with major aspects of the
Post-Symbolist poetic system and can therefore be considered to form part of
this poetic system.

_At the same time, the fact that the Post-Symbolists observe these
metrical conventions also forms part of their poetic system in that it indicates
a certain attitude towards metrical conventions and poetic language in
general. The same applies to the other common metrical feature of their
poetry: the use of traditional metrical verse and of vers libéré. Despite the
reaction against the poetic system of Palamas's generation, the Post-
Symbelists do not altogether escape from the poetic discourse of that

generation. They rather seem to explore the limitations and state the
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impasses of this poetic discourse from within its framework.
The implication of these three features of the most recurrent Post-
Symbolist metrical forms will be now explored through some Post-Symbolist

poems.

5.2.2. The attitude of the Post-Symbolists towards metre and rhythm ~

The attitude the Post-Symbolists display or imply towards metre and
rhythm can be examined through some of the ways in which they employ
metre and rhythm along with some references they make to metre and
rhythm.

A context for these references and the Post-Symbolist attitude to- these
~-issues in general can be provided by the references of ‘previous or
contemporary poets to metre and rhythm. The two poets who make
abundant references to these two elements are Palamas and Sikelianos,
whereas in Cavafy and the Symbolists these references are very rare. Here
then I shall concentrate chiefly on the character of Palamas's and
Sikelianos's references to metre and rhythm, in order' to provide the context
in which the Post-Symbolist attitude to metre and rhythm was expressed and
enacted.

Palamas frequently expresses his awareness of the importance of metre
and rhythm for his poetry, as for example in the titles of his collections,
laupor wat Avdmatoroc (1897), Ta Sexarerpdoriya  (1919), O«

Hevracvldafor (1925), O riklos Twy Terpdoryywr (1929). He is also
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aware of a relationship between metrical form and context; for example,

referring to the verse he uses in "O AwSexdAoyos Tov I'igTov ", he defines

it as a "oTiyos €AevTepa xuuévos but "kavowmouévos |[...] dveta

caievovTas kal kauld pood drayrta, pa xwpls moTé va elvat oTiyos

dueTtpos xat avapytxos " and explains that the nature of this verse goes

along with "1a gvowcd Tov ripwd pov".

One function of rhythm is to express feelings or dreams cr even to create
them by being a means through which the poet thinks ("o moinTiis KaAd-

kaAd 8¢ okémTeTar mapd UE TN YADOOQ KaL U€ TOV 7)o, e To OTLYo Kkat

12l ).

us m plua In Aodlevrn Zwri thythm becomes the speaker of a

poem, refers to himself as if to a king and expresses his liberation from
rhyme and his connection with dreams or feelings:

Eyd o PuBuds o vepdibos o Pacidids v dénoa

OTOV KpuoTalAévio TUpyo TNS TNV ToAVQyammUEéVn [Lov,

1 Plpa ™ Pacidicoa v epwTokpaTipiooa

mov mdyTa OkAdBo opéyeTat va ue kpatdel ora moédta Tns I..]
va oaiTépw eAevTeEpa kaL va oklapuow aléracTa

KL €yl Ta Mddia Tov Svelpov kar Tov Kanuol Tis mépdikes. ™

Thus, for Palamas rhythm is both a means of expression and a means

through which the poet shapes his ideas. This functioning of rhythm leads to

11

its connection with "Adyos ", which for Palamas possesses a prophetic and

sacred character. This connection is stated in the prologue of "H ®Aoyépa

Tou Baoiiid

TAnouéves Shes ol duTiés o mAdoTpes pes orn Xdpa

*Palamas, 3, pp. 300-301.
# Palamas, 1, pp. 326-27.
* Palamas, 3, p. 156.
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(.. mdve
Ta marAnkdpia, ou AetToupyol, kat Tov puduol oL TeEXVLTES,
Tov Adyov kar ou mpogriTes . ¥

Thus, rhythm acquires some of the connotations that Ao’yos‘ has for
Palamas; it becomes for example a part of the "Tpayovbt Twv nedwy " and
of its nationalistic aspirations. kIt‘ also becomes a part of the "Aﬁrpwo#; that
Adyos is supposed to bring about through its prophétic chérécter:

Q | moTe Ba mpofBdiets, vée TlownTi),

Tov Tpayoudioy Meooia ;

MMAdoTpa oov n Adpa moéTe 6’ axovoTel ;
Abye Pulué, capxdoov, Avtpwim,

vd n Moltela ! *

Therefore on the one hand rhythm is a dominating element of peetic
‘thought and of verse and is thereby related to ideas; for example in Aeziol

Kkat 2idnpol 2tlyor the speaker addresses tﬁe "2Tixo ", referring both to
‘ideas - "ZTa HAdora yopyodidBaive Twy (Seddv Twyv dvdwy, [ Tou véou
“ katpou Tpayovdtorr) " - and to rhythm: "Xaipe, Bouképalde, mov S¢ oe
”cS‘éVéL xahwdot, | pévo 1o Baociréa Pulud Séyeoar kaBardon "> On the
other hand, through its connection with ideas, rhythm becomes related to the
prophetic and nationalistic connotations which Adyos has for Palamas.
Through both of these connections poetic thythm becomes explicitly
related to the "uérpo " and the rhythm goveming the universe. In "Hpwik)

TptAoyia " the speaker relates "uérpo " to Greece:

MdAe cgav mpdta, ar’ Ta Pabid Tov auéTpnTov gov TpayoudLol

* Palamas, 5, p. 11.
* Palamas, 5, p. 289.

* Palamas, 9, p. 160 ff.
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kdue n EAAdSa va wpwbel

o Avatodnj kar Avon, .

mov elvar Tov UETPOU n LOUOLKY) kat TS vyelas n Bovon,

n EMdSa- yauoyéla s, ayélaote, ki eov 1*°
Apart from the nationalistic implications of these lines, the speaker here
makes the connection between the metre of a song (which is for the time
being "auéTonTo ") and a "uértoo " which governs life. Song or poetry is
thereby organically related to the rhythm of life or of the universe and is a
- way of expressing this universal rhythm in human language. This is also
stated in the prologue of Aewdol war ZxAnool 2Z7iyor , where Palamas
speaks about the "Aatpela Tov ZTiyov mov €lvai o avfedmrvos Aoyos
‘ev TdleL kaL ueyéleL' kai Tov €lvai, OTO ULKPOTKOTILKG TOU puduLid
meprdnua, To ovufolo. Tou pubuov mou kuBepyd To Siumav "’

These three clemerits - ideas, messianism or nationalism, and the rhythm
of the universe - seem to define the character and connotations of poetic
rhythm and metre in the poetry of Palamas. The poet expresses the rhythm
of the universe in his 'poem by using a rhythm which is related to the poet's
ideas or is a way for the poet to shape his ideas. Thus, rhythm becomes a
part of the prophetic, naticnalistic and all-embracing Adyos, thereby serving
as a means for the integration of messianism and nationalism but also of the
ideas of power and the leading role of pbetry itself in the universe.

Similar connections are made in the poetry of Sikelianos. Sikelianos

refers to the rhythm or the tune of the universe (e.g. "Opbie Zkomé Tns

* Palamas, 3, p. 154.

7 Palamas, 9, p. 9.
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dvons "**) and at the same time attaches great importance to the rhythm or
metre of 'poetry. Rhythm is usually written with capital P- , it is
"axatdAvtos "¥ and here too is related to Adyos: in "Atotlua ", for

example, the speaker names his soul "mavrodivaun mvorj Tov Adyov " and
defines it as "oAdayvn [ Avtpwuévn oto Pufud [ Tov pvoTikov ’7T€V"I'GG/\77777’
Yuxri ".>° Adyos is divine and donated by God:

6Tav Edgvov uddwkes ToV KUkvov Tou unepﬁopaov Ta ¢Tepd
va kpatnbd ammy dBuvocod oov
- O¢€ |

Q Adye,
KUKVE aoTpadTepé pecoupavis oTo yaiavs ® .

1t is also closely related to Greece: "Q EMd8a, / 18és | o Aé;,vos‘ Lov

| n32

aymibofordel ayvdvria Tov | cav appaBdvas véos orov HAw | and

blossoms around Greece which in "O Opkos Twv kowoTriTwy orn Mdrva
EMdéa " is compared to a pillar around which the speaker wishes
‘V.‘J‘;"audpawa v’ avficer | o Mibos Abyos ki o Xpnouds Oecouds .
Rhythm is in itself divine; for example in "H Zwelbnon s Twvalkas " the
phrase "kat ues oris PAéBes amolvéTar akpdTos o Pufuds.” folloWs the
appearance of Dionysus’™. It is moreover an all-encompassing entity ("AA\7

pia gopd n Yuxri pov avamavovrav oro Pudué | cav 1) vegéAn " or

» Sikelianos, I, p. 11.
* Tbid., p. 158.
* Ibid., p. 159.
* Ibid., p. 64.
2 Ibid, p. 54.
® Sikelianos, B, p. 57.
 Sikelianos, I', p. 131.
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"apuevidw pes orov dvapyo  Pufudé "7). Rhythm therefore participates
in the unity which Sikelianos is attempting to express. This participation is
dual, since rhythm contributes both to the creation of this unity, by providing
order for the universe, and to the expression of this unity and harmony.

In his preface to Ayocds Blos (1938) Sikelianos sums up and formulates

these connections made in his poetry and this aspiration to unity as follows:

[0 yvijoros TlownTris ] povdya avrds, xdpn o’ auvry 1 Baoikn
amé YeveTns ToU 7'0770495’777077 Tdvw oTov [(Sto 7o oguyud

™ms An/uovpytas‘, /1770ch va tSel 07/7/(51/7;0[/(42 i <15w7;, TNy
lIfz/,m mw lorgpla, v’ aval; 77'0w va /prwﬁowf o’ éva
QUOTTVO0 Kal ouoguwro PUguc, ki €xeL yia TOUTO kaL TO XPEOS
xar ™ Stvaun v’ avakaiel kdBe gopd THY TPLEALKT)Y QUTTIV
vTéoTaocn Tov kéauov, amé Tny dcffcmm ouyxvry SLdomaor TS,
oTHY evoTnTA TOV TPLTOU Kai adtalpeTov Biroloyiior
427/1100,0}/(/(00 maiuov .

" tr

In the same text he defines "Auvptouds ws GeuéAio vrapflaxd, wod

owalobnua evés koouwd Sputoyoyikot Pvuov ">°

Thus, although for Sikelianos rhythm seems to possess a mystical and
divine character while for Palamas it is more frequently a matter of poetic
craftsmanship, they both connect it with the ambition of their poetry to
express or create a sense of unity and of correspondence between their
poetic discourse and the universe. By creating this correspondence they
display confidence in their poetic language and they promote the idea that
poetry can play a leading role in society which is often related to messianism
or nationalism. Rhythm (either that of traditional or that of free verse) is

therefore organicaily integrated into the poetics of Palamas and Sikelianos,

* [bid., pp. 157-58.
% Sikelianos, A, p. 74.
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and references to rhythm by other poets might easily carry with them the
connotations created by Palamas and Sikelianos.

Equally the absence of references to metre and rhythm may signify a
tacit deviation from the context created by Palamas and Sikelianos. It may
also indicate an altogether different system of poetics. This appears to be the
case with Cavafy, whose poetry lacks references to the metre Aand rhythm

either of his poems or of the universe. An exception to this, in "Budavmivds

doxwy, €fépioTos, oTiyovpydy "7 is indicative of a completely different
attitude towards metre and rhythm from that expressed by Palamas and
Sikelianos: "kat Sewvds andv, | ovdbhws dTomov eivar va Siaokeddiw |
efdoTiya ki okTdoTiLya moLdy =/ va SlaokeSdlw ue uvboroyruara /[...]/
xkar. va owbéTtw tdufouvs opBordTous ". For the speaker of this poem, the
composition of perfect iambs is a way of passing the time and amusing
himself rather than an attempt to express the rhythms of the universe.
Although the poetry of the Symbolists (Gryparis, Porfyras and
Hatzopoulos) frequently refers to music (especially the poetry of Porfyras)
and aspires to it (especially the poetry of Porfyras and Hatzopoulos), it does

not contain references to rhythm or metre. A reference made by Gryparis to

" 138

"okomds " in "EoTidSes may imply a response to the use of matters

relevant to "oxomds " by Palamas and Sikelianos:

Tdya To 8dua ki éywe, - mes Lov va GTO Tw,
yviun dpovAn, yvdun déikn uias voTns

oav 1 Suatd pas, moofnoev étol ywpls okomd
Kkt axdua (el kat (éveTar — ue 10 OKOomé TS |

7 Cavafy, B, p. 21.
 Gryparis, Zxapafalor xar Tepparxdres, p. 107.
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Here Gryparis is probably playing on the two meanings of the word
"okomds” : tune and purpose, and may be implicitly referring to a
discordance between the socio-political and ideological situation of the time
(the poem began to be written in 1908 and was published in 1910) and the
triumphal tone which was predominant in the poetry of that time. Gryparis
seems to be questioning the suitability of certain tones in poetry in that
particular time. Rhythm forms a part of the triumphal tone, not in its
performance, that is, in the existing rhythmical forms of poeiry, but in its
context.

Therefore the confidence displayed by Palamas and Sikelianos in the
ability of poetic language to tr‘anslate the rhythms of the universe and to be
governed by them, and their assumption at the same time of a leading role in
human society, is undermined in the poetry of Cavafy and the Symbolists.

The attitude of the Post-Symbolists towards metre and rhythm develops
along the same lines, and.in some cases becomes explicitly differentiated
from the attitude of Palamas and Sikelianos. The Post-Symbolists can be
divided into two categories in respect of their attitude towards metre and
riythm: (i) the traditionalists and (ii) the innovators. The boundaries between
these two categories are not clear-cut, since some of the poems of the
"traditionalists" are characterized by a breaking of the metre, while
conversely many of the poems of the "innovators" are written in traditional
metrical verse. Nevertheless, if we employ the most consistent and striking
metrical feature of their poetry as a criterion for the division, Filyras,
Lapathiotis, Papanikolacu, Polydouri and Skarimbas can be classified under
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~ the first heading, and Ouranis, Agras, Emmanouil and Karyotakis under the
second. Here I will examine significant metrical characteristics of each
category, together with some references by the poets in each category to

metre and rhythm.
5.2.2.1. The Traditionalists

Within the category of the traditionalists differences in attitude towards
metre and rhythm can be observed. The coriurion characteristic, however, is
that in most of their poems these poets use traditional metrical verse. The
differences lie more in &eir references to rhythm. | |

The poet who refers most to rhythm 1s Filyfas. His references to :it' ate in
J:One respect similar to those of Pélamas and Sikelianos. That is, although he
avoids making a connection between rhythm and Adyos and thereby avoids
the prophetic or nationalistic connotations these words frequently have for
i’alama‘s and Sikelianos, he sometimes refers to the rhythm of the universe
which, according to him, is related to the rhythm of poetry. This relationship
is stated in "®wToAdTPNs " (p. 17) : "Q Pws... g oéva 77' ﬁpooeuxﬁ’ KL 7
éénon k. n Aatpela, | mov véo puludv auﬁd(o,uat oT’ 0AbAaumpd oov
8dua . Rhythm is a dominating and divine element in the universe:

Apueviouévor ora Babd ki amdvov To ¢eyydpt...

Kvia Ta «duata, Pudué, vikdvras Tov ayépa,

kair cav apud caldya Ta o1 VUYTa TOoU AAwvdpn,

Booké, w ambkooue Pooké, mov Sev kpatds @Aoyépa
("Puvfuds ", p. 11).

On the other hand, although rhythm is "felos " ("Ayépwyn ", p. 28),
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nature and its serene and sacred character can also be "qopvQuiora " :

Ki avridadotve ta kovdovvia
applBuLora, apyd, Lepd,

TWY KoOTadLLwy UES OTT) YaAnvn,
oV amiulnke kaL oTa vepd

™s Bdiacoas mou ayvdvTia OTEKEL
akiuaTn péoa oTo Pws
Tou Evdokdmov To mEAékL
uovdya okAdBwoe o Pududs...
("Amé ™ Paywéla s Eonuids', p. 6).

In this case human enslavement to rhythm is out of harmony with the non-
thythmical character of the rest of nature; this is stressed by the fact that in
this poem human activity is destructive. This phenomenon is parallel to the
- one enacted in "ZmpaTds " (p. 9) but inverted. There, the metre is broken at
the point where it refers to a destructive force. The eleven-syllable lines of
the poem are iambic (e.g. "TloSoBoAr amé pakpitd ypoikiérar | ki ot
odAmiyyes Aadovve orTov aépa ') until the line where the reference to the
army is made: "O o7pards..o orpards..amooyiétar..”. This breaking of
- the metre is accentuated by the enjambments, which follow the reference to
the army, while the previous lines of the poem are end-stopped. "O
oTPATOS...0 OTPATOS...ATmoAOYLETaL | kdbe ¢wvri kat kdfe uta untépa /
TPéuEL, SakpUlel, auTidleTal kaL oTékel | oa va Tpoouével KdmoLo
aocTpomeAékt | " In "ZTpatds ", then, the appearance of a destructive and
horrifying human element in the poem breaks the metre of the poem, while in
"Amé ™ Paywbia s Epnuids", referred to above, the human element is

out of harmony with nature because nature is "appiguitorn ". Thus,
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"ZTpatos " indicates both that destructive human intervention can destroy

the rhythm of the world and that such subjects cannot enter the rhythm of

poetry (this latter indication contrasts with Palamas's hymns to the army”

40

and Sikelianos's Emlmxor A and probably their general nationalistic

ideas).

If "Z1patds " questions’the suitability of certain subjects for a kind of
poetry, which attempts to be in tune with the rhythms of the universe, "A7d
™ Paywdia s Epnuids” questions the existence of such a rhythm in the
universe, or rather the belief that the rhythms of human activities (possibly
including poetry) are capable of being in harmony with the universe.

A similarly ambivalent attitude is alsopresent in the references Filyras
+makes to rhyme. On the one hand rhyme is "uayeia " and poetry in general
is an "atwma kwpéAn " .

Kt av 7’ amdorayua ovvata, uedioo,
aldvia va ¢uddéw oe kubéln,
TO kepl ALdveL kL apyooTdeL TO LUEAL

ZTa kimeAa Tov Xtiyou, va uelloel,
omns Pluas va yAukdver 1 payeia,
Y mMKET) TS {wiis pas LoTopla
("Y' exelves", p. 89).

In this case poetry, through its rhyme and rhythm, functions as a space in
which pleasant memories can be preserved, while at the same time it
constitutes the positive culmination of the remembered experience. On the

other hand, rhyme and probably through it rhythm and poetry in general, can-

* Palamas, 1, p. 153 ff.

* Sikelianos, B, pp. 15-59.
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put an end to an experience by expressing and thereby destroying it: as long

as the "vd{1 " of the beloved remains "avékgpaoro " and the speaker's
desire to describe his beloved "dgpaoTos ", the experience is intact,
whereas its expression in poetry destroys the "wayefa " : "kar va un
Beloxouue woré 1 pipa, | mov Tns (wiis oov Ba kAewve TO
kdua , " ("Ndrra ", p. 108, referred to also in 3. 2. 3. in connection with the
relationship of poetic language to desire).

This ambivalent attitude towards rhythm places Filyras half-way between
Palamas and Sikelianos on the one hand and the majority of the Post-
Symbolists ¢n the other. This is in keeping with his poetics in general, and
more specifically with a central concern of his poetics, which is the
relationship between the poetic world and the actual world. While Palamas
and Sikelianos believe that poetry possesseys the power to transform the
world, Filyras expresses his desire and his attempt to do so, but also his
doubts as to whether he will succeed, thereby questioning the poet's power
and opening the way for other Post-Symbolists who consider their poetry to
be almost powerless when confronted with the actual world. An indication
of this intermediate position in the poetry of Filyras is his use of words like :
mobos, mlorn, dvelpo, yiunaipa. Contrary to what happens in the poetry of
other Post-Symbolists, these words in Filyras usually do not refer to the past,
nor are they related to a consciousness of non-realization or of failure.

Instead, they refer to a future or to a timeless other world, which usually

acquires a positive character, since it is linked to joy and elation. In some

cases, however, "ovelpo ", "yiuatpa ", "mé0ot ", refer both to another world
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~and to an interplay between the real world -and that other world. Feor
example in "Ymepdvw " (p. 47) the speaker wavers between the "mfomn oy
xluaipa dMns mAdons" and the "mikpa ", and finally depicts his life and the
lives of his fellow-beings as existing "uéoa ua kat cav éfw amr’ ™ Zwii".
The same experience is described in "Atorayuol " (p. 48) where the
speaker remains at a distance from the dream he is seeking and finally fails
to enter the gate of joy. In both these poems the speaker employs the word
“"amorxoouos" to describe his state. In "Ywmepdvw " he ends by saying "o
xoouikol kt oL amokoouol palt [ va molue wws elijoaue o€ -audyn, /

uéoa pa kar cav éfw ar’ ™ Zwri ", while in "AtcTayuol " he ends by
saying,

Kt av avamddbuw T° dveipo kat mAéw oTous ovpavols,
oTékw oTnY TUAR Tns Xapds, Ua yiad va LTw EEL/\La(a)
kdBe Twalka n Zwij ki n Zdpka dAos o Nous,

Ua o 6Aifepds ki ambkooguos mepvd kair Sev apdlw .

The same adjective - "amdkoouos " - is applied to rhythm in the poem
"Puluds " referred to above ("Booké, w aﬁéKOU#E~ Booké, mov Sev kpards
groyépa ). This similarity between the state of the poet and the nature of
rhythm may constitute an additional indication that the ambivalent attitude
Filyras displays towards the relationship between the rhythm of poetry and
the rhythms of the universe is organically connected with a primary concern
of his poetics, that is, the relationship between the real world and a poetic
world. This is why the attitude of Filyras towards rhythm appears to be half-
way between Palamas and Sikelianos on the one hand and the majority of

the Post-Symbolists on the other.
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The peetry of Lapathiotis is one step further away from Palamas in terms
of attitude towards rhythm. Although most of the poems of Lapathiotis are
composed in traditional metrical verse, his references to rhythm or to matiers
relevant to rhythm indicate the belief that pcetry and the poet are in discord

"

not only with society but also with the universe. The "TpayoiSt " remains

"ovBuikd " ("OTav Bpadbidler ", p. 133), yet rhythm does not signify an
impesition of order cr the creation of a viable peetic world. In "Amd T7d7e,
mes, wov o rous pov.. " (p. 236) the speaker talks about rhythm in
connection with infertile hopes and desires:

Kt n kapdid pou, awd 710 Ldfos

S aydms fapmwuérn,
oxAdBa orov pvbucy To Tdbos
elye apyloer v’ amouévet,
méoes dyoves €ATiOES,

méoa wdln, méoes AUTEs,

= méoa, okéyn pov, Sev €ides
Tpayovdwyras, kat Sev elmes |

All those elements of the content of his songs "mrjyay, Siyws va
yuplgovy " and the only thing left is the desire for death. "Kt¢ amd to7e
pexpL Tdpa, maoTij okAdfa Tov OavdTov [ 8¢ oTaudTnoes piav woa/ va
Tovidelts T Qoavvd Tov.!. Rhythm, therefore, is identified with poetry, but
its inefficacy is demonstrated, and it is related to death.

The persistent use of traditional rhythm and metre in the poems of
Lapathiotis sometimes engenders a sense of irony, where the speaker
describes or states an individual and general collapse and destruction, as for
example in "Xewdvas " (p. 224): "Aev éyxer pelver Timora, péoa kar ylpw

uov, vepo . This irony or contradiction may be partly implied in
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"Eptvdes " (p. 214), where the poet states that "ev7ds pov Timora Se pévet
ma yepd " and realizes that he cannot be consoled by his own songs. "T't’
auTo, ogaddvrTas T partid, myalvw va yabd, [ ues oTous TMLkpoUs oas
ELUTALYLOUS Kal UES OTLS €lpwreles,/ Tdpa mov TlmoTa yepd Sev éuelve
Kkt 0006, | — Tpayovdia pov, Epwies | " The rhythmical and metrical
character of his songs contrasts strongly with the dissolution and destruction
expressed in the poems, and this may constitute a cause for the eumaryuol
and the epwreies.

This contradiction between the expression of dissolution and destruction
on the one hand and the adherence to metre on the other is a point of
dissimilarity between Lapathiotis and Karyotakis, as will be argzed below.

The fact that Lapathiotis adheres to metre and rhythm, however, does not
‘ reflect an attitude similar to that of Palamas and Sikelianos, that is, that
~poetry can embody the rhythms governing the universe. On the contary
- Lapathiotis states that he is unable to find the rhythm of the universe. Such a
statement may be irﬁplied in "Ex Baféwv " (p. 173) in the double meaning of

the word “okomds ": "Avmjoov ue, ©€ pov, oro Spduo mov miHpa, |/

xwpls, Ws 1o TéAos, va Eépw TO WS, [ - xwpls va * yw udbel, ue uia

TéTola poipa, [ molo kplua ue Sével katr motos o gkomds | " If gkomds
signifies here both "purpose” and "tune", the speaker is stating not only a
lack of purpose but also a lack of rhythm in his life and in his fate. A similar
statement is made in the last line of the poem: "va {w Siyws Adyo, kat

Slyws okoms ". If we take "Adyos" to mean discourse based on reason,

1"t

and "ogxomds " in the sense of tune, the speaker may be saying that his
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poetry lacks both a discourse based cn reason, since he cannot understand
his fate, and a rhythm connected with a more general rhythm of the world.
Thus, the rhythm of poetry is completely separate from the rhythms of the
universe and can only offer oblivion instead of communication with the laws
of the universe: "Kar uéoa om viyra,/ mov uéver Seoudmms, | koitdvras
Tov kdxov | va Bpet TO pvﬁ,uo’ s, /[ n Téyvn, povdya, | cav kdmoilos
peyvltns, | Tov Slver T Anfn, pe 1 povowr tns... ("Qpatomrabiis ", p.
171). Nevertheless this music can be a destructive rather than a consoling

. force. This is often implied in the poems of Lapathiotis, and is metrically

enacted in "Ki éror pe owwrpue 1o dws... " (p. 69). In this poem

« Lapathiotis breaks the metre by some syncepations and forced synizeses,

e.g. "kat yati uébuvo’ amé Lwif |, pe éxcr owtplfer  Twn | ki
emeld orpddnka, ki €yd, kai i’ 6An pov Trwor, [ orn MeAwbla, ue
covtpupey n Medwdla : Kovgds | " Here Lapathiotis combines the breaking
of the metre with a statement about destruction, and refers to melody as one
of the destructive elements. Usually, however, the destruction referred to is
not metrically enacted, and the persistence of a kind of rhythm, which is said
to be irrelevant to the rhythms of the universe, leads to the isolation of poetry.
This is a theme that recurs in the poetry of Lapathiotis.

Although the poetry of Papanikolaou aspires to music, it does not refer to
rhythm or metre. His poems were traditionally metrical and rhythmical until
1938-39 (that is after free verse had been well established in Greece), when
he published eight poems in free verse. The subject-matter of the poems in

free verse remains similar to that of the ones in traditional verse (love,
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memory, death), but the way in which this subject-matter is treated differs in
that the despair expressed in the poems written in traditional verse is either
absent or vastly diminished in the poems in free verse. For example, in the
former type of traditional poems, death is presented as the opposite of love
and dreams and appears as the only solution when the speaker has been
disillusioned abdut love and dreams. In "PavreBod " (p. 51) the speaker
waits in vain for his beloved to arrive and finally the contrast between his
dream and reality leads him to a situation similar to death: "Kat v kapdid
uov o’ dvoifa, mépTa mov amdvov ds kdTov [ Ta uaidpa T ogpayicave

“Ta mémia Tov BavdTou The same happens after the disappearance of a

*dream in "Méoa o Bouvr} Tov Spducv" (p. 37) : the dream leaves behind it
“*iav eAmiba mebauévn | mov uas (et kar pas webaivel | ki dAo uas

1"

“TpaPdel ’8é kdTov | ds v mépTa Tov BavdTou In contrast, in

"®atvor " (p. 73), written in free verse, the dream is described in the first
~person plural ("©a yopéiouue oTO Pws Twy doTPWY, | 6a Tpéfouue

fuméAnTor oTnv dogaATo Tov Spduov... ") and, although it culminates in
death, love-is a part of the sce_nario: "Emetta Ga ‘pbovv Ta diAnuata va
KAeloowwe Ta udmia pas, | Ta yépia Ba evdoouue orov Umve [ kar TO
mpwl Ba fumviioovue mebauévol'. |

A similar phenomenon can be observed in two poems which deal
explicitly with the theme of dream: "Méoa orn; Bouvrj Tov Spduov ", written
in traditional verse, and "Efoyid dretpo " (p. 70), written in free verse. The
first one depicts the loss of a dream: "Méoa orn Pouvrj Tov Spduov / riTav

va 'Bow T Svepd pov, [ va 1o Bow kar va To ydow/ kL oUTE ma mov
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8a 10 ¢Tdow ", and finally refers to a lost paradise. The second depicts a
dream as a reality ("O¢ eAiés Sipovoav pudrara viédm. | Eiyav yeuloer ta
xépla ano ¢guws Tov mevkov "), employs the imperative mood ("AvoiyTe
mopTES Kat wmapddupa/ €ival n oreped vUyTa TS YNs Omws n medt™')
and finally states the realization of the dream as an event which will take
- place in the future: "Q@a iotunfoiue oe Alyo/ aykaiiaouévor .

These twoe examples of different treatment of similar subject-matter in
the two categories of Papanikolaou's poems may be indicative of two
.. different concepts of poetic language. That is, whereas in the traditional
. poems, poetic ianguage is regarded as ineffectunal and incapable of creating a
-« peetic reality which will contain the fulfilment of desires and dreams, in the
.- poems written in free verse Papanikolaou displays a greater confidence in
poetic language.

Although Papanikolacu does not refer to rthythm or metre, the difference
between his two attitudes towards poetic language may be indicative of a
negative attitude towards rhythm and metre, which imprison the poet in a
language incapable of fulfilling its rcle. This inability is probably related in
turn to thythm. That is, the conservation of rhythm and metre in a poetic
language that dces not reflect the rhythms of the universe, reflects the
limitations of language and renders it discordant with its time.

For Polydouri, poetic language aspires at achieving communication
between individuals (e.g. "kat gov utAd Tpayovbia ", p. 219) rather than at
creating a viable poetic reality. Thus, in her poetry, language is less self-

referential than in the poetry of other Post-Symbolists, as I have argued in
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Chapter 2.

This comparative lack of self-referentiality in the poetic language of
Polydouri may account for the absence of references to rhythm and metre.
In most poems Polydouri observes the rules of traditional verse, and the
poems where she breaks away from them do not seem to present any
difference in subject-matter or treatment from the strictly traditional ones.

The only poem where Polydouri refers to the rhythm of her poetry is one
of her last, written in a combination of traditional and free verse. This poem
is a farewell to rhythm, rhyme, sound and song, and, apart from the fact that

it enacts the farewell to rhythm and rhyme, it‘élso indicates that Polydourn
~does not question the efficacity of poetic language. The farewell to rhythm

- #and rhyme is enacted in the interplay between traditional and free verse; the
. poet tries to govern her voice, that is to keep it within the bounds of
-traditional verse, but her voice does not obey and breaks:

Xaipe, Pvlué kat Piua.

zas yalpeTtidw,

ma Sev opilw

™ dwrij pov.

Zegevyel mapalnpnua.

zas oulyw ua n mvor [ov

e ¢rdvel, oma (p. 274).

Polydouri's satisfaction with poetic language is indicated by the identification
of her life with song ("lldve Ta wpaia, T’ ayvd, n g"wn’: | TAuké Zkoré,
Sev pov avtéxer [ n gwrri ") and by the last lines: "Zas yaipeTidw. /

Zkormol omov mdTe, un pe Eeyvdre .

Thus, metre and rhythm constitute essential elements of poetic language,
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which functions as a medium for dialogue. In this way Pclydouri does not
question the function of metre and rhythm within poetic language.
Nevertheless by regarding them (along with the whole of poetic language) as
a medium for dialogue, she reduces them to functional elements of
communicative language rather than central and governing elements of
poetry.

The adherence to metre in the poetry of Skarimbas {(which, as I have
argued in Chapter 2, is characterized by irony directed at poetic language
itself) functions as one basis of the irony created by its structure, since this
adherence siresses the artificial nature of poetic language, while at the same
time the order of metre is opposed to the syntactical disorder which prevails
.in the poems. For example in "XaA«{5a " (p. 13) the syntactical disorder
implies both a fragmentation of actual reality and the artificial character of
the reality created by language (cf. repetition of the verb "Aéw "):

o Xaicida ,

w Xal«iba — méAn (édeya) xar ¢éTos

Huowvy = o1’ Srewpd uov elba — TleptkAéTas,
mdAr TlepicAéTos nuovy — eiba...

Erou éAeya | Hoav udtatol uov ot kémot

mdy’ oe EUAo kovgLo, mpdoTuy0, avdpla,

ws Bepla, ws SévTpa — avayAuuévor — ws Ydoia
Ta Gvelpd pov (potutes) it ol avlpdmor .

The fragmentation of the reality depicted contrasts with the regular stanzas
composed of three twelve- and one ten-syllable iambic lines, with ABBA
rhyme. At the same time the metrical and rhythmical pattern of the verse
seems to underline the artificial character of the language employed and,

consequently, of the reality created by it.

292



Thus, the category of the traditionalists is characterized by the
observation of the conventions of metre in most poems. This observation,
however, indicates various diffeent attitudes towards rhythm and metre.
Filyras regards the rhythms of poetry as reflecting the rhythms of the
universe, but at the same time he doubts the ability of poetry to reflect and
enact these rhythms. Papanikolaou does not comment on rhythm, but seems
-to share Lapathiotis's attitude that the current poetic language, based on
traditional rhythm and metre, is ineffectual because of its discordance both
with society and with the universe. Papanikolaou's attitude is imiplicit in the
-difference between his traditional poems and his poems written in free verse,
+regarding the capacity of poetic language to fulfil a desire. *Polydouri
~considers metre and rhythm to be identified with poetry, but: she reduces
‘them to functional elements, since she proposes poetic language as a medium
for dialogue. Skarimbas employs metre to stress the irony he directs at
poetic language, since metre emphasizes the artificial character of poetic
language and contrasts with the fragmentation evoked by the semantic
structure and enacted in the syntactical structure of his poems.

These attitudes appear to be different aspects of or variations cn a
general attitude of mistrust towards metre and rhythm, their functions and
their efficacy. That is, the confidence that Palamas and Sikelianos display in
the ability of their poetic rhythm to reflect universal rhythms is questioned
and either rejected or undermined. Poetic metre and rhythm are still

preserved in their traditional form, but either with the awareness that they do
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not relate to universal rhythms, or as building blocks of a poetic language
which serves as a medium for dialogue instead of a prophetic discourse with
a major role in society, or again, as elements underlining the artificial
character of poetic language. Therefore, the attitude of the "traditionalists"
towards rhythm and metre is not totally traditional. The "lost centre” of
poetry, to which Lecrentzatos refers when talking about the metrical
character of Karyotakis's poems, characterizes the poetry of these
traditionalists .too, not in their actual poetic practice but in terms of their

guestioning, ironical or negative attitude towards metre and rhythm.

5.2.2.2. The Innovators

This category of poets (Ouranis, Emmanouil, Agras and Karyotakis) is
‘characterized by the frequent loosening of metre. That is, these poets usually
adhere to the use of rhythmical units but loosen the internal structure of the
metrical units. Here I will examine the connection between this phenomenon
and the semantic structure of their poems.

Quranis's Spleen (1912) contains poems written in metrical free verse,
that is, poems which observe the metrical units but do not observe the
thythmical units as coinciding with the lines of a poem. The poetic language,
however, is not totally liberated from both metrical and rhythmical
conventions, as is the case with the poems in free verse by Papanikolaou.

This may account for the fact that in Spleen Ouranis does not display a
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positive attitude towards poetic language, that is, he does not consider his,
poetic language to be capable of fulfilling his desires. In contrast, he employs
this metrical free verse (he adheres to the metrical units while dissolving the
rhythmical) in order to transmit a sense of slackness, a lack of motion or a
lifelessness (e.g. "Mowdler n (wij pov p’ éxTaon palpwyv vepdv, TeAudTwy
| axlvnTwv, yioudTwv Bolpla Aacmwuéva ki évroua | Smov Pouvidovv
akaTdmauoTa - amo mdvw Tous [ Tov MUPETO Kal TNV appdoTia
~gépvovras " (11, p. 9).

Thus, the breaking of the rhythmical units and the adherence to the
metrical units suggest a poetic languge still tied to some of the traditional
conventions but at the same time decentred as far as rhythm is concemed.
This lack of centre reflects the subject-matter which refers mainiy to the
lack of action or purpose.

In the first forty-five poems of Nooradyies (1920) Ouranis adopts a
“metrical and rhythmical verse form (iambic fifteen-syllable line) and at the
‘same time he refers to the poems as sonnets. Thus he chooses both
traditional verse and a strict form and through these he displays his attitude
to metre and rhythm.

These forty-five poems are composed of fourteen lines apiece, but lack
either strict rhyme or division into stanzas. According to Politis* and
Zakythenos®?, a poem comprising fourteen lines without strict rhyme is not a

sonnet but a SexateTpdoTiyo. This name was used by Palamas for his

' Linos Politis, Me7pind, Thessaloniki, Konstantinidis, p. 130.

2 Dionysios Zakythenos, To ZovéTro orn NeoeAlpuxif Holpon, Athens, Athina
1926, p. 25.
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AexareTpdoriya (1919), which do have rhymes but are not divided into
stanzas. Palamas, however, speaking of his Acxe7e7pdoriya ,simply says
that he prefers this term to the term sonnet,”” while Thrasyvoulos Stavrou

mentions that rhyme is very important for a fourteen-line poem to be a

sonnet but does not actually exclude fourteen-line rhymeless poems from the
category of sonnets.”* These fourteen-line poems by Ouranis reflect the

influence both of Gryparis, who was the first to compose sonnets in fifteen-
syllable lines, and of Palamas, who abolished the division into stanzas. |

o Nevertheless Ouranis undermines the sonnet form even further than
Palamas aﬂd in his poem "Tec ZovérTo " (p. 34) states the priority of content
dVef fdnn; after presenting various possibilities for the acoustic structure of
the sonnet (e.g. "nyeod oa odAmoua moAeuikd, pe piues | oountikés "),
he ends:

av GéAels va ’‘var TéAeLo mdyToTES Tpémel vd xeEl
Byauévo péa’ am’ Ty kapdid k. am’ Tnv Yuxr oov uéoa,
StakpiTikd, oav T Ovoua TexviTn o€ piav dkpnm,

Kpyuuévo éva ovepo, uia yiuaipa, éva Sdkpv .

This privileging of content cver form is probably the central factor in
Ouranis's deviations from metre. For example the frequent separation of the
last tine from the rest of the poem (13 + 1 lines) creates a pause in the poem,
due to the semantic weight carried by the last line, which seems to convey
either a conclusion or a final image the speaker wants to impress upon the

reader, or simply an additional and highly significant point. The pause

“ Palamas, 7, p. 303.

* Thrasyvoulos Stavrou, Neoeddnrixii Merowrj, Thessaloniki 1974 pp. 121-24.
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created is sometimes emphasized by the separation, through punctuation, of
one or more words at the end or in the middle of the last line. From the
semantic point of view, this separation serves the same purpose as the
separation of the last line itself. This pause divides the line into two or three
asymmetrical parts, e.g. " Tnyv mapadla ™) vekprj koLTd{eL ~ vvoTayUEVOS”
or "Kt amé yapdv avdBAvoe — cav mpooeuyri — To kAdua'.

This semantic pause indicates the privileging of meaning over rhythm.
Anothér indication is the frequent lack of a caesura between the eighth and
ninth syllables. This is due either to the use of polysyllabic words or to a
syntactical structure within the line which creates a pause that does not
coincide with the caesura, e.g. "Aev mébaves. EL’craL Tavroy ({az a'craz

péoa o’ dAa ", "Tdpa: To alpa opunTikd cav xeipappos kvider ", "Q

"

mounTi} | mapduota oro SidBa oov o kowwol " etc. Moreover, frequently

stressed syllables coincide with weak positions, thus creating syncopations,
ce.g. "unTe kar Tatibidpiko mepvdelr oUyvego éva’.

At the same time the syntactical and semantic stmcfures selected result
in frequent enjambment, e.g. "As eluaoTe gav abeAgds kar adeAdr, mov
lovve | oro mévGiuo...", "Emnv nouxia, éva oxvAl GonvnTikd alvyTtder /[

kdmov  uakpld . The syntactical structure is often based on the

subordination of secondary clauses to the main one (e.g. "Aeldwd

@bvomdipov ", p. 65) and thus the semantic and syntactical units are either

shorter or longer than the rhythmical ones. This marks a change both from
the sonnets of Gryparis and from the dexaTeTpdoTiya of Palamas.

In this collection, therefore, Ouranis plays upon the metrical units while
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adhering to the rhythmical units and at the same time creates syntactical and
semantic units that do not coincide with the rhythmical units. In this way he
gives priority to the semantic, syntactical and acoustic structures of his
poems, while at the same time exploiting the fluidity of the metre and rhythm
to underline the fiuidity evoked in the semantic structure.

This aspiraticn and the devices he empldys are along the same lines as
the aspirations of and devices employed by the French Symbolists in their
deviations irom the traditional pattern of the alexandrine. Referring to the
metre and rhythm of Verlaine, David Hillery notes that in his deviations

Verlaine "intended to promote the idea of irregularity, "airiness” and lack of
The Symbolists aspired at freedom from "la rigueur métrique -
des Parnassiens” *° and this freedom "was not just a question of technical
emancipation, though that in itself was a big enough step; it was also an
emotional freedom relating to their basic belief that art was a form of self-
expression and that no poet could fully express himself if he was obliged to
write in a preconceived mould.[...] The variations within the regular forms
are all connected with that characteristic conflict of "vers libéré" which is the
way the rhythm of meaning acts against the metrical regularity. What the

nineteenth century saw, in fact, was a gradually increasing insistence on that
very thythm of meaning".”

Thus, the subordination of metre and thythm to meaning, and the use of

* David Hillery, Music and Poetry in France from Baudelaire to Mallarmé . An Essay on
Poetic Theory and Practice, Berne, Peter Lang Publishers 1980, p. 50.

‘ Ibid. , p. 34.
7 Ibid. , pp. 64-65.
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an undermined rhythmical pattern to underline the fluidity of the semantic
structure implies a removal from the "centre" of poetry. This "centre"” is not
explicitly defined by Lorentzatos, who employs the term; he suggests,

however, that this "centre" consists in a strong "mpoowdlakds

opyaviouds ",** which does not apparently rely only on a strict metrical and

rhythmical pattern, since Palamas, who used vers libéré or metrical free
verse, is not considered by Lorentzatos to have departed from it. It consists
rather in an interaction between semantic and metrical structures.
Lorentzatos's phrase about the "rogoloyia Tns mountikris " (referring to
Karyotakis's metrical structure) suggests that the "centre” consists ih a
‘confidence in poetic language. That is, before Karyotakis the various
“metrical techniques or deviations did not refiect ambivalence concerning the
ability of poetic language to express meaning, nor did they reflect the sense
- -of dissolution enacted by the semantic, syntactical and metrical structures of
- Karyotakis's poetry. If this confidence in poetic language and the sense of
solidity constitutes the "centre" of peetry, it seems that Ouranis in 1912 and
1920 was taking steps to distance himself from it. In this way he enacts the
-ambivalence which is expressed but not enacted by those Post-Symbolists
who belong to the category of the "traditionalists".

A similar attitude is suggested by the metrical structure of the poetry of
Emmanouil, who appeared later than Ouranis (first publications in magazines
in 1924) and published his first collection, with the significant title O

Hapddwros Avdds , after Karyotakis's last one (1929). One difference

“ Lorentzatos, p. 97.
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from Ouranis is that Emmanouil does not aspire to music but to the visual
arts, and therefore the fluidity of his verse does not interact with the acoustic
structure in order to achieve a musical renewal of the poetic phrase. The
fluidity of his verse, which in his first collection consists of an alternation
between twelve-syllable iambic lines stressed on the antepenultimate and
eleven-syllable iambic lines stressed on the penultimate, is based on forced
synizeses (e.g. "Aev wébave (vexpds amd kawpd 7ftav ) ", "n dompn Tou
kafarriépov gov To o@ifipuo ). It is also based on the contrast of the
semantic and syntactical structures with the rhythmical structure. The
semantic stracture of Emmancuil's poetry, as has been argued in section
5.1.1, revelves around the indication of absences, e.g. the absence of action
or the absence of a correspondence between external reality and the
speaker's or a colléctive mood. Therefore the absence of a strict rhythmical
structure underlines and enacts the absences referred to in the semantic
structure of the poems. In this way the poetic "o7jua " Emmanouil gives is
both a signal of absence and a signal consisting of and enacting absence: "To
onua autd n Yuxh pov ues oty mAED IS, | gav éva Tpayikd,
okopmdel, kapdPi/ mov éxel kukAdwoer n oulyAn — éua. dompo ddvracua,
[ uakpid am’ Tis yainvés, yrawkés axtés Tou.!' ("S.0.S.", p. 49).

Like Emmanouil (but before him), Agras is also conscious of a
discordance or a jarring note in his poetry. A subsection of Ta Bowxolixd
kat Ta Ewduea bears the title Hapadwries . In this subsection, as
elsewhere in the collection, Agras employs the iambic fifteen-syllable line,

but changes its character by syncopations and the abolition of the caesura
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(e.g. "Twv kpivwyr o yopds Sev elvar pes oro meptfoid, / mov Twy
avéuwy n povétovn eieyela otevdlel").

Kostas Steryopoulos, referring to the rhythmical structure of Agras's
poetry, speaks about a "71don €Acvleplas kar amaliayris and Ta
kaliepwuéva Seoud Tov OTiYOoU, MOV WOTO0O, Moldlel Slapkus va Tny

avayartilel n oreperi Tous Sourf".* This wavering between the choice of

a traditional metrical form and its breaking or undermining is in accordance
with the general character of Agras's poetics, which wavers between the
depiction of a fragmented reality and the aspiration to a transcendental reality
characterized by unity. Ideally the role of poetry for Agras would be to
- create a relationship between the two realities, but the poet questions his
“~ability to create it:

Tdya, favd 6a Ta yapd
Sucd pov, avtd Ta Eéva;
kar o’ éva avravyaoua Aaumpd
amé mapdTaipo cwpd
Ba L6 va yivovr’' éva;
(Kabnueotvés, "Avavia ediyav ", p. 32).

The wavering between a strict metrical form and its loosening enacts the
wavering between a wish for the establishment of a relationship.between the
two realities through poetry and an awareness that poetry is not able to fulfil
its role. Thus, the absence of a regular metrical and rhythmical pattern in his
poetry dissatisfies Agras because it betokens the failure of his poetry to fulfil
its role: he refers to his "dmAepo oxomd " (Tpiavrdguvila , "Zkomds yia

dvoapudvika, ™  viyta ", p. 39) or to the "Avmn, [ myuéva Sdrpva kar

 Steryopoulos, O Téllos Aypas, p. 105.
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kanués | yta 1o ypadtd gov, mov Tov Aeimer [ n elprivn, n TdN KL o
puBucs " (Kabpueptvés, “"Vuxr pov avdoawve...”, p. 28).

The metrical and rhythmical structures employed by Karyotakis have

been analyzed by both Christos Papazoglou® and Massimo Peri’* Others
have also referred tothemamong them Zissimos Lorentzatos’> and Tellos
Agras.”

These critics have peinted out the relaticnship between metrical and
semantic dissolution in Karyotakis's poetry. The detailed substantiation of
this thesis is the central concern of Papazoglou's study. Papazoglou
differentiates Karyotakis from other poets who had broken the metre, like
“ Palamaa, urvpans, Ouranis, Filyras and Lapathiotis, by saying that
Karyotakis's effort is

AELTOUPYLKT), YLa Tis Oxéoels mou amokalloTd peTatl
TOU TEPLEXOULEVOU KaAL TTS LOPENS TOU TOLTLATOS.

Kat elvar akdun, kai kuplws, mpoomdbeia ovolaaTikt)”
yiaTt 1@ Kowwd yLa GAous y/\a)oauca’ Kat ,ueTpuca’ O'TOL)(da
madovw va elvar amids Ka Lovov Ta Texvikd péoa uias
TOLNTLIKTIS, n €K¢pa0'n €vls ouumpvnapou 17 evés

LOVTEPVLOLLOU, Kal auayoumt ,ufm o)(o/\aon/comros' Kat

¢elbovs oe puéoa mounTikd, o€ "kumuara s Juxns.
2z 54

Mia Siagopd Oeuelididns, (wTiki

Massimo Peri concludes that:

0 TOLNTTS aviixelL AOLTOy aTO "OUpdeTd " exelvo mov yuceUel
Y ouolokatTainéia, aldd Tavrdypoval..] eminTel

* Papazoglou, Taparomoucvy Movokrf .

¥ Massimo Peri, "Avavéwon xar mapdSoon ora puduikd-cuvvrakTikd oxrjuara Tov
Kapwrdkn ", ModyBbéoxovsuvlomeiexnrris, vol. 1, 1989, pp. 132-147.

2 Lorentzatos, "To Xauévo Kévmpo ".
» Agras, "O Kapvwrdkns kat ov ZdTipes”.
* Papazoglou, p. 183.
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v’ amopplgel Tov kavouikd pvlud kai kdmoTe mopel
va mpokalréoel kat oduvnpés dLatapaxés, Tpavuatikd
omaciuara, TalavTevduevos avdueoa orn vooTalyla

Tov aTlyov kar v embuula s mpdlas’’

Tellos Agras talks about an "eAevfepla, akaTaoTacla, avapyia" in the
poetry of Karyotakis and points out that "uéoa oy Tépmn , n éxgpaon
Twy TemoLbrioedy uas Sev elvau uovo 1o 77 Ba exppdowus, alid kdmws
kal. To ks Ba To exgpdowue"*® ; and Zissimos Lorentzatos, after talking

about the "StaTapayri oAdkAnpov Tov ﬂpoaw&a/cozﬁ‘opyamauozﬁ" between
traditional rhythmical structures and the rhythmical structures of the
Generation of the 1930s, concludes: "C Kapuwtdkrs eivar o ﬁopeuésj N o
SlavAos. .prt'( el kau evivel. H meplmrwet) Tov mépTEL axpgﬂdg"aﬂdw

0TO KevTpLké onuelo Tns évraons, exel dmov To gwowl apyilel kai

7 /z ) ] z ’ 7 1 57
TLVa(EL éva—éva Ta kAwvid Tov domov va omdoel’.

While Lorentzatos suggests that Karyotakis constitutes "70 «ev7pLao
" gnuelo s évraons”, his case belongs to the context of the attitude the
other PostQSymbolistS enact and display towards metre and rhythm. Just as
~the attitudes displayed by the traditionalists constitute different shades or
gradations of the same preoccupation, the attitudes displayed and enacted by
the innovators indicate the "évraon " to which Lorentzatos refers. The
difference between Karyotakis and Filyras and Lapathiotis to which

Papazoglou refers is the difference between the two categories of Post-

* Peri, "Avavéwon kar mapdSoon °, p. 147.

¢ Agras, 'O Kapuwtdikns kar oo Zdrnpes”, pp. 217, 208.
%7 Lorentzatos, p. 97.
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Symbolists: the traditionalists display a doubting or negative attitude towards
metre and rhythm without enacting it, while the innovators enact it.

Karyotakis's deviations from regular metre underline his depiction of a

fragmentary reality. The poet “ogupoxord | Twyv nNywv Ta oTepdria
(ZTpogés ", p. 34), therefore he is concerned with sounds. These oTeddria,
however, are probably connected with "7’ wpalo exeivo yivo oTegd "
("EpBaripio mévliuc kar karaxcpuge”, p. 113). In this poem Karyotakis
implicitly contrasts a "ramei} Téxvn xwois Ugos " to his own poetry, the
vgos  of which has led him to the impasse indicated by the "ydvo

oTeddVL Sounds and music, therefore, do not constitute an aspiration but
1 rather part of the poetic language and of its failure to which Karyotakis cften
refers.

Metre and rhythm in Karyotakis seem to be aspects of the artificial
character of poetic language; Papazoglou refers to Karyotakis's metricai

1 w__s 7 ’ 7 15
"mapagwvies’ as "mleon mov aokelTar ora ToLyduata Tov oriyov ".*

These mapagwries, however, are considered by Karyotakis to be more in
accord with his time than a strictly metrical and rhythmical poetry would be:

in his ode to Andreas Kalvos (p. 99) he refers to Kalvos's "Twy wédy [...] Ta

1"

uérpa ", approves of them as suitable for the historical circumstances in

which they were composed, and continues: "AAAd 70 felov évavoua /[ n

/

dwvy cov Sev elvar | Tdpa mAfov. Mas épysTar | pakpwids kat
mapdTailpos [ 1ixos Tuumdvov .

The times in which Karyotakis lives, on the one hand render metrical and

*® Papazoglou, pp. 72-73.
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rhythmical poetry useless and unsuitable, while on the other they preclude
any sense of freedom, which might include rhythmical freedom: "70 AedTepo
mov ga/cégﬁm/ca Tpayoubt | [...] Epw mws moTé S¢ Oa etmwlel " ("ki av
€éafnoe oav [okios ", p. 53). In this context the poem [OéAw va @Uyw
ma  amé ’&d.) may constitute a metrical reference to his poetry and to
his wish to escape from it. The poem is composed in a combination of

fifteen- and eleven-syllable iambic lines, that is in the two commonest metres
" in the poetry of Karyotakis.”” Thus, the statement "6éAw va ¢iyw ma amd

’6¢) " which is conveyed in those two metres and includes a wish to find a
“place where "va ptdotve | éws v Yuyr Ta mpdyuata TOoU Kéouov
~ becomes in part a statement of poetics because of the rhythmical structure of
the poem.'
A major difference between Karyotakis and Ouranis concerning their
- attitudes to metre and rhythm is that, in contrast to Ouranis, Karyotakis does
“-not aspire to music, nor does he attempt to suggest the fluid character of
external reality and its corresponding moods. He breaks the metre in order
to suggest both that external reality is fragmented and discordant and that
poetry fits neither into society nor into the universe. Karyotakis's chief
concern is to create a discordance.
This discordance also indicates a difference between his attitude towards
metre and rhythm and that of Emmanouil, whose poetic language, as has

been argued, is based on absences rather than discordances.

The difference between Karyotakis and Agras lies mainly in their

* Ibid., p. 138.
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different attitudes towards a transcendental reality. While Agras believes
that the role of poetry should be to relate external to transcendental reality
and therefore laments the lack of rhythm which would indicate that
relationship, the poetry of Karyotakis is more self-referential. That is,
Karyotakis is preoccupied with the relationship between a poetic (rather than
a transcendental) reality and external reality. On the level of metrical
structure, he expresses the crushing presence of an unsatisfactory external

reality and the non-viability of poetic reality through discordances.

Thus, the poets of the second category introduce innovations into the
metrical structure of poetry by emploving vers libéré, that is, by using
traditional rhythmical structures and disrupting them internally, i.e. playing on
their metrical units. The attitudes they enact and display towards metre and
rhythm constitute various aspects of a commeoen attitude which indicates
dissatisfaction with their poetic language and a need to escape from it. This
dissatisfaction and this need are also present in the semantic and syntactical
structure of their poetry. All three structures, however, enact the inability of
the poets to escape from their poetic language. In the metrical structure the
impossibility of escape is enacted by the dominant presence of traditional
metrical and rhythmical forms which these poets try to undermine.
Therefore their innovative character does not lie in their suggesting new
rhythmical structures but in their enactment of the ambivalent or negative
attitude which both they and the traditionalist Post-Symbolists display

towards metre and rhythm.
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Although the difference between these two categories of Post-Symbolist
poets does not coincide with strict chronological progression towards the
undermining of metre and rhythm, it can be illustrated by a few lines from
two thematically similar poems, the first written in 1907 by Lapathiotis and
the second published in 1927 by Karyotakis.

The first stanza of Lapathiotis's "AvmmTepri MeAwSia " (p. 10) depicts the
speaker as a flute which is blown by pain and creates harmony:

-Eluat groyépa | O mévos u’ domale,
pvonle evréds pov pe pavia:
elpuar groyéoa | O mévos u’ dpmale,

o UL’ dkpn pov €ly’ éva dypLo ¢vonua,
oy dAAn epaTtewvri apuovia.

To this harmony Karyotakis opposes his 7jyous rrapdqéwz)éu;, to; the
 unbroken flute feyapPalwuéves kibdpes,to the human wéros a non human
4a’ue;105', to the first person singular the first person plural and to the aural and
harmonious peAwdia ("kat uelwdia ora yxelAn Byaiver ") the written and
discordant verses:

Eilpaocte kd1i feyapBatwuéves

kibdpes. O dveuos OTav mepvdel,
oTiyous, nfyovs mapdgwvovs Evmvdet
OTLS Yopdés mov KkpéuovTar oav kadéves.

The semantic dissimilarities between the two stanzas are enacted in their
metrical structures. Lapathiotis produces "harmonious” verses by basing the
harmony on the combination of ten- and nine-syllable iambic verses, on the

repetition of the first line and on the coincidence of the syntactical units with
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the rhythmical units (the only exception is the exclamation marks, which
interrupt the rhythmical units in the first and third lines). Karyotakis on the
other hand produces "mapdgwrovs " verses, basing the mapagwvria on the
interruption of the iambic rhythm in the second and fourth lines and on
enjambment.

Thus, in the poem of 1907 rhythm is still intact, although it is created by
pair and censists in absences ("Eiluat évas tdgos aSetavds ) and in the
depiction of the failure of poeﬁc language to fulfil its role ("®iAnoa Ta
oveipa ; StaAvbnikav "). In the poem of 1927 rhythm is undermined and this
undermining is referred to explicitly. Therefore, while in 1907 poetic
- language, in spite of its connection with pain, failure, absence and death, is
still a possibility, in 1927 it is unattainable both because its failure has been
thouroughly explored and because this exploration has led to the internal
dissolution of the structure' of poetic language: "«t n moinoits / e€ivar To
katagiyte mov glovoius . The metrical dissolution is both a part of and
the framework for this dissolution.

The internal dissolution of the metrical character of poetic language is a
gradual process carried out both by the traditionalists and by the innovators,
in the first case through the expression of an ambivalent or negative attitude
towards metre and rhythm, and in the second case through both the
expression and the enactment of this attitude. The two categories of Post-
Symbolists share certain metrical features but, most importantly, they share
the attitude referred to above. This attitude probably constitutes in part a

reaction against the connotations that metre and rhythm had acquired
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through the ways in which they were used and referred to by Palamas and
Sikelianos. It is also related to major concerns of Post-Symbolist poetics,
such as the inefficacy of poetic language, its artificial character and the need

to escape from it.

In all three cases, that is in the interactions between the syntactical and
‘semantic, between the acoustic and semantic and between the metrical and
~semantic structures of Post-Symbolist poetic language, the predominant
feature is the preoccupation with language itself and its possibilities. Poetic
- -language usually proves to be inadequate either to depict an empirical or a
. transcendental reality or to create a viable poetic reality, which would protect
the poets and their readers from external reality. Moreover, poetic language
is frequently shown to be out of harmony with the universe and to constitute

a self-referential artifice of which the Post-Symbolists explore the limitations.
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Chapter 6

The Post-Symbolists and the Generation of the 1930s:

Affinities, Differences and Mutual Reception

Post-Symbolist poetics can be viewed, as I have argued in Chapter 1, as
a response to the prevailing poetic system of Palamas's generation and, in
particular, to that of Palamas himself. Post-Symbolist poetics constitutes in
turn a poetic system to which the Generation of the 1930s responds by
deviating from it, rejecting it, reacting against it or being influenced by it.
This response, as is also the case with the response of the Post-Symbolists to
the Generation of the 1880s, is conditioned to a large extent by the historical,
socio-political and ideological situation of the time. The relationship between
the Post-Symbolists and the Generation of the 1930s is pertinent to the
definition of the Post-Symbolist poetic system just as the relationship
- between the Generation of the 1880s and the Post-Symbolists is. An
examination of the Post-Symbolist poetic system as a response to the
preceding poetic system and as a set of proposals to which the succeeding
poetic system responds in turn sheds light on the key position Post-
Symbolism occupies in the history of twentieth- century Greek literature.

Here, I will examine the relationship between the Post-Symbolists and the
Generation of the 1930s through (a) specific references by the Post-

Symbolists to poets belonging to the Generation of the 1930s and vice versa,
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(b) main differences of ideology and poetics between the Post-Symbolists
and the Generation of the 1930s and (c) affinities between the Post-
Symbolists and the Generation of the 1930s. The emphasis will be placed on
the second issue, since it conditions the first and significantly affects the third.
For the purposes of this thesis, the term "Temd Tou’30" is questioned only in
what concerns the ideological implications of its use, and is otherwise

employed as generally accepted by critics.
6. 1. Specific References

6. 1. 1. The attitude of the Post-Svmbolists towards the Generation of the

1930s

- The attitude of the Post-Symbolists towards the Generation of the 1530s as
manifested in their references to individual poets is twofold. On the one hand
there is the appreciation of Seferis, Elytis and to a lesser extent Ritsos, while
on the other there is a generally hostile reception of Surrealism.

Kleon Paraschos was probably the first critic associated with the Post-

Symbolists to review collections by Seferis, Elytis and Ritsos.' In 1935 in

Néz Eoria’® he reviewed Seferis's MuvAiordonua favourably and made two

' Paraschos's review of Seferis's 270047 , published in 1931, will be referred to below.
The short negative review of 2'7pod77 , published in 1931 by Lapathiotis (see Néz Eorla
vol. 92, no. 1087 [1972}, "Tlds €iSe n kpiTikn) To mpwTo gavépwua Tov Zegpépn",
p. 1555) does not raise any significant questions, since it focusses only on the problem of
French influences on 2700487 .

*Kleon Paraschos, Néz Eoria, vol. 17, no. 204, pp. 595-96.
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significant observations. In the first place he mentioned as "SaokdAovs " of
Seferis, Mallarmé, Valéry and Rimbaud, thereby placing Seferis in the
Symbolist tradition and implying a relationship between Post-Symbolist poetry
and the poetry of Seferis. Secondly Paraschos characterized Mubordonua
as an "dpaua mounTiké mov cuUAauUfdyveTal kalL ekgpdleTal mépa amd TV
meptoxti s Aoyukris " and regarded it as a quest along the same lines as
the Surrealist quest, the difference being that Seferis emploved myth, which
"Tov Slvel, ue pla xkatdAAnAn ‘uetatomon ', Tov L8eaTé Xxdpo kat Tov
Tévo Tou uméproyov . Paraschos considered Mubiordonua to be a limit
beyond which there was a danger of esotericism.

Both these points were repeated in 1936’ when Paraschos reviewed
Ilpovavarodiouol (first published in Te Néaz [pduuara ) and Elytis's
translations of Eluard. After observing that Syinbolism and Surrealism have
common roots, Paraschos went on to say that the Surrealist experiment of
banishing logic from poetry reduced poetry to a monologue. His review of
IlpooaraTodiouol and the translations was nonetheless favourable, and the
same applies to his review of Ritsos's Tyoauides *, although Par.aschos

expressed some reservations about Ritsos's verbosity.

Papanikolaou's reservations concerning the poetry of Ritsos were

stronger’ . He described "To EuBatiipio Tov Qkeavot " as "moinon xwpis

ovykivnon, xwols evaiobnoia He accused Ritsos of "Aefibnpia " and

added that in spite of the poet's efforts to create an atmosphere of mystery,

? Kleon Paraschos, Néz Eo7/z, vol. 20, no. 231, pp. 1092-94,
* Kleon Paraschos, Néz Eor/z, vol. 20, no. 229, pp. 954-55.

* Papanikolaou, Kot iad , pp. 99-102.
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the logical meaning of every line was too obvious.
The problem of the logical meaning of a poem appears to be a chief
preoccupation of critics associated with the Post-Symbolist group.

Papanikolaou was probably the only one of the Post-Symbolists who voiced
positive opinions on Surrealism.®  In his article on Elytis’ he compared

Surrealism favourably with other poetic trends: Surrealism, according to
Papanikolaou, excised all artificial ingredients from poetry, thereby creating a
‘sixth sense, which is the poetic one. "Anutovpyia kadbapd pouavTiki mov
elye owérea [..] v amokdAwn, péoa oTo avfpdmvo mvelua, uias
xdpas dyvwoms kai peydAns, émov eumdédilay ds Tdpa Ty eloodo n
Aoyikry kat i yvaon "

Whereas Paraschos regarded the rejection of logic as a negative step,
- Papanikolaou regarded it as something positive: the very essence of
- Surrealism. He castigated the Greek Surrealists, however, with the
-exception of Elytis, for attempting to reduce the dimensions of the Surrealist
theory. This narrowing down is again connected with the functioning of logic
in poetry: "avri va Sdoow véa onuacia omis makiés Aélels, épafav va
Bpovv kawvolples kal efelnTnuéves mou, yuuvés amé molnom, kdvouv, |
oxedov, kwulkn evtimwon.[...] Aev elvar Suwwatéd va ¢avTacTel kavels To
vmooweldnTo pe Aefikd o1n Sudbeari Tov yia va Pplokel Tis Aéfels

1"

TOU

¢ Paraschos too, in 1938, expressed a positive if vague view on the poems of
Engonopoulos; nevertheless after the collection of poems Mpr quidelre eis Tov obpyov
was published, Paraschos maintained silence. (Frangiski Ampatzopoulou, Néos
Eyyovdmovdos. H molpon orov xawd tov toafijyuaros 77]5* dniijs oxdias;
Athens, Stigmis 1987, pp. 29-30).

7 Papanikolaouw, Kptrind, pp. 67-71 ("Obvooéas EAvms ", 1938).
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A similar view was adopted by Ouranis in his article "Zvyppeadiouds " in
1935 * . Ouranis remarked the lack of automatic writing in Ydidutros and

what he termed the "ocvomnuaTikn, komddn, cvretdnrii mpoomdbeia vis

AoywkoU v’ amoguyel kdfe SiaTimwon € Acylkd eLpud Ouranis's

hostile reactions to Surrealism also took the form of parodies of poems by
Embirikos, Engonopculos and Gatsos’. These parodies, under the general

title TavyzdSta consist in the imitaticn of the vocabulary of the parodied
poets as well as of the appearance of their poems on the page (for example
the parody of Engonopoulos's Ta xletdoxtufaia s awwmrjs has obvious
references to at least four poems from that collection: "Ta xAetSokdufara

™ms owmis ", "H {wn kat o fdvatos Twv monTwy ", "XTa opn NS

Muwovndicws ", "Akpifds Smws .

Nevertheless Quranis fails to capture the "logic" of the poems he
parodies in the sense of both the meaning and the connotations created by
acoustic or intertextual references between words. In the lines "70 /
Baimapaifo | émep omy apyaiémra | exalielTo Zwvdmn" he refers to
Engonopoulos's placing Sinope between Maracaibo and Valparaiso or
between Maracaibo and Elbasan, but by focussing on this geographically
irrational element, he does not allow for the meanings South America and
Elbasan carry in the poetry of Engonopoulos, nor for acoustic links, such as

"Zwdmm "-"TIéALs~2Zvvvego . Moreover, as is more obvious in the parody

of Gatsos's "Auopyds ", Ouranis fails to capture the rhythms of the poems

* Kostas Quranis, "Zvupocatiouds ", Néa Eoria, vol. 17, no. 203, p. 540.

® Quranis, [Hoijjuara , Athens, Estia, pp. 177-184.
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he parodies. Thus, what these parodies reveal about Ouranis's readings of
Surrealist poems is that he focussed his attention on the surface play of
unfamiliar combinations of words or images without absorbing or entering the
"logic" of the poems.

A hostile stance towards Surrealism was also adopted by I.M.

Panayotopoulos'® and Lapathiotis (Elytis referred to his dispute of 1938 with

Lapathiotis concerning Surrealism in Azocy7d Xaorid ).!'  Neither

Panayotopoulos nor Lapathiotis, however, substantiated their arguments.
The problem, therefore remains as posed by Papanikolaou, Paraschos and

- Ouranis, and concerns the functioning of logic in poetry. In 1945 in his article
"Almnua Teveds (H moinon, makd kat véa )" Emilios Hourmouzios'® took

a general view of the question, saying that the First World War had created
| needs for which the means of expression employed prior to that time were
~ inadequate and that pre-war logic was no longer acceptable. The attitude of
“the Post-Symbolists towards this probiem is related to the position which they
came to occupy in the history of Greek literature. Post-Symbolist poetry
questions or undermines the power of Adyos in which Palamas and
Sikelianos display such faith; it does not, however, propose an alternative to
the existing poetic discourse, namely a poetic discourse governed by a
different kind of logic, as the Surrealists do. The reason for this is implicit in

their poems, which enact the dichotomy between the need to escape both

' LM. Panayotopoulos, "H ydwpa Twv €Aegdvrwv kat Twv mbrikw/', Néa Eorila,
vol. 42, no. 482, p. 911.

" Odysseas Elytis, Avoryrd Xaprid, Athens, lkaros 1982, pp. 276, 333.

2 Emilios Hourmouzios, [pdupara 7 , 1945, no. 1-3, p. 15.
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from external reality and from poetic reality itself and the impossibility of
realizing this escape because of the nature of the poetic language employed.
This borderline position of Post-Symbolist poetry may account for the
attitude towards individual poets or trends of the Generation of the 1930s.
Some of the responses by the Generation of the 1930s to the crisis enacted
by Post-Symbolist poetry were accepted by the Post-Symbolists, for example
in their reviews. Among them were the responses of Seferis and Elytis. In
these cases the Post-Symbolists try to point out the common roots this new
poetry shared with Post-Symbolism. The case of Surrealism divided the
Post-Symbolists, who focussed their attention on the problem of the
- functicning of logic in poetry, and for the most part rejected or failed to
understand the functioning of a different logic proposed by the Surrealists.
Thus, this problem marked a boundary in Post-Symbolist poetry, which
rejected or undermined the power of the poetic Adyos but did not escape

from its logic.

6. 1. 2._The attitude of the Generation of the 1930s towards Post-Symbolism

The reaction of the Generation of the 1930s is often described as being
directed against Karyotakismos, that is, against the literary climate created
by a number of Karyotakis's poetic successors who were influenced by him.
In 1938 Seferis described the poetry of the years following 1928 as
dominated by a "vyewvikny agpovrioid oy éxgpaon" and added, "%’ avtij

™ StaAvTikn) katdoTaon npbav va avTibpdoowv, moAD ouwveldnTd KATOTES,
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oL mownTés mov ddimkar uerd To ° 30".'"° The reaction of the Generation

of the 1930s against Karyotakismos is not of interest here, since
Karyotakismos is not a part of Post-Symbolism but a short-lived successor to
it.

Whereas the hostile reaction of the Generation of the 1930s to
Karyotakismos was based on stylistic criteria, their hostility to Post-
Symbolism had more to do with ideological criteria and will, therefore, be
examined in the next section. Where the Generation of the 1930s refer to
individual poets, they seem to divide the Post-Symbolists into two categories:
(a) Karyotakis and (b) all the others.

Seferis regarded Karyotakis as the "uovaikds avrimpbowmos avris
7775' oxoAnis " (he referred to the years 1919-1928 but did not name the
N}'school of poetry, nor did he define it more explicitly than as: "molnon mov
yipege kuplws Ty éumvevar Tms amé Ta owaitobnuata mov pas Sivel
ueydAn molitelia "'*). The same attitude towards Karyotakis was

displayed by Karandonis and Elytis. Karandonis described Karyotakis as an

"aAnbuvé kalTéxwvn " and Elytis regarded Karyotakis's poetry as a "new

language".'"® While acknowledging the artistic value of his poetry, Karandonis

and Elytis rejected Karyotakis's pessimism. Karandonis condemned

Karyotakis for the influence he exercised on his successors; i.e. the

'* Yorgos Seferis, Acxtués A, Athens, Ikaros 1974, p. 97 [1938].
“Ibid., p. 167 [1941]. ‘
'* Andreas Karandonis, "H emidpaon tov Kapuvwrdkn orous véous', Ta Néa
Tpdupara, yr. 1, no. 9 (1935), p. 479.
' Elytis, Arvoyrd Xapna', p. 237.
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"Karyotakistes” who appeared after Karyotakis's death. This "depressing”
influence was due, according to Karandonis, not to admiration for
Karyotakis's poetry but to the fact that "Tous mapacépver elkora o
oTiovpyla pe ™y EeyedaoTikd mplyelpn ki eukoloueTaxelpomn
&Lat?nmcﬁ 7ov " He was also at pains to distinguish between the
pessimism of Karyotakis and that of Seferis, characterizing Karyotakis as
morbid but observing that Seferis displayed the "amaiorodofia evis yepou
opyaviouot mov 8¢ goBdTar va iUmiagiicer Ty appdoria Tov . Elytis,
too, found the "new language" of Karyotakis unsatisfying because of a
discrepancy between the "Jgos" of the poems and the "dgos mov émarpve
n (wi ,uas' Ta ypévia exelva". ’

A different view was expressed by Embirikos many years later in "Orav

oL eucdAurrToL Gpoidour oTis aMées " (1964%°). Embirikos talked about

Karyotakis's "Georéota opduata " and his "tSavikd " and added, "Hr7o
omovdalos moLnTIS, mOoU amlé Tpiya UOALs Oa éfale Tous opyaouous

™S ¥Yns kat Sdovs Tous épwTas Twy doTpwy ", thereby implying that
there is a relationship between Karyotakis's poetry and his own. This
relationship appears to be one of similarity through antithesis. Embirikos
depicts Karyotakis as writing about the same "ideals" and "Paradises" as he
himself and other Surrealists do, but as describing the unattainability of these

ideals rather than their realization. This view recalls Elytis's earlier

"7 Karandonis, "H emiSpaon ", p. 479.

'* Andreas Karandonis, O 7owp77js [Nidpyos Zegeons, p. 129.

* Elytis, p. 237.

* Andreas Embirikos, O«7dva , Athens, Ikaros 1980, p. 62.
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comments: "Hrav 8wl pas vmébeon va emavactatiioovue, va moiue oxt,
kar v’ amiddoouue To xép. pas mdvw o’ dAa Ta Muomjpia. T( wpala.
To kpeBdTi pov kidAas ywoTayv elagpdtepo ki o Kapuwtdkns moAv
uakpld, ouLkpuuévos, oa va Tov éBAema amdé To avtioTpogo Lépos uias
Siémrrpas "

The relationship that Embirikos pointed out between Karyotakis's poetry
and Surrealism could perhaps be extended to include the other Post-
Symbolists. Such a relationship, however, was not suggested or implied by
the Generation of the 1930s before "O71ar or ewkdAvrrot... ". In the 1930s
‘and the 1940s the poets of the Generation of the 1930s drew attention to

differences rather than similarities between their poetry and that of

Karyotakis.

’ n22

Karyotakis, "10 ueydio ¢aBopl m™s emoxiis , as Elytis called him,
was treated by the Generation of the 1930s in a different way from the other
Post-Symbolists who were not usually mentioned. An exception was made

by Elytis who, apart from Karyotakis's "new language" mentioned some
"kawvéTpoma gavepduara " of Tellos Agras® which captured his interest
from a technical point of view ("7o mepLexduevo eAdyiaora p’ eviiédepe").
Elytis consigned Lapathiotis and Agras to the same category as Palamas,

Drosinis and Gryparis, stating that their place in literature belongs to the era

before the Second World War, after the outbreak of which they became a

* Elytis, p. 248.
2 Ibid., p. 249.
*Ibid., p. 238.
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part of the past.”*

In 1945 Elytis appeared to be reiterating this statement: "AvTlo Aotmdéy
ToU ovalASLouol, avtio s uLkpokAdyas, avT{o ToU apLOTOKPATLOLOU,
avtio ‘7.775' oadoualoyloTIkTS KakouoLpLds [eE Tnv Tafeproida, To kpaodki
kat 1o 'ay, euels o. kanuévol, vatr, avtio, avtio... " Here Elytis was
bidding farewell both to a system (or rather to different, and frequently
antithetical systems) of poetics and to a way of life. He contrasted all this
with the new poetic generation, an important part of which was Surrealism,

which, according to Elytis, attempted "o7Tor Témo pas va owvbebel pe v

KAnpovouia Twy eMnvikdy afidy "’

This emphasis on "Greek values" is one of the two main points of
difference in poetics and ideology between Post-Symbolism and the
Generation of the 1930s. Therefore the references of the Generation of the
1930s both to Karyotakis and to the other Post-Symbolists pointed to and
reflected an ideological reaction against Post-Symbolism, based on the one
hand on health and optimism versus pessimism, and on the other on
Greekness versus Cosmopolitanism.

Thus, the reactions of the Post-Symbolists to individual poets or to trends
of the Generation of the 1930s chiefly reflected the borderline position of the
Post-Symbolist poetic system in Greek literature, while the attitude of the
Generation of the 1930s towards Post-Symbolism was based rather on

matters of ideology.

“Ibid., p. 284.
= Ibid., p. 393.
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6. 2. Differences of Ideology and Poetics

In matters of ideology and of poetics connected with ideology the
Generation of the 1930s took the initiative. That is, these matters were
raised by the Generation of the 1930s, while the Post-Symbolists adopted a
defensive position. The two issues to be examined here are related to the
historical and political context of the Generation of the 1930s. This period
~was roughly defined on the one hand by the Asia Minor Disaster of 1922,
which marked the end of the MeydAn [6éa , and on the other by the
Metaxas dictatorship of 1936 and the ideology it promoted. Mario Vitti_has
noted that, in spite of laws such as Venizelos's "I&c&uv,ub " Qf ‘1929, the years
,‘between 1930 and 1936 were years of free dialog’ue,ksince Marx13t ideas, for

example, penetrated Greece, while after 1936 the situation was that of an

1 26

: “1éeodoyikr) amoTeAudTwon .7 Although this is not directly related to the

.. dialogue between the Generation of the 1930s and the Post-Symbolists, it is
connected with ideas promoted by the Generation of the 1930s and

consequently with the nature of that dialogue.

6. 2. 1. Health and optimism versus pessimism

Health and optimism were central factors in the ideology and poetics of
the Generation of the 1930s and were related to such general issues as the

choice of subject-matter, the use of free verse, and the adoption of Surrealist

® Witti, H I'emd rov Tpidera, p. 51 ff, p. 155.
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elements. Here, the issue of health and optimism is of interest only in relation
te the attitude of the Generation of the 1930s towards Post-Symbolism and
the rejection this attitude provoked.

The "official” critic of the Generation of the 1930s. Andreas Karandonis,
in an article in Te Néa [pdupara in 1935 characterized Karyotakis's time

as a "yadapn, aviibikn kar dyovn emoxi) , full of "kKAardpika,

vevpaobevikd, YevTopopavTikd kal vmepaTouloTikd tdavikd " which had
nothing in common with "uia emoxr} oav ™ onuepwi "

As Massimo Peri has pointed out, Karandonis did not analyze the
historical reasons for the pessimism or "infertility” of Karyotakis's time.”* He
p'referredﬁb instead to present the radical differences between the Post-
Symbolists and the Generation of the 1930s as a biological evolution, thereby
reducing the historical and political issues to "a¢npnuévouvs dpovs uias
ovykpovons petalt youudmmras kai akapmias, vedTnTas kar dpvnons

" 29

s  vedmTas ".” The frequent use of the term " yend

' is significant in
itself. Dimitris Tziovas has observed that the term "generation" was very
rarely used in histories of Greek literature prior to the Generation of the
19308, under whose influence it became an established term.’® Health and

optimism were justified in biological terms, and the same applies to the

"maparurn " of the older generation, the Post-Symbolist poets.

@ Karandonis, "H em{Spaon ", p. 479.
 Massimo Peri, "To meptodikd Ta Néa [pdupara’, Hapovoila , Mapdomnua 6,
Athens 1989, p. 32. '
» Ibid., p. 33.
* Dimitris Tziovas, Ot uerauopguioe:s Tov e6uiguol kar 7o LOeoASypa s
eUnprixdmpras oro Mecomdleuo, Athens, Odysseas 1989, p. 24.
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The question of "mapaxurn " divided the Generation of the 1930s; Seferis's
position differed from that of Karandonis, Dimaras and Theotokas. Seferis
pésed the question of what decadence was in the preface to his translation of
Eliot's "Waste Land" (1936). Seferis believed that there are certain times in
which poetry thrives and other times when it does not. Basing himself on the
assumption that in history there may be times of axurj and of decadence, he
regarded as decadent those poets whose works identify themselves with
-their time and are representativé of it. Moreover, in order to be regarded as

decadent poets, their work should meet the full approval of the

31

establishment.” Such a definition clearly indicates that for Seferis the Post-

Symbolists cannot be regarded as decadent poets, since their pceiry
. incorporates a rebellion against their time and because their works are not
identified with the aims of the establishment.
Karandonis, Dimaras and Theotokas, however, adopted a different
attitude towards the poetry of the Post-Symbolists. This attitude ignored the
| historical and political context, which Seferis took into account, and focussed
instead on the poetry itself. In 1936 Karandonis implied that the decadent
poetry is the poetry of "oTevds vmokeiueviouds ", while poetry that escapes
decadence is poetry which "amyei [...] yewkérepes karaoTdoels
XAPAKTNPLOTLIKES TNS E€TMOXNS LaAs Kal TS PUAETLKTS pas uyoroylas’.
Moreover Karandonis opposed the "subjective pessimism" of the poets

preceding Seferis to Seferis's "avTikeiuevikri kar kabapd eAAnvikri

® Seferis, Aoxiés A, p. 45 [1936].
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amaiotodofia "

This opposition implies that the juxtaposition of health and optimism to
pessimism was related to a new kind of nationalism or an emphasis on
national identity, which arose in response to historical and political factors
and which will be examined under the heading of "Greekness versus
Cosmopolitanism". What is of interest here is the concept, asserted or
implied by critics of the Generation of the 1930s, that poetry connected with
nationalistic aspirations is healthy and optimistic, while pessimistic poetry is
preoccupied with the individual. This implied definition of healthy and
optimistic poetry may sometimes coincide with Seferis's definition of
- decadent poetry, but this was not a matter discussed by the poets and critics
of the Generation of the 1930s. It is nevertheless implied in Vitti's reference
to the "w8eodoyikr; amoTeAudrwon ", which allowed for the coincidence of

Metaxas's slogan "wdTta-yapd-vyeia " with the emphasis placed by the

Generation of the 1930s on these topics.”

It was also implied in the articles "Bapﬁ Tiunua " (1938) and "H
puoiodoyla s vmepBorris " (1947) by Tellos Agras and I.M.
Panayotopoulos respectively. Tellos Agras contrasted the health, optimism
and wide-ranging nature of the poetry of the 1930s with the "plyos " of the

poetry of his own generation, and pointed out that the "piyos " of that poetry

"hrav gapuaxepd, al’ rirav mpayuatics" > Thus, Agras implied that the

2 Karandonis, O woapriis [idpyoss Zegéons, p. 113.

® Vi, H ['emd rov Tpudvra, p. 198.

* Tellos Agras, "Bapy tiunua", Néa Eor{a, vol. 23, no. 268 (1938), p. 268.
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difference between health and optimism on the one hand and pessimism on
the other may not be a difference between emphasis on the individual and
emphasis on the nation, but a difference between descriptions of reality and
attempts to escape from or transform it. A similar view was adopted by LM.
Panayotopoulos in 1947. Panayotopoulos referred to the importance the
Generation of the 1930s attached to Theophilos and associated it with
modern European Primitivism, pointing out that "o veoevpwmaixds
Moyt TPLouds Sev 1jTav To katdAnio gdpuako’ ritav éva Leyélaoua ",
Panayotopoulos acknowledged the importance of Theophilos's work but

observed that dubbing Theophilos a "mpdTumo" was something which
‘required careful investigation.”

Panayotopoulos's article formed a part of his dispute with Karandonis.
* This dispute occupies a central position in the discussions between the
 Generation of the 1930s and the Post-Symbolists, but has more to do with
~ aspects of the Greekness promoted by the Generation of the 1930s.

In relation to the issue of health and optimism versus pessimism and
decadence, Theotokas and Dimaras adopted similar views to these of

Karandonis. In 1933 Theotokas referred to the "orelpo mapeAbéy " from

which the new generation must escape®® and can do so because of the

"epnpPikémmTa Tov éBvouvs uas That was a reason why earlier on, in

1929, he rejected poetry which did not reflect this "egnfixdmmra ", such as

** .M. Panayotopoulos, "H ¢uvoiodoyla s vmepBoliis ", Néa Eorla, vol. 42, no.
480 (1947), p. 786.

* Yorgos Theotokas, Aoyw/, Athens, Pyrsos 1936 [1933], vol. A, pp. 47-48.
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that of Cavafy, and promoted the poetry of Palamas.”’

Dimaras in his History of Greek Literature refers to the "StaAvrikii

7don " displayed by the generation which starts with Filyras, Quranis and

others. According to Dimaras,

n avotnen mpooniwomn o€ tdavikd TEXVNS, N
avoTnpr) 7Tpoo77/\a)o77 s EAAnVIKTS (wiis OTo
vénua uias ypauuns mov avefaivel, vmoywpel
€84 eumpds oe uLa T'CZO77 xabapd Si.alvTikm,

dovnon mepLoodTepo mapd Géom, €K¢pao77
advwvaulas /,za/\/\ou Tapd ULAS ETLTAKTLKIS
SnuLovpyLkns mYoNS
This dissolution invoives an infidelity to language, Greece and rational

knowledge.”® Like Karandonis and Theotokas, Dimaras contrasts the

emphasis on national ideas with dissolution and decadence. He avoids any
reference to the historical and political context which might account for the
"StadvTikt) Tdon ", and implicitly accuses the Post-Symbolists of antipatriotic
activities.

In contrast to this attitude, which isolates poetry from its context, the
Post-Symbolists affirm the relationship between poetry and its time. This
relationship was remarked by Tellos Agras in his articie of 1938 but also at
an earlier stage both by Agras himself and by others. During his dispute with
Karandonis, I.M. Panayotopoulos reiterated this point, saying that his

generation expressed all the agony and dissolution of the inter-war period.”

Therefcre the Generation of the 1930s critics talked about the "nikdé kat

" Theotokas, Eded@epo Mveyua, p. 48 ff.
* Dimaras, [oropla, pp. 446-47.

* Panayotopoulos, "H ydpa Twy eAegdvrwr”, p. 910.
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arodnTicé rkaxd " caused by the Post-Symbolists, while the Post-Symbolists

themselves drew attention to the relationship between their poetry and its
historical and political context.

Apart from Seferis, who referred to the 1930s as a period of ideological
reform similar to the one that followed the war of 1897* , the poets and

critics of the Generation of the 1930s did not place their optimism in its
political context. Instead they promoted the pattern of biological evolution
implicit in the use of the term "generation". This térm, hoywkever, as Massimo
Peri has pointed out, has a political significance, which the poets and critics
of the Generation of the 1930s attempted to obscure. The political
significance is observable, for example, in the fact that Ritsos was excluded

from the Generation of the 1930s because of his political beliefs, even though
he chronologically belongs to it.*” By using the term "generation", the

Generation of the 1930s could view the whole history of Greek literature in
terms of generations, divide it into vigorous and decadent generations and
choose to associate themselves with the vigorous generations and ignore the
others. Thus, they could choose to associate themselves with the generation

of Palamas and ignore the intervening Post-Symbolists. This "dAua ", to
borrow Massimo Peri's term, also has a political significance:

oL ovyypagels Tov ' 30[...] mapéBiemary ™
OTLYUY) TT)S AoyoTexvikns kair néums, alid

‘ Karandonis, "H emi{Spacn ", p. 480.
' Quoted by Dimaras, [oroplz , p. 472.

“ Peri, "To meproducd ", p. 42. For Karandonis's attitude towards Ritsos, see Andreas

Karandonis, H wolpor pas perd rov Xegéon, Athens, Dodoni 1976, pp. 275-306. In
his articles, published between 1935 and 1975, Karandonis treats the poetry of Ritsos as a
phenomenon alien to the poetry of the Generation of the 1930s.

327




emlons KoLvwYikns kaL TOALTLKIS Kplons, yia va
emavacwdedoly, akplBds ws"véa yewd ", ue

v "maAid yewd " Tov Tladaud, n omola
"uas SlSafe Ty myveuuaTiky €Aevbepia kat
SLaxtipuée TV avdykn NS ovoLATTLKIIS
moALTukTls avebapmnolas Tov kaTéxvn".”

Palamas was chosen as an example by Karandonis, who denied that their
time "femépace kalL aypriocTede molés amb Tis moLNTIKéES apyés Tov
TlaAaud ". Xarandonis contrasted Palamas's poetic principles with Pcst-

Symbolist decadence and also with Randos's "oupomdTiom atofnrikr ".*

In so doing, he rejecied another member of the Generation of the 1930s, just
as he had rejected or refused to incorporate into the Generation of the 1930s
Embirikos and Engonopoulos when they first emerged on the literary scene.

Mario Vitti has remarked that Te Néa [pduuara did not publish any of
Engonopoulos's works before 1944 Taking into account that

Engonopouios's "MmoAlBdp, éva elnuxd moinua " was written during the
Occupation, the reason for this acceptance may be connected with his turn
towards Greekness. Thus, the "Generation" of the 1930s is defined not by
the age of its members but by common political views and aspirations.
These aspirations were related to the demands of the establishment of their

time; they combined health and optimism with an emphasis on Greekness.

< Ibid., p. 33.
‘¢ Andreas Karandonis, [ &€z, no. 4 (1933), p. 266.

Nikitas Randos's "atofnTik7j " combined an interest in Modernism with an interest in
"mpoAeTapiakty Téxvn", as Christina Dounia has observed, examining Randos's articles in
1931 and 1932 (Christina Dounia, Aoyoreyla xar IToAtrikif orov Mecordieuo. Ta
Aoyoreymnd nweptobind s apviorepds : 1924-1936. , Thessaloniki 1988, vol. 1, p.
138).

“vitd, H I'emd rov Toptdvra, p. 129,
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This characteristic of the Generation of the 1930s renders its attack on
the pessimism of the Post-Symbolists pdlitical. The poets and critics of the
Generation of the 1930s opposed decadent poetry to the poetry of vigour
-and, with the exception of Seferi-s, defined decadent poetry as self-obsessed,
and poetry of vigour as preoccupied with collective issues. Collective
issues, however, acquired for the Generation of the 1930s the significance of
national aspirations and thus, by accusing the Post-Symbolists of decadence,
they were actually accusing them of indifference towards their nation or
even of an unpatriotic attitude. The poets and critics of the Generation of the
1930s avoided references to the political significance of their optimism or of
Post-Symbolist pessimism, and employed, instead, terms associaté;d either
__»;with morality (e.g. "nfikd Kde ") or biology (opposing a young and healthy
“generation to an older one). The Post-Symbolists entered the debéte from a
defensive position and drew attention to the historical and political conteXt of
their pessimism. They accepted the terms employed by the Generation of
the 1930s, however, thereby not only adopting the division of literary history
‘into generations, but also implicitly accepting the premiss that optimism is a
positive and desirable factor in poetry whereas pessimism is sokmething
negative and therefore in need of justification.

Thus, the debate about optimism and pessimism was oystensibly stripped
of its ideological basis, but this remains present both in the fact that the issue
was raised and in the connotations that the terms employed acquired. One
example of these connotations is the following passage from Karandonis in

1954, leading up to the issue of Greekness:
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O "méros mov kpnuvideTar "** elvar o mévos

TWY POUAVTLKWY, TWY QTOUOVWUEVWY TTOV
eAegdvTivo mipyo Tous moLNTwWy — lows

va ’'vair axdun o mévos Tov KapuwTdkm.
Mia eAMnuur, pia avfpdmyn xapd avatéiet
uéoa amé ta Adyia kar Tous puduors,

TiS €WKOVeES KaL Tis gwTalyeies uias véas moinomns

6. 2. 2. Greekness versus Cosmopolitanism

‘The issue of Greekness is the second major point of reference in the
debate between the Generation of the 1930s and the Post-Symbolists.
Accerding to Eleni Vakalo, the Generation of the 1930s regarded Greekness
as a central point of reference not only for Greek but also for European’
identity, and believed moreover that Greekness in the sense of a quest for

Greek identity fulfils an "avdykn avefapmnTomoinons amé Ta ueydia
xévrpa ".* The character and various aspects of Greekness have been

examined by Dimitris Tziovas in his book Ot uerquopsgaioers rov eGvouot
ket 1o (deoddynua s eldnmkornras oro pecomdldeuo . What is of
interest here is the character of Greekness in relation to the reaction of the
Generation of the 1930s against the "Cosmopolitanism” of the Post-

Symbolists.

‘¢ A reference to Embirikos, Y¢uxduivos : "KAwotriplov viktepiris avdmavias " :
"elueba evrés s owwnris Tov kpnuwlouévov mévov ora ydpyapa Texvdouara Tov
UéMovTds pas .

+ Karandonis, Ecoaywy7 , p. 186.

“Eleni Vakalo, H guvoeoyreypla ms peramoleuals <yvns omy EAldsa, vol. 3,

O uvbos s EAMpundmras, Athens, Kedros 1983, p. 131.
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According to Tziovas, the debates about Greekness were indicative of a
more general clash between liberalism and conservative authoritarianism.®

This clash is apparent, for example, in one of the most important theoretical
texts of the Generation of the 1930s, the Acddoyos wa v Holnon  of
Seferis and Tsatsos in 1938-39. Tsatsos was against foreign influences, and
tried to establish rules for poetry based on logic and rationalism; poetry
which falls outside his set of rules "eivar avtifet pue ™ BabiTepny apxii
TOU €AnuLkoU TveduaTos kal TnS €AANVLKTS wpaldTnTas: aAid elvat
avTletn kat ue kdbe Svvatriv avtlAnygm Tov wpaliov "’® Thus, the
"eMnuicd metua " becomes both a criterion for and a method of censoring
the way in which language is used in poetry, while at the same time it is
" identified with aesthetic criteria. Seferis denied the relevance of the issue of
~ foreign influences to the issue of Greekness and added that "Greekness" is a
difficult and dangerous word;

yiaTl umopel va pas ouuPel, émws To SelyveL n

meplTTwon Twy /\oyLOTaTwV va - KaTaoTPEYouLE afLes'

kabapd EMnVuces', moTevovTas OTL vmooTnpi{oyue

™My €Ak Téxim. AAAd umopel va upas cuufet

katr To avTifeTo [...]: va vmoTaxboiue Sniadn

oe afles S6lov 1} eddyiora eAAnuikés, Bappdvras

Tws eAnvilovue.
For Seferis, Greekness is a broader issue, which cannot be reduced to a set

of rules concerning either the influences on poetry or the presence of

"Adyos" and the "dAoyo " in poetry.

* Tziovas, Ot uerauopgioets, p. 153.
* Yorgos Seferis - Konstantinos Tsatsos, E//a; Am/loyoy wa v Holpon , Athens,
Ermis 1975 [1938-39], p. 10.
* Ibid., p. 27-28.
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The dialogue itself, however, seems to have functioned in some measure
as a set of rules for the Generation of the 1930s. Elytis commented that
Seferis's views shaped the course of modern Greek poetry. The
"intransigence” of Surrealism began to retreat and the contrast between
tradition and the ne(av forms of poetry started to become less extreme until it

ended up as a "@uororoykn) cvyywvevon. Ki o amokdeiaTikd Stebviis

Xapaktnoas Tov kuwnuatos [Tov umeppeadiaTikou] Ba mapaywpoioe TN
féon Tou o€ ula kalvolpla QVaVEWUEVT; Aoy EMnyLK(fﬂyTag".sz

This new view of Greekness promoted by the Surrealists after the first
years of the appearance of Surrealism in Greece rendered Surrcalism
acceptable to Karandonis and Dimaras. The latter defined the Surrealist

project as "¢ws katr mwiorn " and, referring to Elytis's Greekness, remarked

that "Sev mpémeL va feyvovue OTL amdds €mETUYE kaAUTepa kdTL mOU

n 53

Arav péoa ommy Yuxr s yewds Tov .

The majority of poets and critics of the Generation of the 1930s asserted
that foreign influences were acceptable and even desirable for Greek poetry
and that they reinforced rather than harmed its Greekness. In 1938 Ta Néa
Iodupara republished Palamas's article, "H ¢avracia kar n marols ",
written in 1899 as an answer to Eftaliotis's attack against the literary
magazine T&yrr. Eftaliotis had attacked foreign influences and had asked
for a "pwpalikn Téyvn". Palamas had supported the internationalization of
the imagination and had spoken about an "evpwmaikt) Téxvn", adding,

H ebuvikdmns épyov mwiés Téxvns Sev uetpeltat

2 Elytis, Avoryrd Xaorid', p. 279.
* Dimaras, [ orgola, p. 481.
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1 mpos Tov Bafudy Tns €0WTEPLKIS KaL auToTEAOUS
avrov aflas, s kaltexviknsi...]. O, elval

“wpalov ev T TéYYY €lvar s €Bukrs (wiis
amoppoLa, pla Twy ONUAVTIKOY eKONAWTEwWY auTms.

Ta Néz Ipduuara republished this article with a preface stating that

Palamas's stance was a response to those who accused the young modem

"

poets of being "okoTewvol ", "EevéTpomor ", "mapdioyor ", "mepLgpovnTéSs

1n 54

™S €AAnuikTs mpayuaTikéTTas .
Although Palamas's attitude was one adopted by the majority of the pcets

and critics of the 1930s, one of the accusations levelled at Post-Symbolist
poetry was connected with its foreign influences. The distinction made by
~the Generation of the 1930s was between influence and mimicry.
.. Karandonis, for example, having rejected the accusation " TEPLGPOVTITES TNS
- €AMnuikTs mpayuaTikdTnTas " on behalf of the poets of his generation, used
the same term for the Post-Symbolists:

O owuBoAtouds Twv moLnTWY TOU SNLOTLKLOLLOU

mapauéver PabiTepa eXAnNUkOs, €V Twy

veoTépwy mpoomabel va yeipagenlel amd

Ta elnuikd evdiagéoovTa: ¢LrAobolel va poildoet

amevldelas ue ta mpétumd Tou. XdvovTas

OUws TNV €magry Tov UE TNV €AANVLKT]
mpayuaTikéTNTA, TEPTEL TUYVOTATA

o€ ptav avagouolwn uiunon.’’
According to Karandonis, the foreign influences in Seferis's poetry are
transformed into "€AAnukd mredua, eAAnuikd odua, ovyyxpovn €AAnviki
mpayuatikétnTa ", while in Post-Symbolist poetry no such transformation

takes place. Neither the reasons for the difference nor the difference itself

“ Ta Néz Tpdupara, yr. 4, nos. 10-12  (1938), p. 798.
** Karandonis, Etoaywyrj, p. 122.
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was explained by Karandonis; it was, however, implicitly related to the issue
of optimism versus pessimism. In the same text where he draws a
distinction between influence and mimicry, he also distinguishes between the
"eAnukry  yapd " of the poetry of the 1930s and the Post-Symbolist
"mévos ", which was not defined as Greek or European, but which was to
be obliterated by Greek joy. Therefore the participation of poetry in Greek
reality actually assumed for Karandonis the aspect of optimism.

The answer to the question of what the relationship between Greekness
and optimism, and between Greekness and the functicning of foreign
influences in poetry actually was, can be found in the same text, that is
Karandonis's Eioaywyij oy Nedreon Holpop . Karandonis accepted
foreign influences that reinferced the Greekness of the native elements of
Greek poetry. These native elements can be found in

TIS Tapadscels uas, TN YAWOOLKT [as €TEpOKANTT
moAupoppia, Ta eXinroxploTiavikd as GonokeuvTikd
ovuBora, ™y aiyAn mepacuévwy ueyaieiwy, ™

duon pas, T VESTEPN LOTOLLKY] LAS TPAYUATIKCTNTA,

TOV PUAETIKO pas peootavioud, 7o alTnuae nms
Snutovpylas evos "TpiTov moALTiouoU ", TN

Steukplvion s Géons pas amévavti
Avatoldris kar Avons. °

The "messianism of the race” and the creation of a "third civilization",
apart from placing Karandonis in his ideological context, also relate
Greekness to optimism. Although the ideology proposed here was not
shared by the majority of the writers of the 1930s, the demand for a

renaissance of Greece and the creation of a civilization based on elements of

* Ibid., p. 115.
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the Greek tradition was predominant in the works of the Generation of the
1930s, as can be seen, for example, in Theotokas's Apya

Atogfavévrave ™y avdykn va KAWTOTIOOUVE T7)
poutlva mov Tous owémale, va AvTpwoive améd
éva ortelpo mapeAfoy, va EavoryTolve oTo TéAayos,
va {fioowe favd TN (wij Tov mveluatos, Gyl

ma gav TameLvol ULUNTES TwV LEYEAWY TPoyovwy
ka. cgav kabuoTepnuévolr pafntés Twy Eévwvy,

pa oav efepeurnTés, oav KaTakTNTéS, gav
ainbwol EXnves. [...] To Eommua Tov

eMnukol mrevuaTos, n SnuLovpyia,

n Avayéwnon, n Adfa...”’

Therefore, in the role the intellectuals assigned to themselves, affirmation
‘constituted an essential part of poetry in order for poetry to promote
‘Greekness. At the same time, Greekness and consequently the roots of the
~>civilization the intellectuals aspired to create can be found in Ancient Greece,
- Paganism, Christianity, nature and history. Poetry promoting Greekness

“should therefore deal with these themes."

The definition of Greekness seems to be the ideological basis of the
attack launched by the Generation of the 1930s on Post-Symbolist peetry, to
the effect that Post-Symbolist poetry is characterized by unassimilated
foreign influences and by a lack of contact with Greek reality.

The reaction of the Post-Symbolists to these accusations took the form of
a defence against the accusaticns themselves rather than an exploration of
their ideological basis. That is, as was also the case with optimism and
pessimism, the Post-Symbolists generally accepted the terms of the

discussion as set out by the Generation of the 1930s. Thus, in 1938 Ouranis

¥ Theotokas, Aoy vol. A, p. 47-48.
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stated that there is no difference between Greek and European "mvedua
and that therefore writers who orientated themselves towards European
thought are not "wypo! uiuntés Twv Eypwmaiwr" but are seeking their own
identity.’® In this way Ouranis implicitly accepted that the main aim of Greek
poetry was the quest for a Greek identity. He adopted a similar attitude to

that of Paraschos’” and Seferis, namely that there is no point in differentiating

between Greek and European poetic traditions.®” He did not, however, place

the quest for Greek identity in its political context, nor did he explore the
ideological nature of the identity promoted by the Generation of the 1930s.
.M. Panayotopoulos and Kleon Paraschos raised certain aspects of the

problem in their debate with Karandonis. Panayotopoulos referred to the
attempt of the Generation of the 1930s to combine Modernism with Greek
tradition:

Ot veodAnres vmeppealioTés [...] {nTove TémO

eOvikd va orafovv, va yilvovww @uln, va yivouvv

mapdSoon, va pildooww. 2’ auTé ypwoTiéTal

n vmepBeAr, o’ auté xpwoTiéTalr n Pakyela Tous.

Yuvoroyotv Tov Tlaiaud kar Tov EAioT.

Tov Apayxdv kat To Makpvyidvvn. - Tov 1lepixAn

[tavvémovdo kat Tov EpwtdkpLTo.

Thus, Panayotcpoulos refers to some of the aims of the Generation of the
1930s which were connected with Greekness, and hinted at the nature of the

Greek identity they were trying to create, which, to judge from the names he

s¢ Kostas Ouranis, "To Evowmraixd Mvedua ", Néa Eoria, vol. 24, no. 279 (1938), p.
1061.

*® Tziovas, Merauopgaoets, p. 156.

*® Peri, "To meptodikd ", p. 56.

* Panayotopoulos, "H ¢uatodoyla s vmepBoliis ", p. 787.
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mentions, combined nationalism, modernism and the demoticist tradition.
These three issues are pertinent to the relationship between the Generation
of the 1930s and the Post-Symbolists. Demoticism and nationalism exist at
the ideological basis of the reaction of the Generation of the 1930s against

the Post-Symbolists, while modernism can be seen as an attitude towards
poetic language introduced by the Post-Symbolists”> and further explored

and developed by the Generation of the 1930s. Modemism will be briefly
examined under the heading "Affinities between the Post-Symbolists and the
Generation of the 1930s". Its functioning in combination with nationalism and
demoticism will not be explored in detail, since this is an aspect of the poetics
“of the Generation of the 1930s which is not directly ‘conhevcted" with the
; relationship between the Generation of the 1930s and the Post-Symbolists.
The issue of the combination itself, however, was raised in early works of the
Generation of the 1930s. In 1929 Theotokas called in EAetepo ITregua for
-an increased opening-up towards Europe and modern literary currents, while

at the same time stating that the major problem of his time was that "uas

1 63

Aelmer [...] n avdykn s [6éas In 1931 Karandonis, referring to

Seferis's Z7pog7f , spoke of the historical significance acquired by Seferis's
fifteen-syllable lines: "o Zegépns elvar (ows o mpdTos véos moLnTIis mOU

poppikd yepupdvel T vebdTepn molnon pe ™ (wvrTavi ﬂapd50077 TOU

*2 Modernism can also be said to have been introduced by Cavafy, see, for example,
Panayiotis C. Bosnakis, "Facing Fragments: C.P. Cavafy's Poetic Experimentations with the
lliad ", Modernism in Greece ? Essays on the Critical and Literary Margins of a Movement ,
ed. Mary N. Layoun, New York, Pella 1990, pp. 161-179. ,

* Theotokas, EAebepo Mregua, p. 74.
337




AnuoTikLOLOU Kal Tovu SNUOTLKOU TPayousLoy "* In his book Ot

UeTAUOnPWoELS Tov ebviouoy, Tziovas has referred to the combination of
modemism with demoticism and "eOuikd ooduata " as "To Tunua mov
énpeme va mAnpdoel autr) n yewd yia Tov UeTpLomalr) povTepyioud TS
al\d kat évas éfvmvos eAyuds mou dvoitfe To Spduo yia Tn ypriyoen

n 65

kabLépwor) Tns oTa udTia Tou €Bvous .

Kleon Paraschos in his article "Mepicés avaxpifeies” (1947) did not
refer to demoticism but to the issue of the orientation towards modern
European literary currents in combination with nationalism. Paraschos,
entering into the dispute between Panayotopoulos and Karandonis, responded
to Karandonis's definition of the Post-Symbolists as the generation of
"gevtocuuBoAlauds . Paraschos explained that the only Greek Symbolist
was Hatzopoulos. The poets of 1912, 1915, 1920, 1925 were not
"YevroouuPodiaTés ; their poetry was not an unsuccessful mimicry of
Symbolist poetry, because their poetic space was not just Symbolism.
According to Paraschos, the Post-Symbolists "kiwvodvrar oro ydpo s

1"

mayxdéoutas weinons " although the poetic atmosphere which prevails in

their poetry has mostly been promoted by Symbolism. Having rebutted in
this way the accusation of mimicry and suggested the international
orientation of Post-Symbolist poetry, Paraschos asked:

Av dowmov 70 "kAlua " ™s maykdéoutas molnons
kat AoyoTeyxvias elvar S.ebviouds kat
KoGUOTOALTLOUGS, Sev kaTaAaBalvw yiaTl dAAo
Té00 Sev elvar SieBviouds kat n onuepLVr

 Karandonis, O motp77js, pp. 90-91.
% Tziovas, Ot uerauopgaioets, p. 29.
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(as motue) maykéouia vmeppeaioTiks molnon

Thus, Paraschos implicitly posed the question of what the ideology behind
the references to mimicry and foreign influence was. Since the orientation

- towards modern European literary trends was shared by the Post-Symbolists
and the Generation of the 1930s,” such references, which implied a false

antithesis in poetic practice, suggested an actual antithesis in ideology.
Paraschos did not accept the division between a cosmopolitan generation and
a Greek generation promoted by Karandonis:

2TV KOoOUOTOALTLKT) Yeved Tov 1925 (as modue)
avTibérter o Kapavrivns tnv mépa—mépa (ovoia,
uopgn, owatolnuara, L6ées) eAAnuikr) yeved Tov 1930.
Eilvai, Aéet, n yeved mov pall pue moAdd diia
avaxdAvpe kat aftomoinoe wka’Atteyvikd 1o Atyaio.
Kipie Twv Awduecwy | Ztov Mamadiaudvn Aovmév
umdpxel To xpdua kar To kAlua kai n mvor)

s Kaomias ©aldoons kar oyt Tov Avyaiov ;

Kat Tov Bdpeto MMaywuévo Qkeavé avamvéouue

ota Adya s [Mdpens ; [...] TldAt kadd

mov Sev ékave mpdTn kaL Tov mAoww Tovu Avyalov
n meptovoia avtij yeved |

Paraschos observed the ideological basis underlying the promoted antithesis
between Greekness and cosmopolitanism. Such an antithesis actually
implied an antithesis between nationalism and internationalism.

The issue of unassimilated foreign influences was not explored in detail by

the Generation of the 1930s. It was employed to reinforce the accusation

% Kleon Paraschoé, "Mepiés avaxpifeies’, p. 1007.

* About Seferis, for example, not only Paraschos, e.g. Néz Eo7ia, vol. 10, no. 109
(1931)  pointed out his connections with French Symbolism and Post-Symbolism (Paraschos
mentioned Fargue and Milosz), but Karandonis, too, discerned Symbolist influences on
Z1pogif (Etoaywyh , p. 153) and K. Th. Dimaras actually placed Seferis's "kAlua " in Post-
Symbolism, since he described it as "«dTt avdueca oTouvs fantaisistes kat oTov Valéry"
(oroplaz, p. 482).
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that Post-Symbolist poetry had no contact with Greek reality. This desired
contact with Greek reality was implicitly defined by references to
messianism or to the need for a Greek renaissance after the Asia Minor
Disaster. The Post-Symbolists once more accepted the terms of discussion
suggested by the Generation of the 1930s and tried to defend themselves
against the accusation of unassimilated influences and in certain cases of
lack of interest in the quest for a Greek identity. In most cases they did not
explore the ideology behind the attitude of the Generation of the 1930s. In
two cases, however, those of Panayotopoulos's and Paraschos's articles, they
hinted at the nationalism underlying this attitude and implied that the
- antithesis between Q(reekness and Cosmopolitanism was actually an
antithesis between nationalism and internationalism.

While the poets of the 1920s tried to differentiate themselves from the

older Generation, which they considered "eAMnvdémAn«T{n]" and to emphasize
their Cosmopolitanism,” the poets and critics of the 1930s turned back to

Palamas, took up some of his ideas related to nationalist ideology and
adapted them to the demands of their time. The Asia Minor Disaster
probably accounts for the change in the main point of reference, as Tziovas
has pointed out:

Méxpt 1o 1922 T0 KUplo (TiTmUa yia To €AAnuiké €6vos
nTav mpdfAnua evéTnTas kar cuvéyelas, yLa avto
dAAwOoTe KkaL oL peTagopés nTav avdioya opyavikés
(eOuity duxnd, elnukéd mvedua), evd amé

To 1923 10 (TiThua yemoymyan[emz o€ mpoPAnuUa
Stagopds (eAdnuikémnTa) : mds SnAadri Ba fexwpiooyue
amd Ta dAa é0vn kat wds Ga mooBAnbel

* Tziovas, Ot uerauopgooers, p. 23.
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n eMnuuc) SiattepdmnTa.

The return to Palamas had the dual aspect of emphasis on the "eAAnvici
t6¢a " and emphasis on demoticism. At the beginning of the serial
publication of his article "H elAnuuai (5éa orov madauicdé AwSexdAoyo" in
I8¢ in 1933, Tsatsos added a footnote about his reasons for publishing it:
"Oq ‘ueve BéBara oTo cupTdpL pov, av Sev Hepa mws To Géua avris s
UEAETNS CUYKEVTPWVEL GA] TNS TNV TPOOOXT KaL 11 ouurdfeia | [Ths
184as |1 «au oTékeTar moA kovTd OTIS TVEULATIKES TIS ‘

katevdovoets ".°

[5¢a was one of the literary magazines of the 19305 fnat édopted the
most conservative views towards Greekness. Its principles and kaims were
| i)ublished in its first issue and clearly indicated the nationaiistic‘ ba’skis‘ of the
attitude of the Generation of the 1930s towards Post-Symbolism. [&éa
declared that it was going to fight, among other things, against " Taikrf~
mpomrayavSLoTiky Téxvn ", "To mvedua Tov TuPAoU LOVTEPYLOUOY, TS
emméAalns amoboxris Awv Twy véwy mpayudTtwy, Slyws kavévav

éAeyxo and "opLOUéVvES APPWOTLAPLKES LLETATOAEULKES TAOELS, TOU

KaAdLepyolv ndovikd kdfe Juyucr) kal cwpaTika) voonpdtnTa, kdfe BiTolo,

Kai owvdua apviovvral kai koupeMdlovy kde aiobnTikr metbapyxia M.

Post-Symbolism seems to belong to the latter category and was thus viewed

as dangerous in the same way as leftist or modernist art was. All three

 Ibid., p. S1.
™ Tsatsos, "H eMnukri (6éa ", p. 68

" [&¢a, no. 1 (1933), pp. 1-3.
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threatened the restitution of the "eOvikr) pas avromemoifnon ", which was
the aim of I8¢z .

Thus, the return to Palamas partly derived from a need to ignore or
combat literary currents which undermined nationalist ideology and to
promote the kind of poetry that affirmed nationalism and by association
demoticism and orality. The emphasis on demoticism was obvious in the first
issue of I& which declared its "adidAAay™ ordon o7o yAwooiko

"

{fmua ", in the first issue of Te Néw Ipdupuare  where Karandonis

declared that his magazine would continue the tradition of demoticism’”, and
in articles by Karandonis, Seferis and others. The significance of this
emphasis has been picked up by Peri in his "Etoaywyri oro mepiodixé Ta
Néa T, p&’ﬂﬂa‘m ". Referring to the aims of the magazine and its return to
Palamas, Peri says that the magazine aimed to be "n amokatdoraon s
maAauikris mTapdboons kL €TOUEVWS, OUTOTLKA, T) ATOKATAOTAON TNS

€Oviknis AetTovpylas Twv ypauudTwy oTO XWPO TNS SNUOTLKLOTLKYS
/ w73
udxms "
Demoticism and Palamas served as major points of reference in the
historical view of Greek literature promoted by the generation of the 1930s.

According to Seferis, Greek literature enters its "kavovikds Spduos " with

Palamas.

Ao Tis Svo mapabdoels mov guveyilovral adldkoma
amé TnY €moxTi TNS WPWTNS "Kowrnis ", n pta, n meplAaumon
Kat n vekpn, n Aoyia, Bplokel To TéAos Tns omn (wi)
s molnons pe Tov KafBdgn' n dAAn, n karagpoveuévn
kat n {wvtavr, n Aaikry mapddoom, agol Tpe PwTid
 Peri, p. 51.
™ Ibid., p. 50.
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amé ta Tdprapa kar ¢ws amé Ta HAdota ™ , Féomace
oTov amdvw kéauo pue Tov Tladaud. Amd Tov Tlaiaud
KkaL mépa, UoTepa amd Svo ylALdSes ypovia, yia mpWTN

gopd, n SLmAT eAAnuikT) mapdSoon evdveTar o€ uia ypauur'

Thus, Seferis emphasized the popular tradition of Greek literature, which,
in his view, assimilated the learned tradition. Apart from the fact that these
traditions are connected with the demotic language and katharevousa
respectively, they are also connected with the subject-matter of poetry. This
learned tradition of Seferis largely ccincides with the "avant-garde and less
Hellenocentric" category of poets, in Tziovas's taxonomy. According to
Tziovas, "The esoteric character of their poetry, the distaste for the
representétion of nature, the abundant intertextual references (particutarly in
_Cavafy), their European outlook and their linguistic peculiarity made them
i more germane to a textual world than to an oral society. This might also help
~us to explain why all of them [poets such as Cavafy, Karyotakis, Kalas,
Embirikos, Engonopoulos] were received inimically by their contemporaries,

accustomed as they were to a different kind of poetry which celebrated

voice, nature and Greek tradition".”

This emphasis on popular tradition, orality and demoticism as essential
components of Greekness is related to the negative attitude of the
Generation of the 1930s towards the Post-Symbolists who did not celebrate

nature or the Greek tradition and who undermined both voice and the written

’* A reference to Palamas's "Aokpalos " : "kat Ta TpayovSia pov T’ amAd kai Ta
Atd pov Adya [ gwtid ota Tdprapa nupave kat ora HAdowa ¢ws” (Palamas, 3, p.
222).

s Seferis, Aoxies A, p. 224 [1943].

’® Dimitris Tziovas, "Residual Orality and Belated Textuality in Greek Literature and
Culture", Journal of Modern Greek Studies, vol. 7, no. 2 (1989), p. 329.
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word. The Post-Symbolists therefore did not fit into the rules created
according to the criteria of demoticism and orality, the emphasis on which, as
~was also the case with Palamas's generation, is related to nationalism or
"hellenocentrism". ILM. Panayotopoulos referred in 1947 to the creation of a
new history of Greek literature by the Generation of the 1930s according to
their own criteria, saying that the Generation of the 1930s "eprjuwoe T0

mActigio Sdoos s NeceMlnuikrs Aoyorexvias "’

The "kavovikds Spduos " of modern Greek literature which the
Generation of the 1930s claimed 1o follow did not, therefore, include Post-
Symbolism, which was regarded as a deviation. The Generation of the
1930s laid down criteria for the permissibie use of Greek poetic language.
These criteria were related to demoticism and orality; for example Seferis

mentioned folk songs and Makriyannis as "yvduovas kat Bdon ' for the use
of Greek poetic language.”” Thus, the Generation of the 1930s pbsed the

question of what kind of poetry is appropriate to the Greek language. Post-
Symbolism was rejected as a poetic diction incompatible with the Greek
language, and the question of poetic language became a question of ethos.
Elytis, for example, referring to his optimism at a time when Karyotakis's
poetry was still prevalent, accused admirers of Karyotakis's poetry of bad
taste. This accusation was based on the fact that these people "EAdnves

ovras, karldepyovoave éva mvedua mov Sev dpuole orTo 1fos TS

7 ].LM. Panayotopoulos, "Ta cuumepdouara", Néa Eoria, vol. 42, no. 490 (1947), p.
1463. )

7® Seferis, Aoxiués A, pp. 68-70 [1938].
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eMnuktis yAdooas "’ Demoticism and orality were thus used not only as

aesthetic but also as nationalistic criteria and therefore Post-Symbolism was
rejected both as a poetic language which deviated from the tradition of
demoticism, and as a poetic language which deviated from the tradition of |
nationalism. |

In this context the emphasis placed by the Generation of the 1930s on the

demoticist tradition was directly related to nationalism, as Yannis Miliadis
pointed out in 1934 in Z7juepa . *° At the same time, in the historical and
political context of the '1[“9305 such an emphasis and the eXamples used were
probably chosen, as Tziovas has observed, in order to suggest a“"1rp6”‘7'wro
eMnukémTas mo AT Kkat krO‘U'}’KSKpL/léVO " than the one promoted by
" Metaxas." | | |

Apart from this attempt, which included the "discovery" of Makriyannis
“and Theophilos, the cultural nationalism promoted by the Generation of the

" 1930s is related to the collapse of the MeydAn 18éa afier the Asia Minor
disaster.’” This was sometimes directly stated by writers, such as Theotokas,
who in 1929 assessed the value of the new Generation in terms of the hope
that it brought to the defeated Greece of revival and self-confidence.” Later,

in 1948, Theotokas explained that the new

MeydAn 18éa mpémel va elvar n Snuiovpyla evos

™ Elytis, Avoryrd Xaprid, p. 243.
* Yannis Miliadis, "H emavdoraon Tov Anuotwiouot kat dAAa nympd mapduoia’,
2rjuepa, yr. 2, no. 1 (1934), pp. 17-23.
® Tziovas, Ot ueraugpguoets, p. 129.
* Ibid., p. 141. Tziovas uses the term "mveyuatikds ebviouds .
* Theotokas, EActfepo ITvetua, p. 74.
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(wrTavod, L8Léppvbuovr xat yoviuoy TYEULATIKOU Tupriva,
mov va owvexileL Tn peydAn mapddoon tns EArdéas,
va (el évTova Tn avyxpovn (wy, va BplokeTar ge
TauTéypovn avrTamokplon UE TN Avon kar Ty AvaTolr
katL va umopel va akTivoBoAnioel e épya kal LSées
ébw amé Ta ebvikd ovopa . **

This new "I&éa ", through the tradition of demoticism, orality and

Palamas's poetics, was related to Greek nature. Peri has observed that this
"dugiodaTpela " was a refuge from political reality or political duty®’ ; what,

however, is of interest here is that relationship itself. The 1938
commemmoration of Te Néa [pduuara, dedicated to Periklis Yannopoulos,

is indicative of this relationship, although Yannopoulos's extreme views were
questioned by varicus members of the Generation of the 1930s.*® Also
indicative are Elytis's references to Greek nature and its connections with

Greek thought and language® or Tsatsos's articles "O Tladauds kat n

eMnuikry yn " in 1935 or "To "Tpayoddt ™s I'ns ', Tov MuptBiAn " in

1937, Tsatsos related Greek nature to Greek history; both exist for him "oge

améAvrn wooTiuia " and therefore "elvar guvowé Ta owwamavTijuata Tov

ENMnva mounTii ue Ty eMnuual ¢lon va ‘var woTopikd Pefapnuéva "t
Both through its connection with Greek history and its continuity despite

many historical changes, Greek nature becomes "o vmépTatos avaBafuds

* Yorgos Theotokas, [Tveyuarixij ITopela, Athens, Fexis 1961, p. 64 [1948].
* Peri, p. 23. '

* Ibid., p. 45 ff.

* Elytis, Avoyrd Xaprid, pp. 30-32.

*¢ Konstantines Tsatsos, "Q Tladauds ket n elngukai yn", Ta Néa [pduuara,
yr. 1, no. 2 (1935), p. 73.
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* The preoccupation with Greek nature in poetry

™s €AAnuikiis L8éas .
was related to the nationalist aspirations of the Generation of the 1930s.
Poets celebrating Greek nature were identified with the "xkavoukids
Spduos " of Greek poetry, while those who, like the Symbolists, sought their
inspiration in urban life, as Seferis pointed out, or who did not connect Greek
nature with history, were spurned. Tsatsos listed the poets who possessed

the sense of Greek nature: Solomos, Valaoritis, Palamas and Sikelianos, and
added that "o Tadauds TerewwTicd eime Tov  éldpra " and that "o
Sikehavés elme v eMnpuuai ¢don  "2° Thus, Greekness and Greek
nature acquired a specific character for the Generation of thé 1930s, and this
character, which was directly related to nationalism, de facto’eX"clﬁded Post-
* Symbolism from the accepted tradition of Greek poetry. In his History of
Modern Greek Literature K.Th. Dimaras actually implied this exclusion by
- speaking of a choice the Generation of the 1930s had fo make. According to
Dimaras, the literary inheritance of the Generation of the 1930s was on the

~one hand "o BacgiAikds Spduos Tns mapdSoons ", that is the poetry of

Palamas and Sikelianos, and on the other "n dovnon Twv mepacuévwy, uia
GéAnon avatpomis kai avavéwons ywpls bpud’’

Therefore, the Generation of the 1930s emphasized Greek nature and
Greek history. These two were regarded as related and in combination were

considered to be the incarnation of the Greek "t6éa ". This "t8éa " after the

* Konstantinos Tsatsos, "To Tpayovd. s I'ns, Tov MuypiBiiAn ", Ta Néa
Tpdupara, yr. 3, no. 5 (1937), p. 400.
* Ibid., pp. 401-2.
* Dimaras, [ oropla, pp. 472-73.
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Asia Minor disaster was transplanted to culture, and poets and critics of the
Generation of the 1930s considered it to be the duty of poetry to express it.
Thus, they traced their line of descent back to poets whose poetry was
characterized by nationalist aspirations, and in particular Palamas, who
combined demoticism and orality with the emphasis on Greek nature and
history, thereby creating a system of nationalist poetics based on both the
subject-matter and the functioning of language. The Generation of the 1930s
returned to this system and, in order to do so, rejected the Post-Svmbolist
peetic system, which undermined it.

The poetic affinities between the Post-Symbolists and the Generation of
the 1930s (to be examined in the next section) were passed over in silence
or undermined by the Generation of the 1930s in order to point up ideological

dissimilarities. In the 1930s Gryparis characterized Karyotakis as the
representative poet of his time’? , but the Generation of the 1930s wished to

draw attention to the historical, linguistic and aesthetic gap that divided it
from Karyotakis and the Post-Symbolists in general. This gap actually
consisted of a radical difference in ideological orientation between Post-
Symbolist poetry and the poetry of the 1930s. The main ideological points of
reference for the Generation of the 1930s were optimism and health on the
one hand and Greekness on the other. These two points of reference are
interrelated aspects of the nationalist ideology predominant in the poetics of
the Generation of the 1930s. This ideology forms the basis of the attitude of

the Generation of the 1930s towards the Post-Symbolists, whom they

2 Agras, Kpemied B, p. 186.
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accused of pessimism and Cosmopolitanism; this latter term was rendered
negative by its implicit accusation of lack of contact with Greek reality. -

In some cases the Post-Symbolists hinted at this ideological basis of the
- Generation of the 1930s; in most cases, however, they assumed a defensive
position, simply responding to the accusations. Thus, although the clash
between the Post-Symbolists and the Generation of the 1930s was actually a
clash of different ideological systems and systems of poetics, the debate
between them dealt in most of the cases with matters of aesthetics, themes
of poetry, language or even the modus vivendi of the poets. While the poets
and critics of the Generation of the 1930s placed themselves in the historical
‘and political context of their time from the point of view of their aspirations

e.g. the creation of a cultural "t6éa " to replace the lost MeydAn 16éa ),
~ they did not refer to the nationalist basis of their aspirations, nor did they
- place this nationalism in its historical and political context.

This can be exemplified by Karandonis's article "O KoouomoAiTiouds
o Neoelnvukaj Tloinon " in 1947.°° In this article Karandonis tried to

place Greek Cosmopolitanism in its historical and political context, but did so
from a negative point of view. He regarded Greek Cosmopolitanism as a
reaction against poetic demoticism, which had reached its acme with
Palamas and then, after 1915, had lost its creative impetus. He also viewed it
as an inevitable consequence of the urban development of Greece, although
he did not explore Cosmopolitanism as a possible reaction against nationalism

and a way of promoting internationalization.

* Karandonis, ITpgBodéss A , pp 20-41.
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Karandonis discerned seeds of Cosmopolitanism in the poetry of the
demoticists, but added that these poets had deep roots in the soil of Greece
and were preoccupied with Greek folk life. From 1915 onwards, however,
poetic demoticism was beset on the one hand by its own lack of development
and on the other by the opposition of history itself. After 1922 "o
SNUOTLKLOUGS AnguovLéTar Kal cayv duson melpa moLnTikT), kaL cav
atodnTicé Lbavikd, kat cav dmoym AAnvikiis (wrjs " and the idea of the
citizen poet, promoted by Palamas, was destroyed by the Asia Minor
disaster. Karandonis did not further explain the idea of the "citizen poet”
which, in the poetry of Palamas, frequently took the form of the identification
of the aspirations and subject-matter of poetry with the demands of the
establishment. For Karandonis, therefore, the reaction of a younger
generation of poets against the poetics of Palamas was perceived as a non-
fulfilment of their duty towards the race:

Ot mveyuatikol véoL s emoxris ekelvns 1iTay
Toayikd €Aelfepor va mdpouvy 6moLo SpOLLO
BAémave avoLyTé umpooTd Tous, dmoto Spduo
fa Tous amoudkpuve amo Tov TOLNTiLKO
SNUOTLKLOUO, ATl TT) Mfyd/\n EMd&J a7To’ ™Y
t6éa Tov Ebvovs, amé mv avdykn Tou provs‘

mpos TO GuAeTié avvoro. Tiatt dAa avrd
akovyovTay TNV €moxT) €xelvn cav kovpia Adyia.

Although Karandonis did not explain here that his Generation had chosen
to return to a large extent to the poetics of Palamas, his identification with the
ideology of Palamas was clear from both his viewpoint and his vocabulary,

for exampie "it6éa Tov Ebvous instead of "nationalism". Karandonis

seems to be accusing Palamas of nothing more than a lack of pcetic
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development, a lack of innovation in poetic techniques. He appears to share
their ideals and aspirations.

Even from his partisan vantage-point, however, Karandonis tried to place
literary Cosmopolitanism in its historical and political context. What is
indicative about the nature of the dialogue between the Generation of the
1930s. and the Post-Symbolists is the fact that Karandonis failed to discern
the relationship between the Generation of the 1930s and its historical and
political context. Having defined Cosmopolitanism, Karandonis said that this
trend was prevalent until the crisis of 1931, after which the economic

~considerations related to nationalism, which arose, blocked off the
‘international roads along which the cosmopolitans had been travelling. The
emergence of Fascism in Europe and concomitant harbingers of war created
~+a situation in which "n koouomoAiTikij AoyoTexvia €K€Z YUpw ota 1931
yuuvdbnke ca Sévtpo mov évas faguvikds dveuos Tou TIpe GAa Ta

' @¢vAAa ". Karandonis was aware of the historical and political context of his
generation, but failed to see any connection between the ideology and poetics
of his generation and an historical and political context characterized by the
rise of the new nationalism. |

This failure is an example of the way in which the ideological basis of the
dialogue between the Post-Symbolists and the Generation of the 1930s was

passed over or disguised. This ideological basis, however, is implied both in
the predominant subjects of this dialogue (health and optimism versus
pessimism, and Greekness versus Cosmopolitanism) and in the connotations

these subjects acquired in the course of the dialogue. From the point of view
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of ideology, the two poetic systems, that of the Post-Symbolists and that of
the Generation of the 1930s, are characterized by radical differences, which
led to clashes, while from the point of view of poetic practice there are
affinities both between individual poets and, more generally, between poetic

systems.

6. 3. Poetic affinities between the Post-Symbolists and the
Generation of the 1930s

The poetic atfinities between the Post-Symbolists and the Generation of
the 1930s are the other side of the coin in the relationship between the Post-
Symbolists and the Generation of the 1930s. That is, whereas this
relationship, as reflected in articles and critical essays, is mainly one of
rejection or of deep-rooted differences, the same relationship, as reflected in
their poetry, is based to a large extent on affinities. This is another indication
of the fact that the hostility was based on ideology, which in turn was
conditioned by the historical and political context.

The poetic affinities between the Post-Symbolists and the Generation of
the 1930s may reflect both common influences and a common context; they
may also sometimes reflect the ideological gulf by assuming the form of
negative reactions. These kinds of affinities have been observed or explored
by critics. Here then I will refer to these critics in order to trace certain

specific affinities between individual poets. I shall then lock briefly at some
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broader affinities between the poetic systems of the Post-Symbolists and the

Generation of the 1930s.

6. 3. 1. Specific affinities

Since Karyotakis was, as Elytis put it "70 peydio ¢gaBopl ™s emoxiis"
and moreover the predominant voice of the Post-Symbolist group of poets,
the specific affinities that have been observed or explored, nearly all concern
Karyotakis. One indicative reference is that of Seferis in 1936. Seferis,
speaking about the influence of Laforgue on Eliot, listed various features of
‘Laforgue's poetry and then concludes: "Kd7t yrwploaue «i euels amé m™

n 94

" “Bidbeon avr pe Tov Kapvwrdrkn"’* Through this reference, Kéiryotakis is
‘connected with two poets with whom Seferis has expressed' his own
 affinities.”’ Thus, indirectly, this "yrwoipuia " with Karyotakis acquires the
character of poetic affinities.

The affinities between Karyotakis and Seferis have been observed or

explored by Vassos Varikas, G.P. Savidis and Mario Vitti among others.

114

Savidis characterizes these affinities as "ywveuévn emiSpaon or as

n96

"TapdAAnAn eumeipia™” and traces them throughout Seferis's poetry. Mario

n97

Vitti qualifies the word "influence" as "oTevdywpn and prefers to speak

about the "Blwua Kapuwtdkn*which he defines as the "ocwvaigbnon pias un

™ Seferis, Aoxyués A, p. 21 [1936].
* Yorgos Seferis, Aoxrues B, Athens, Ikaros 1974, p. 12 ff [1948].
* G.P. Savidis, Introduction to K.G. Karyotakis, [Tot7juara , p. py.

 Vitti, H 'ewd mov Tpidvre , pp. 108-9.
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"

avbevrikiis  Umapéns This feeling is, according to Vitti, predominant

both in Karyotakis and in Seferis, and is combined with a "oTépnon

s 1 98

npwiopoy .

In speaking of this shared experience and predominant atmosphere in the
poetry of Karyotakis and Seferis, Vitti refers to a question posed both by
Karandonis in 1936 and by Varikas in 1939: whether one of the prevailing
poeis of the avmkapuvwrakikri Generation of the 1930s was actually
continuing the poetic atmosphere of Karyotakis. This question is implicitly
posed and answered in the negative by Karandonis. Presenting Karyotakis
as an example of "metotfdvaror manTés ", Karandonis denied that Seferis is
a "mewol9dvaros " poet (see above, section 6. 1. 2.). Nevertheless, in itself
the distinction beiween Karyotakis and Seferis on the part of Karandonis
who repeatedly emphasized the anti-Karyotakian character of the
Generation of the 1930s, suggests the existence of an affinity between the
poetry of Karyotakis and that of Seferis.

In contrast to Karandonis, Varikas believed that Karyotakis and Seferis

share a common "éSagos ".”’ According to Varikas, Greek poetry after 1914

followed a process of dissolution, and this process came to an end with
Karyotakis. After Karyotakis, who suggested by default the need for
innovation in the subject-matter of poetry and techniques of expression,
Greek poetry presents two trends according to Varikas. The first takes

account of and expresses decline; it begins with Cavafy and Karyotakis and

* Ibid., p. 160.
* Vassos Varikas, H Meramodeuixij pas Aoyoreyvia, p. 84.
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continues with Seferis. To this, Varikas contrasts the second, for which
"dwTewds obnyds  [oTékeTal 1o Nalauikd owcoddunua’ 3
representatives of this trend are Sikelianos, Kazantzakis and Ritsos.

This division, as well as the reference of Varikas to Palamas, indicates
which poetic systems were promoted by Varikas and serves to place his
references to Seferis and Karyotakis in context. Varikas believed that,
although Karyotakis's poetry was\a'dead end, "To ébagos [...] mov Siébpefe
Tov Kapuwtdkn kat ot emppoés mov Séxtnke Sev efagavioTnkay e To
Bdvaté Tov. To éSagos efaxorovfnoe va avamapdyer Tis (Sies
- SnAnmpudders Tofives . According to Varikas, certain poets of the 1930s
"apvoduevol Tov Kapvwtdkn o’ 6,1t To emetcodiakd efégpale, Tov.
gwvexilow 1j ToudxloTov kiovvtal oTo (Slo ébagos, ofaoﬂuﬁ agopd TV
ovota s #0[77077’5‘ Tou, 8nAadry ™ ordom Tov amévavtt ot Lwh! One
of the poets is Seferis, whose poetry, although generally regarded as the
‘beginning of a new poetic era, in fact continues the atmosphere of
Karyotakis's poetry. Varikas regards Seferis's pessimism as more deeply
rooted than Karyotakis's and views Karyotakis's poetry as a protest; but
Seferis's as submission to fate.

The "kows éSagos " or "Biwua " can be found in the Asia Minor
disaster and in the historical and political context of the years immediately
preceding and following the disaster. Although the return of Venizelos to
power in 1928 was probably related to the desire for a new
renaissance promoted by the Generation of the 1930s and consequently to

the optimism, health and Greekness that this generation put forward as the
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basis of its poetics, the consequences of both the war and the pre-war period
were present in Greek society and constituted a factor in Greek history.
These consequences and the new historical reality were an experience
shared by the Post-Symbeolists and the Generation of the 1930s, and the

"xowé édagos " or "Blwuea " Varikas and Vitti refer to probably consists in
that experience.

Another part of this "kovd édagos " or "Blwua " consists in the readings
of the Post-Symbolists and the Generation of the 1930s in European
literature, and French literature in particular. This experience constitutes a
part of the postics of the Generation of the 1930s irrespective of how they
assimilated it and how their assimilation differs from the Post-Symbolists’
assimilation of European literature. The fact that the Post-Symbolists and the
Generation of the 1930s actually belong to European trends which evolve
e@lto other, was emphasized by I.M. Panayotopoulos in his dispute with
Karandonis. Panayotopoulos refers to the changes the Post-Symbolists
- brought about in poetry; changes which had to do with the rejection of
"onTopsla ", sentimentalism and "YevrogdLrooodikri moAvAoyia ", and the
return of poetry to its lyrical roots. According to Panayotopoulos, these

changes were effected "olugwra pe To mapddetyua Twy mTOLNTWY, TOU

oTdfnkay o Sdokalot Twy Saokdiwv Tov k. A. Kapavrdim "'

Therefore, common historical and political experience on the one hand
and common reading experiences on the other are at the root of the poetic

affinities between the Post-Symbolists and the Generation of the 1930s.

' Panayotopoulos, "H ydpa Twyv eAepdvrwv", p. 910.
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These affinities may take the form either of a continuation of the same poetic
atmosphere or poetic themes, as in the case of Seferis,'”’ or of reactions. In

additions to similarities with Seferis, Savidis also discerns similarities between

the poetry of Karyotakis and that of Ritsos. Apart from some influences,

2

more or less assimilated, to which Savidis refers, ™ Savidis also poses a

question concemning a general continuation or adaptation of Karyotakis's
poetics in the poetry of Ritsos: o

Eva mpbyepo mapdSeiyua, avdueoa ge moldd, e agetnpla
TiS Tukvés Slakpioels Tou Aypa: oty moinar uas, Aéel,
voTepa amd Tov nloypadlkd peaAloud, 0 adTiKCs peaAlouds
mpoLdAAeL kabapds pe Tov KafBdgn kaL yiveTar wsaoTikds
ue Tov Kapuwtdsn. H owéyeia s yevealoylas avrmis
Sev BpiokeTar dpaye kateloxnv oTov LikpoaoTikG €lTe
mpoTeAapLakd veopeaioud Tov Pitoou; '™ ~

Savidis does not examine the case of Engonopoulos, since he is looking at

' For a different view on the relationship Karyotakis-Seferis, see Nassos Vayenas, O
- HNoaprifs «kat 0 Xopevrifss Mia eléraon s monmikifs kar s molpnons Tov
- Zegéon , Athens, Kedros 1980, p. 120. Vayenas considers the affinity between the two
poets to be "mepLogbTepo gvyyéveia cvvaiagbnuaTiki kaL ALyOTeEpo exgpacTikdy
katevdvoewy ", and traces any common modes of expression between the two poets to the
fact that they both read Laforgue.

%2 Savidis quotes the poem "IlotnTés ", dedicated to Karyotakis, from Tpax7ép and
speaks about the "kapuwTakiouds " of the first two collections of Ritsos: Tpasxrep, 1934,
and ITyoauldes, 1935. In this context, it is interesting to note that the dialogue the poem
"MlownTés " (Yannis Ritsos, Toc7juara 193060, Athens, Kedros 1967, vol. 1, p. 28)
initiates with Karyotakis's "OAot uadi " (as well as with other poems of Karyotakis), is
continued in "Karaslkn " from Mupauibes (Ibid., p. 99): "Euels, ayépwyor Mowntés,
gaitdpéraror gogol, [ue To Aoglo s éumvevons ca oTpatnyol omovbalol, [ TO
oTpdTeyua Twy cvlafBdv kwodue ot aTpogdr...'. For a discussion of the nature and
significance of this poetic dialogue, see also Kostas Demelis, "The Suppression of an
Imminent Modernism: Y. Ritsos's Response to K. Karyotakis's Challenge", Modernism in
Greece? , pp. 137-159.

' Savidis, Introduction in Karyotakis, Hot7juara , p. AB. The relationship between
Ritsos and Karyotakis has also been mentioned by other critics; see, for example, Dinos Siotis,
Yorgos Veloudis, Chryssa Prokopaki, Kalman Sambo in Agiéoaua orov I'idvvn Plroo,
Athens, Kedros 1981. This relationship was one of the points on which Karandonis based his
attack on Ritsos in 1935 (Andreas Karandonis, "Ttdwwn PiToov, Tpaxrép. Tourhuata
1934 ", Ta Néa Ipduuara, yr. 1, nos. 7-8 (1935), pp. 439-41).
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poets who appeared between 1927 and 1935.”" Engonopoulos's affinity with

Karyotakis and with Post-Symbolism in general appears to be that of
similarity as regards some recurreﬁt themes. For example the poet as
outcast, his sufferings while composing his poems, and his solitude or death
as a result cf poetry - these are recurrent themes in the poetry of both
Engonopoulos and the Post-Symbolists. Moreover, as Frangiski
Ampatzopoulou argues, Engonopoulos often refers implicitly or explicitly to
Karyotakis, as for example in "O puvotikds mountiis . Ampatzopoulou also
argues that Karyotakis "poidler va PpiokeTar oy agetnpia Twv
mpofAnuatioudy Tov Eyyovdmoviov [...] ki akdun meptoooTepo, poldlel
va .mpokelel : moo Ba elvar To véo Tpayoust ;"™

In Embirikos's Y¢aducros; according to Savidis, "Sev SiakpiveTat [...] To
mapaulkpd ixvos Adpov pe omoLadimoTe €AnVLKT] Aoyoreyrixry
mapd&oon ". This view is open to question but the point which is of interest
here is Savidis's observation that in Y¢wduwos "Ta mdvra éyxowv

kaTtaAvbel amo Tnv emavdoTadn) ToU UMEPPEAALTLLOU " and that this

dissolution had been promoted by Karyotakis.'® Embirikos himself, as has

been pointed out above (section 6. 1. 2.) in "OTav ot ewkdAvmror Gpoilovw
oTis aAées " suggests even broader affinities between his poetry and that
of Karyotakis, saying that Karyotakis dreamt of a Paradise and depicted its
absence instead of its presence; therefore, according to Embirikos, the

difference between his poetry and that of Karyotakis consists in the choice of

' Ibid., p. Ay.
' Ampatzopoulou, Nixos Eyyovdmovdos , p. 40.
' Ibid., p. ve.
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looking at different sides of the same coin: the relationship between reality
and dream. Both the affinity mentioned by Savidis and the one implied by
Embirikos can apply not only to Karyotakis but to Post-Symbolism in general.
The dissolution promoted by Karyotakis is also present, if to a lesser extent,
in the poetry of other Post-SymBolists, while the nostalgia for Paradise is a
recurrent theme in Post-Symbolist poetics.

Another affinity, frequently referred to, for example by Karandonis in

1947, concemns the poetry of Ouranis and Kavadias.'” Kavadias appears to

8

act as a link between Post-Symbolist poetry and the poetry of the 1930s,"

since he uses motifs of Post-Symbolist poetry, such as escape and travelling,

“and develops them into a new outlook related to the broadenivngf‘of horizons
* that Seferis mentioned in 1941.'”

Elytis's poetry, especially the first collections, is regarded by Sav.idis, Vitti
and others as a reaction against Karyotakis.''”  This image of Elytis,

however, may to a large extent have been a creation of his critics, as

Alexandros Aryriou suggested in 1958 and as Savidis and Vitti have

' Karandonis, "o KoouomoAiTiouds ", p. 27 ff

' The question of links between the Post-Symbolists and the Generation of the 1930s
(such as Kavadias, Baras, Papatsonis) is not furtherly dealt with here, since it has not been one
of the issues foregrounded by critics or by the Generation of the 1930s itseif. Another question
not dealt whith here is the relationship between the Post-Symbolists and other poets who first
appeared in the 1920s or early 1930s, such as Y.Th. Vafopoulos, whose collection Ta Pdda
s Myprdidns (1924-1931), in Ta ITowprikd , Athens, Estia 1970, pp. 21-96, could be
examined from the point of view of motifs connected with Post-Symbolist motifs.

' Seferis, Aoxruds A, p. 167.

'° D.N. Maronitis explores the contrast between Karyotakis and Elytis in Elytis's post-
1960 poetry and speaks about the "akpaia avtifeon" between the two poets but also of their
"ovumAnpwuaTidois] kaw ovykplow[ovs] Tpémiouvs] " (D.N. Maronitis, "H mounTik}
atowodofla Tov Obvaoéa EAvmn", ITiow Mmpos. Hpordoets xat virobéoets ya 7
veoeAdnprikr molnon kar wefoypadia, Athens, Stigmi 1986, pp. 107-129).
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observed. Aryiriou points out that Elytis's critics harped on the bright tones
of his poetry, without paying attention to the elegiac tones or the hesitations
and doubts, which are also present in his poems. According to Aryiriou, "o’

"

éva Bafud o EAvmns émeoe OUua Twv KpLTIKWY TOU In order to

emphasize the anti-Karyotakian aspect of his poetry, his critics "dev

emonuavay 6,7t Mo UOVLO KaL Lo ovoLacTiké wvelua Siébete "M

Vitti, too, refers to the role Karandonis played in the creation of Elytis's
image. Karandonis emphasized the presence of youth, health, happiness and
the Aegean sea in Elytis's poetry and presented this as a permanent and
ideal situation. Taking account of the "tSeodoyikii amoreAudTwon " of the
time, this portrait of Elytis was a highly accepiable one. As Vitti puts it, at
the time there were "Sidyvres [...] mpooAaufPdvovoes yia va yivel
amodexTés Slyws empurdlels kar yia va amoTeléoel éva mpdTUTO TMPOS

amoulunon, o tAapds kai Eéyvoraotos EAUTNS, kai va mepdoel

1 112

amapaTnienTos o vmdAoimos EAUTs .
This emphasis by his critics on the anti-Karyotakian aspect of Elytis may

it

indirectly indicate the existence of an "é¢dagos " shared by the Post-
Symbolists and the Generation of the 1930s. The reaction against the poetry
of the Post-Symbolists in general and Karyotakis in particular was based on
ideological considerations rather than poetic dissimilarities.

Specific poetic affinities between Post-Symbolism and the Generation of

the 1930s have been explored or observed by various critics, particularly

" Alexandros Aryiriou, Atadoyinés Arvayvioers EAMifvawr Ymegoeadioraly, Athens,
Gnossi 1983, p. 52 [1958].

"2 Vitd, H F'emd rov Tpudrra, p. 157.
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where Karyotakis is concerned. These affinities take the form either of
similarities or responses and indicate shared historical experience and
common readings. Moreover the themes or poetic techniques of Post-
Symbolist poetry were exploited or further developed by the Generation of
the 1930s.

Apart from specific themes and poetic techniques the affinities between
the Post-Symbolist school and the Generation of the 1930s appear to be

broader and to concem their attitude towards poetic language.

6. 3. 2. Broader affinities between the Post-Symbolists and the Generation of

the 1930s

The broader affinities between the Post-Symbolists and the Generation of
‘the 1930s include two points which will not be explored here in detail, since
this would involve a study of the poetics of the Generation of the 1930s.

The first point consists in the transplantation of Greek poetry into the field
of European poetry. This transplantation was suggested by the Post-
Symbolists who regarded as their antecedents both Greek and French or
other European poets, and viewed their own poetry as part of a European
trend. Thus, they shifted the central point of reference of Greek poetry from
national tradition to an intra-European dialogue. This remained a central
point of reference for the Generation of the 1930s too. Although the
‘Generation of the 1930s resumed the preoccupation with tradition, it

combined this preoccupation with an intra-European poetic dialogue. This
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combination was reflected, although from a negative point of view, in
Panayotopoulos's phrases: "Yurodoyotw tov lladaud kat Tov EAioT.

Tov Apaykbév kar To Makpuvyidvin The nature of the dialogue can be
adduced from translations of foreign poetry into Greek, such as Seferis's
translations of Eliot or Elytis's translations of Eluard, from references of the
poets of the Generation of the 1930s to foreign poets and from Greek
versions of European trends, such as Surrealism.

Although the prevailing idedogy of the 1930s pointed to a return to
tradition and Palamas, and was to a large extent hellenocentric, European
poetry coentinued to be the area in which Greek poetry moved, and this
appears to be a central affinity between the Post-Symbolists and the
Generation of the 1930s, not only as far as European influences on them are
concernéd but also in their attitude towards poetic language, which they
consider among other things to be a means of and a reflection of an
international dialogue.

The second point of a broader affinity between the Post-Symbolists and

the Generation of the 1930s concerns poetry as "the problematics of
language".'"® This affinity was implied in Zissimos Lorentzatos's observation
about the crisis of Greek poetry:

n aAnbumn oTpodri Tns €AAnuikris molnoms b€ yivnke
pe T ZTpodif , ald o Zegépns oxeTideTar padl s,
emeldn) ekelvos elvar mov €8woe TNV TMPWTN amdyTnamn,
pe 1 ovdoyr Mubiordpnua(1935), omnv kpion

™S €Xnuikiis molnoms 17 Tov motnTikoU parlar,

drrws Ba éAeye o Advmns — mov TN onpadevouve,
Séxa ayxeSov xpévia mwpw, Ta Eleyela wat Zdripes

"'* Roland Barthes, Writing Degree Zero, p. 9.
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(1927) Tov Kapuwrdin "

Lorentzatos's point of view epposes the“ point of view promoted by
Karandonis who emphasizes the collision between the "Generation of the
1920s" and the Generation of the 1930s. As Massimo Peri has pointed out,
’Lorentza'tos replaced Karandonis's idea of a eollision between generations,
defined by the yeafs 1928 ahd 1935, by the idea of a continuity, since
Mubiordpnua does not oppose the poetic crisis of EAeyela var ZdTipes but

responds to it.'"’

As has been discussed in Chapter 5 , Lorentzatos observed the poetlc
crisis, to wh1ch he referred in the undermlnlng of the metncal structure of
poetlc language The metrical structure, however, as is also the case W1th
the syntactical and acoustic structures, is related to the semantlc structure of
'poetlc language. Therefore any phenomenon prevailing in the metrical, the
acoustic or the syntactical structure usually enacts phenomena of the
~ semantic structure of poetic language. |

The recurrent themes of Post-Symbolist poetry revolve arouhd a central
problem, which is the relationship of poetic language to its- subject-matter.
Thus, Post-Symbolist poetry is characterized by self-referentiality, which
differentiates it from the poetry of the Generation of the 1880s. While the
poetry of the 1880s focusses on references to external reality, the Post-
Symbolists shift this focus to a reference of poetry to itself.

This shift of focus can be seen as a transition from "orphic” to "hermetic"”

"'* Lorentzatos, p. 89.
s Peri, p. 12.
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poetry according to the definitions of Gerald Bruns; a transition from the
concept of language as "a medium for thought or feeling” to the concept of
la;;lguage as "a power of pure formation, in which words take on value as
realities in their own right and not simply as signifiers in a structure of

meaning".''®* It can also be viewed as a beginning of Modernism, if one

"esteems Modernist literature as a liberation of the text, of the word".'"

According to Clive Scott the most fundamental achievement of the
"Symbolist revolution" was that "it awakened an acute consciousness of
language"”,'* thereby marking a beginning of Modernism in literature.

| Ei‘thef as a transition from "orphism" to "hermeticism" or as a beginning
of Modemism, the shift of focus from external reality to poetic language itself
constitutes a radical turning-peint in Greek poetry. This turning-point is
conditioned by the historical, political and ideological context which has been
examined elsewhere. As Dimitris Tziovas has pointed out, in Palamas's
Generation the "concepticn of literary language outwardly orientated [is]

accompanied by the illusion of an "accurate" description of "outside reality"
and the transcription of ordinary speech".'"” Thus, the "orphic" éoncept of
- poetic language in the 1880s is connected with the aspiration of the poets,
and particularly of Palamas, to depict the Greek national soulg The transition
from "orphism" to "hermeticism" constitutes a part of the reaction of the

Post-Symbolists against the poetics of Palamas.

"¢ Bruns, p. 2.
"” Modernism 1890-1930, p. 206.
"# Clive Scott, Modernism 1890-1930, p. 212.

""* Tziovas, The nationism , p. 149,
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The self-referentiality of poetic language is present in the poetry of the
Generation of the 1930s. Although the writers of the 1930s emphasize their
interest in external reality, the point of view which they adopt towards it is
frequently characterized by self-referentiality. An example of this can- be
found in the poetry of Engonopoulos, where certain recurrent themes, such
as the poet's isolation or the diséstroﬁs c;onsequences of poetic creation,
apart from presenting affinities with themes of Post-Symbolist poetry, also
constitute references of the poetic language to itself. |

Probably both because of the national aspirations related to the poetry of
the 1930s and because of a new poetic language characterized by free verse
and Surrealist elements, the Generation of the 1930s generally diéplays a
confidence in poetic language which is absent from the poet“rybf the Post-
Symbolists. This confidence is frequently present in the references of poetic
language to itself, as for example in Embirikos's definition of poetry:

“ H moinois eivar avdmrrvéis otidBovTos modnidTov.
Méoa m™s dAor peyaidvouue. Ou Spduor eivat
Aeuol. T’ dvbn wrotv. Amé Ta métaid Tous

avabvovtar ouyvd likpouTalkes matdlokes. H
Z z z z 2
exSpours avrr) Sev éxer Télos.’

It is also present in the creation of a different world, based for example on
surreal associations, through poetry. | | |
Thus, in the Generation of the 1930s, poetry is characterized both by the
"orphic” and by the "hermetic" concept of poetic language, while references
to poetic language present both similarities to and radical differences from

references made by the Post-Symbolists. This dual concept reflects on the

'* Andreas Embirikos, IToc7juara , [Evdoyajpa ], Athens, Galaxias, p. 163.
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one hand affinities of the Generation of the 1930s with both Palamas and the
Post-Symbolists, and on the other, the development of the "hermetic" concept
of poetic language. That is, while for the Post-Symbolists this "hermetic"
concept frequently constitutes a vicious circle, since poetic language is
regarded as incapable of fulfilling its role, the confidence the Generation of
the 1930s displays towards poetic language seems to be related to the
synthesis of the "hermetic" with the "orphic” concept, since the realization of
the creative power of the poetic language leads to the creation of a poetic
world and vice versa.

Therefore poetry as a "problematics of language” constitutes a central
point of affinity between the Post-Symbolists and the Generation of the
1930s. The Generation of the 1930s develops and differentiates the
"hermetic” concept of poetic language which prevails in Post-Symbolist
poetry, and, moreover, it combines this concept with the "orphic" concept of
poetic language, thereby following European literary trends, such as
Surrealism, while at the same time achieving a synthesis between the poetics
of Palamas and the poetics of Post-Symbolism.

The peetic affinities between the Post-Symboiists and the Generation of
the 1930s concern both specific similarities or reactions between individual
poets and two central points of poetics, that is, the transplantation of Greek
poetry into the field of European poetry and the concept of poetry as a
"problematics of language”. Both the specific and the broader affinities are
‘conditioned by the historical, political and ideological context on the one hand

and by the cultural context, that is, by the readings of the Post-Symbolists
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and the Generation of the 1930s, on the other.

Thus the relationship between the Post-Symbolists and the Generation of
the 1930s presents two fundamental aspects. On the one hand the common
historical and cultural context leads to poetic affinities, while on the other, the
ideological differences and the political context condition an antithesis in
major questions of poetics.

The attitude of the Post-Symbolists towards the Generation of the 1930s
is conditioned by the position of Post-Symbolist poetry on- the borders
“between two periods in the history of Greek literature. - That 'is, Post-
~“Symbolist poetry questions or undermines the poetic -discourse which was
 prevalent before, but does not escape from its logic; hence the rejection of
- Surrealism, which proposes a different logic, while Seferis and Elytis are
viewed positively as moving along the same lines as the Post-Symbolists.
* The attitude of the Generation of the 1930s towards the Post-Symbolists is
ideologically conditioned. The Generation of the 1930s raises the issues of
health and optimism versus pessimism and of Greekness versus
Cosmopolitanism, and the debate between the Generation of the 1930s and
the Post-Symbolists revolves chiefly around these issues. The nationalism of
the Generation of the 1930s sometimes surfaces in the debate and is the real
point at issue. The Generation of the 1930s returns to the ideology and
values promoted by Palamas, Sikelianos and others, and rejects Post-

Symbolism, because it does not fit into the tradition of poetry orientated
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towards nationalism. As was also the case with the Generation of the 1880s
and Sikelianos, the poetic aspirations of the 1930s are frequently aligned with
the demands of the establishment. The Post-Symbolist proposal for poetry
disengaged from nationalistic ideology is rejected.

The poetic affinities between the Post-Symbolists and thé Generation of
the 1930s, apart from a common historical and cultural context, suggest that
Post-Symbolist poetics changed the orientation of Greek poetry and that the
Generation of the 1930s continued to move along the same lines. Apart from
specific affinities either in the form of similarities or of reactions between the
Post-Symbolists and the Generation. of the 1930s, the affinities which suggest
this new orientation are the transplantation of Greek poetry into the field of
Europeim peetry and the concept of poetry as a "problematics of language"”.

Thus, the relationship between Post-Symbolism and the Generation cf the
1930s reveals Post-Symbolism as a twofold experiment in poetics. From the
point of view of poetics as ideology, this experiment was rejected because of
the historical and socio-political context, while from the point of view of
poetics as an attitude towards poetic language, this experiment permeated

Greek poetry and changed its orientation.
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Conclusion

This thesis has examined the Post-Symbolist poetic system in terms of its
historical existence and its internal structure. The former was explored
through the historical, socio-political, ideological and cultural context of Post-
Symbolism and the relationship between the Post-Symb‘olists and the
preceding . and succeeding literary generations. The latter was explored
through the subject-matter of Post-Symbolist poetry and through the
interaction between the syntactical and semantic, the acoustic and semantic
‘and the metrical and semantic structures of Post-Symbolist poetic language.
"The Post-Symbolists' concepts of the role of poetry and the p‘o:e't's place in
- society form a link between issues concerning the historical existence of the
Post-Symbolist poetic system and issues related to its internal structure.

I have argued that Post-Symbolist poetry occupies a key position in the
 history of twentieth-century Greek literature and that it presents a consistent
poetics v;/hich introduced radically new features into the broader system ’of
Greek poetry. These new features revolve around two associated main
concemns: the disengagement of poetry from nationalism and the concept of
poetry as a "problematics of language”. In connection with the first, the
Post-Symbolists transpose Greek poetry into the area of European poetry;
contrary to Palamas's generation who, although partly accepting foreign
influences, focussed mainly on Greek tradition and on the formation of a

Greek national soul, the Post-Symbolists focussed on an intra-European
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poetic dialogue, viewing themselves as links in the chain of European as well
as Greek poetic tradition. The disengagement of poetry from nationalism
also inciudes the introduction of new subject-matter together with a new
attitude towards poetic language; these form a link between the concern to
disengage poetry from nationalism and the concept of poetry as a
"problematics of language". The subject-matter introduced by the Post-
Symbolists shifts the centre of gravity of poetry from its connections with
history and the aspirations of the establishment, to its means of expression
and to forces within the individual. This change in subject-matter is related
to the Post-Symbolists' concepts both of the poet's place in society and of the
role of poetry. The Post-Symbolist poet is no longer the poet-prophet
producing poetryl connected with nationalistic aspirations; instead, he is an
alienated and uncreative penpusher, an outcast from society and an observer
of reality. In observing reality, he defamiliarizes it “through his connotative
use cof language. The role of poetry, as conceived by the Post-Symbolists,
consists in exploring reality (and usually discovering its emptiness); producing
music; expressing the feelings both of a collective scul and of the poet's, and
creating correspondences between the reality depicted and the emotions
evoked. Yet poetry, according to the Post-Symbolists, is incapable of fulfilling
this role. The central concern, therefore, around which Post-Symbolist
subject-matter revolves, is the interaction between the function of poetry and
its ineffectiveness. While poetry functions as an act of memory, nostalgia,
desire and escape from reality, it simultaneously prevents memory, xiostalgia,

desire and escape from being effective because its artificial character and its
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impotence when confronted with reality do not permit it to create a viable
reality of its own. At the same time poetry is an object of desire or nostalgia
for the Post-Symbolists, but this self-referentiality is deceptive, since the
poetic language to which they aspire is different from their own; it is,
however, a poetic language that cannot be defined or attained through the
medium of their own poetic language, which thus creates a vicious circle of
desire and frustration.

Thus, poetry for the Post-Symbolists consists to a large extent in
questions regarding the nature and possibilities of poetic language. These
questions can be seen at work in the interaction between the semantic
structure of the Post-Symbolist poetic language and-its syntactic, acoustic
“and metrical structures. The prevailing negative, static and passive
“structures, the ambivalent or negative attitude towards metre and rhythm and
- the undermining of the semantic relationships between words by means of
their acoustic structures point to an internal dissolution of the poetic language
~employed.

This is a major point of contrast between the Post-Symbolists and the
preceding generation. The Post-Symbolists reject the poetic language of
Palamas because of its connections with nationalist ideology and also
because of the changes that had in the meantime taken place in Greek
society. They also point to the impasses of their own poetic language which
has inherited certain features (for example metrical forms) from the poetic
language of the preceding generation, but not its ideological basis. Thus, by

pointing out the impasses and suggesting certain new orientations (for
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example the preoccupation of poetic language with itself, the use of words
for their acoustic and connotative values), the Post-Symbolists mark the
beginning of a new period in the history of Greek literature.

This new period came to be dominated by the Generation of the 1930s
which adopted certain features of Post-Symbolist poetics (such as the self-
referentiality of poetry), and developed others (such as the dissolution of
traditional metrical verse), while rejecting the disengagement of poetry from
nationalism. Thus, the Generation of the 1930s, through the exploration of a
new poetic disccurse, characterized for example, by free verse or by
Surrealism, can be said to have responded to and to have found certain
solutions to problems raised by the Post-Symbolists.

The true successors of the Post-Symbolists (apart from the immediate
off-shoot of Karyotakismos) are the poets belonging to the Generation of the
1930s, while the predecessors with whom the Post-Symbolists present most
affinities are the Greek Symbolists (Gryparis, Porfyras and Hatzopoulos).
The Symbolists introduced certain new features into poetic languge, such as
the aspiration of poetry to music. They did not, however, introduce a new
system of poetics that questioned and radically differed from the poetic
system of Palamas. Apart from the Greek Symbolists, the other immediate
predecessors of the Post-Symbolists are the French Symbolists.
Nevertheless, the position of Greek Post-Symbolism in the history of Greek
literature differs from the position of French Symbolism in the history of
French literature since, as this thesis has argued, the Post-Symbolist system

of poetics presents radical differences from the system of poetics of French
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Symbolism, such as the different attitude towards poetic language. Unlike
French Symbolism, a prevailing concept in Greek Post-Symbolism is that of
the inadequacy of poetic language. Moreover the two poetic systems were

differently received in their respective countries. Although French
Symbolism was frequently criticized at the time for aesthetic reasons,’ it was

a broad movement including highly influential poets, some of whom were

later recognized by the Surrealists themselves as well as by critics as being
the predecessors of Surrealism.” In contrast, the Greek Post-Symbolists were

criticized mainly for ideologi‘cal reasons, while their connectionskwith the
Surrealists or with other poets of the 1930s were played down o

. A central difference between the Post- Symbohst poetlc system on the
one hand and the poetic systems of French and Greek Symbohsm, of the
Generation of the 1880s and of the 1930s on the other, is that, while the other
poetic systems are characterized botﬁ by a certain degree of affirmation of
their surrounding historical and socio-political reality and /or by self-
affirmation, the Post-Symbolist poetic system chiefly foregrouknds both a
negative attitude towards its surrounding reality and a self-negation. This
thesis has argued that through this negative and self-negating attitude, Post-
Symbolism posed new questions concerning the nature and the role of poetic

language, and through these questions it reorientated Greek poetry.

' See, for example, René Wellek, "What is Symbolism?", in Balakian, The Symbolist
Movement , p. 17 ff.
? See, for example, Guy Michaud, Message Poétique, p. 644.
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