STUDIES IN KAVAFIS:

1. A COMMENTARY ON T. MALANOS THEQRY
OF HELLENISTIC INFLUENCES IN THE POETRY OF KAVAFIS!

To Professor J. K. Newman
de suis

Timos Malanos in his K. I1. Kafdpne (Athens 11935, 21957, especialy
pp. 146-167 of the second edition; all quotations of Malanos in the

1. These pages are part of a longer paper, read in Professor J. K. Newman’s
seminar on Hellenistic Poetry, in which I discussed theoretical problems of {compa-
rative mainly) literature, offered an analysis of Kavafis side by side with Herodas,
and projected a model for the study of the work of this poet in its entirety. They
constitute the first in a series of articles planned to offer a holistic interpretation of
the entire poetic production of Kavafis both analysed systematically per se and placed
in its Hellenistic and contemporary lyric context.

Besides Prof. Newman, I wish here to thank my former teacher Prof. Linos Poli-
tis, Prof. G, P. Savidis, and my friends D.J. Brown and G. Kechagioglou for valuable
references and suggestions. From the rich bibliography 1 cite here only texts and
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on Kavafis, see C.P. Cavafis. Collected Poems, transl. by E. Keeley and Ph. Sherrard,
ed. by G. Savidis, Princeton 1975, pp. 253-257):
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following pages come from this section of his book) expounded an attrac-
tive theory regarding the structure of the Kavafic short poems which
has since been rather unwisely repeated and considered to be conclusi-
vely proven L. A critique of the methodological presuppositions of the
a.’s theory could be the critique of the psychoanalytical method in
general but beyond that it should pose the following fundamental ques-
tions: To what extent is it legitimate for M.’s study: 1. to isolate the
literary phaenomena from their cultural framework (Kulturgeschichte);
2. to isolate the work of K. from the immediate history of Literature
(Formgeschichte); 3. to define the literary genres too rigidly with the
result that one believes the abstract models to outweigh the actual writ-
ings? 4. to ignore the characteristic Kavafic solution to the tantalizing
problem of modern Greek literature, namely that of the famous «&hin-
vibtnTe oty téyvy; D. to ignore the problems related to the transplant-
ing and operation of one constituent from a genre structure into another.

But since a discussion of the roots is out of place here, our observ-

T. II. ZaPRidn, Of xafapixés éxddoeis (1891-1932). Ieprypaoh xal aybito, BLito-
ypopund) neréry, Athens 1966.

T. II. ZafBidy, ‘O Spactinds Adyos tob K. IT. KaBdon, To Bijua, 15.4.1972. Reprint,
Athens 1972.
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stacpévo gmd tov T TI. ZafBidy, Tedu, no. 5(1972) 101-4. Reprint, Thessaloniki 1972.
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sl oyortacpévo dmod tov T 11 DafRidy, doxipacia 2, no. 5(1974) 9-22. Reprint, Athens
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1. Select bibliography on the concept of mimesis: E. Stemplinger, Das Plagiat
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[U. of Wisconsin Studies] 1920; E. Norden, P. Vergilius Maro, Aeneis Buch VI,
Leipzig - Berlin 31926; A. de Guillemin, REL 2(1924) 35ff,
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ations will be confined only to the fruit: the bearing of the a.’s concrete
interpretation on the reading of the poet.

In this interpretation one can observe three major sources of error:
1. misapprehension of Hellenistic poetry; 1. a forced connection beiween
Kavafis and Callimachus, and I11. abuse of the terms ‘epigram’ and ‘mime’.

I.

According to the psychoanalytical approach of the author, K.’s
poetic production is nothing more than a projection of his sexual unor-
thodoxy: his choice of Alexandrian themes, therefore, is interpreted as
a disguise to conceal an erotic vision castigated by contemporary
society. The a. reports the poet as having said on one occasion: ‘H éx-
anutoTiny émoyy; pe 1o va elvon o dvibeog, mo Ehedlepy, wob Emitpémer va
®Won & Tpbowma pov &rme 0éxm... M. leaps to the conclusion: "Erot
7 1d¢x the TArekavdpelag dmd rataglyio 1T Tapdvoprng EewTixiic ToU Oudk-
Deong yiveroar ouyypdvews w aloOntinde ocuvrtedesthc, and thereupon he
enumerates the general characteristics of Alexandrian poety which (in
his estimation) K. adopts in the development of his technique. But:
(a) The a.s contention is not verified by the Poems. The data:

1. The theme of «love perverted» is not even mentioned once in an
Alexandrian setting in the Anecdota, although it appears twelve times
in non-Alexandrian settings between the years 1903-1923. In vol. 1 of
the Poems (written between 1896-1918) ten times (in non-Alexandrian
settings nineteen times); in vol. 2 (written between 1919-1933) thirteen
times (in non-Alexandrian settings nineteen times).

2. Poems dealing with Alexandrian subjects, which have nothing
to do with sex at all: in the Arecdota twelve, in vol. 1 twenty-eight, in
vol. 2 twenty-nine: a total of 69 poems out of ¢. 230.

There is, I think, only one interpretation of these data: the Alexan-
drian setting was not primarily used as a convenient persona to con-
ceal under the cloak of the past the sins of the present, since the poet
expressed these reprehensible images more often in conlemporary sett-
ings. In addition, the second set of numbers shows that the reason(s)
why K. uses a plethora of Alexandrian topics must be more complex
than M. suspected. In effect there are 69 poems which can lead us
directly to the laboratory of the poet.

(6) 1. (The Alexandrian poels) mopapéincav tov Avpisps (Malanos).
It is well-established that Callimachus and his contemporaries attempted
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to restore lyricism in their narrative poems by introducing musical ele-
ments 1 — an attempt which was exaggerated by important poets like
Euphorion and his Greek and Latin followers, the famous Cantores
Euphorionis 2 One need only hear a line such as the following to realize
the extreme results to which this method of composition gave rise:
tolon | pappapuyat, alpnowy 6te frooolto oidnpog [ Hép’ dvabpdiououst...
(J. U. Powell, Collectanea Alexandrina, Oxford 1925, fr. 51: 9-10). The
Callimachean interest in lyric poetry is shown by his work: The Tambot
and the Méxy, both composed in a variely of meters; his epinicia, an
attempt to renew the Pindaric type of epinicion, his Epigrams, a genre
which originated from Lyric Poetry anyway, and the infusion of lyrical
elements into his epic poem H ecale, his Ilymns, written in counterpoint
harmony to the narrative 11omeric hymns, and no doubt his tragedies,
comedies, and satyric plays, whicli he composed according to the vita
preserved in the Suda lexicon (t&v 3¢ adtob BifMwy o7l xal ... catupina
Spoprata, Tpaypdiat, kwupdtot, xTA. ). Cf. also the poet’s significant prelerence
of the ear to the eye (Epigr. fr. 282: duxdoov d¢plaiupol yap dmeubécc,
8ooov dxou eldurig), the Scholiast to fr. 384, 15 ff., and Pfleiffer’s note
on p. xxxvi of his edition: primi versus singulorum quattuor carminum
Iyricorum a metricis laudantur (ut primus versus primi lambi et primus
pentameler primi libri Aeliorum).

On Kavalfis lyricus see especially the studies of K. Th. Dimaras (Me-
ptxEs TyEs The wafaguic téyvne, ‘0 Kdxdog 3-4, 1932, 69 (f.; 11 teyv-
wi) The Epmvevong otoy KaBagn, DPloloyues Howroypoma 1956, pp. 97 .
‘0 KaBdone huptebe, in “lorepia, op. cit., pp. 461 {f.) and a scries of artic-
les in NE (Agiépoua, op. cit.), which stress exactly the lyrical elements
in the Poems. 1t is rather certain that the a. confuses the essence of ly-
ricism (which is musicality resulting [rom reecurring patterns of sounds,
syllables, words, lines, whole motifs) with what we are accustomed to
call lyric songs of the type that Heine, for example, wrote.

2. (The Alexandrian poets) ota &ya tovg (htnoay pt xabe tobmo T4
zawodpyto (Malanos). This assertion must be qualilied in order to be
understood properly; otherwise it is misleading (cl. at least Callimachus’

1. See J. K. Newman, Callimachus and the Epic, in Serta Turyniana, Urbana
1974, pp. 137 ff.

2. Cicero, Tuse, Disp. 111, 19. On Euphorion ¢f. F. Scheidweiler, Euphorionis
Fragmenta, Bonn 1908; 1. U. Powell, Collectanea Alexandrina, Oxford 1925, pp. 281I.;
Westerink, Muemosyne 13(1960) 329 ff,
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doctrinein fr. 612: dudprupov oddtv detdw). The Alexandrian poets sought
ways to renew the traditional poetic schemes, as poetry always does:
the new was not, however, a purpose per se lor these poets. Euphorion
again, to mention only one example, according to Van Groningen is not
seeking for original ideas and he does not wish to relate a rovel slory to
captivate the reader. The main purpose of the poetical activity of this
poet is the search for the form: the ideas, the stories, and the emotions
are only the material from which he can compose beautiful lines. There-
fore, as can be seen in the fragments of his “Janmjouédwr ueilwr, he
does not relate the entire story but simply places together the most
striking points of the myth. The Callimachean advice in the Preface to the
Aitia, 1l. 25-28, should also be studied carefully to avoid hasly judgements.

3. (The Alexandrian poets) oty Oéan To8 matprwTionod xal 705 Aupt-
ouol ERohay Ena To xabnuepva adobiuata Tl dvbpormov (Malanos). This is
absolutely incorrect for both Callimachus, who sets the tone for the rest
of the Alexandrians, and Kavafis: Callimachus is «not a poet of tuneful
trifles» U (nugae), he is a poet who wrote solemn hymns to gods, the
lamboi, the Ailia, elegiac poems, epigrams (with subtle irony) and also
he is responsible for the renewal of epic poelry with his Hecale, and [or
experiments with the epinicion of the Pindaric type. Ilis work is a criti-
que of the Homeric epic hero, and his Theseus a modern anti-hero—not a
mere hero of comedy. Kavafis on the other hand is predominantly a
tragic poet and does write a considerable number of «patriotie» poems
(like 2, 31 )1

4. (The Alexandrian poets) avémrubav dxdun xal Thv peoiioTiny mEepL-
épyera (Malanos). Although this is true of Hellenistic poetry, it is true
also of classical Greek poetry, and, besides, K. did not have to go so far
back to discover realism. In George J. Becker’s (ed.) Documents of
Modern Literary Realism, Princeton 1963, the reader will find rich in-
formation about the realism of nineteenth century literature.

5. (The Alexandrian poets) dméguyav 7o peydha ToLULaTa, XUAALEE-
vavtag Tl ovtopsg gbpuce, Smmg 16 Emivpuupo ¥ cuvtopedoviag fkhes,
fmwe  tode wptawBous  (Malanos). The truth is that the Telchines
(= Posidippus, Asclepiades el al., according to the Florentine scholiast
to the Preface to the Aitia of Callimachus) accused Callimachus of
applying to longer poems the techniques sanctioned in the small-scale

1. Cf. Wilamowitz’ accounl of the Callimachean work in his Ilellenist. Dich-
tung, Berlin 1924, vol. 1, pp. 16%-218.
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epigrams. The common position that Callimachus was an advocate of
the short forms has nol passed unchallenged: On the notorious Calli-
machean slogan péye Pufaiov péya xoxdv, cf. Wilamowitz, Hellenist.
Dichtung 1, 212, and recently J.K. Newman (cf. p. 135 footnote 1).

Callimachus in his Preface to the Aitia did not exclude the possibi-
lity that long poems may be superior to short ones, declaring that in
any case the criterion of good poetry is art and not length. Apparently
what he meant was simply that the high finish which gives the measure
of the artistic perfection of a poem is much more difficult to attain
in the large-scale poem than it is in the small-scale one, although he
did not exclude the possibility of highly polished long compositions
(such as the later Vergilian Aencid. No one has ever said that Vergil
lacks téyvn by comparison, say, with Catullus, but his wéyvy of ambiguity
1s Alexandrian). Cl. E. Howald, Das Wesen der laleinischen Dichlung,
Zirich 1948, for ancient and modern parallels.

This is only a different wording of Valéry’s famous words: «they
are only 8 lines, but 8 miracles; or rather one miracle in 8 lines, which
is almost infinitely rarer and more astonishing than 8 beautilul lines»
(Art of Poetry, op. cit., p. 24). And for all these too severe criteria of his,
Valéry is still capable of [inding the 600-line Adonis by La Foniaine
a marvelous piece of art. It would also be a very intercsting point that
apart from the Callimachean movemenl, at least according to the in-
fluential book by K. Ziegler, Das Hellenistische Epos, Leipzig 21966,
a large number of (now lost) long eyclic epics continued to be composed
even in Hellenistic times. Moreover, it is cerlain that the mimiamb is
not the result of shortening of the mime, as the author seems to believe,
but something qualitatively different.

6. ‘H téyvn dvamhfpove ¢ adtovs (= the Hellenistic poels) v €u-
nvevoy, (Malanos). This is a very unlorlunate oversimplification ol the
old dispute (Plato vs. Aristotle, although Arstotle allows for ingenium
too in Poet. 1451 o 24), rekindled among the Alexandrian poets over the
two catchwords ars [ ingenium. Actually the poels and critics were
divided into two camps: those for whom the [irst value of a poem was
its artistic perfection (ars), and those who revered the unmixed power
of inspiration (ingentum). Once again the a.’s negative attitude towards
the defenders of ars has been created by the well-known confusion which
identifies true poetry with the romantic idea of the lyric song presumably
written as an outpouring of the [eelings of the writer in the heat of the
moment and thereafter left unadorned. Everything less spontaneous is
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condemned as non-genuine poetry. Similarly, E. Havelock in his widely
read book The Lyric Genius of Catullus, Oxlord 11939, 21967, argues that
Catullus is a genuine poet simply because he uses autobiographical
material and is spontaneous, whereas Horace is too frigid because he is
too good as an artist 1. Yet the author has driven Kavafis from the realm
of poetry simply because he chose to practice what old and modern
authorities preach 2.

7. (The Alexandrian poets) frav cuvifwg Adytor, guibroyor, oyohu-
oteg 7 nol PBufnofnrdperor (Malanos, contemptuously). The reverse is
correct: it was exactly poets who were appointed in the Alexandrian
Museum to perform the «tedious» work of the philologists, namely the
cataloguing of the heritage of the four previous Greek centuries. Upon
the foundation of the Museum, the epic poet Zenodotus was entrusted
with the work on the Epic, the tragic poet Alexander of Pleuron under-
took the tragic poets and Lycophron of Chalcis, comedy. The same story
was repeated in Modern Germany 3.

1. Against this conception of the function of poetry it will suffice to cite Valéry
(cf. Art of Poetry, op. cit., p. 315): «He (the poet) is no longer the disheveled mad-
man who wriles a whole poem in the course of one feverish night; he is cool scien-
tist, almost an algebraist, in the service of a subtle dreamer... A hundred lines will
make up his longest poem... He will take care not to hurl on the paper everything
whispered to him in fortunate moments by the muse of Free Association. On the
contrary, everything he has imagined, felt, dreamed, and planned will be passed
through a sieve, weighed, filtered, subjected to form and condensed as much as
possible, so as to gain in power what it loses in length...».

2. The a. draws a contrast between the meticulous artist, Kavafis, and the
spontaneous poet Solomés. Ironically enough the latter happens to have published
only a few lines during his lifetime, whereas he kept for himself numerous outlines
of his great synthetic works with endless reworkings of individual lines or whole
Iyrical units, never satisfied by his results.

3. Korte, Hellen. Dichtung, Leipzig 1925, p. 76, remarks: «wie die Sammlung
und DPflege unserer #lterer deutschen Literatur zun&chst unseren Romantikern®
Mannern wie Tieck und Uhland, verdanken, bei denen die eigene dichterische Tétig-
keit den Vorrang vor der gelehrten Arbeit behauptet, wie dann in der néchsten
Generalion bei den Gebriidern Grimm und Lachmann die neue Wissenschaft der
deutschen Philologie sich von der dichterischen Betitigung scheidet, so 18st sich bei
den Alexandrinern ganz langsam im Verlauf mehrerer Generationen die Philologie
von der Dichtung los; die Begriinder der philologischen Wissenschaft fiithlten sich
simtlich in erster Linie als Dicliter und sie waren talsiclilich die hervorragendsten
Dichter ihrer Zeit.»,
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iL

Callimachus - Kavafis: a direct influence? The a. seems to believe
that such an influence can be proven.

1. In a passage of admirable syllogistic power the a. writes: ‘Qc »al
Ta morgpatd Tou gxdun v gpyiler (6 K.) ud iy 8w vh 2éEn 1ob Keddupd-
yov. Kot mapbro mob adtd Tows va yivetat nal douvatoOnra 3&v moder Spwe va
elvar xal drodeén ol Oavpacuol Tov yid xeivov (Malanos, p. 151). Exam-
ples:

Etrag [ppl.1 «"Hhte, yaipen Kiebufooros ‘Qufipaxtayme (Callim, A.
b, 7. 4711,

Elree [2nd sg.]" «Be wdyw o & v7, 0& mdye o & Oaracoan
(Kav. Poems 1, 15).

"Quooe Kaddiyvotoc Tavidt uhmor’ éxelvng (Callim. 4.P. 5.61).

*Quvber xdle té60 v dpyloer md wahy Lun (Kav. Poems 1, 581).

But the data are clear: in the Anthologia Palatina, quite apart from
all the cases where eimev is not the first word of the epigram, there are
no less than 21 examples of poems written by various authors which
begin with the aorist of the verb Myw (9.754; 12.130; 7.471; 7.165;
7.379; 14.129; 7.64; 7.426,; 5.187; 11.274; 9.532; 11.164; 11.303; 9.586 ;
11.349; 9.320; 14.75; 7.544; 5.228; 7.80; 16.183), and 7 examples with
duooa, - (5.254; 11.340; 9.634; 12.179; 8.248; 5.133; 5.6). Therefore
this general technique pervading the history of the epigram cannot be
considered an exclusively Callimachean technique!

2. In order to prove that the famous Callimachean irony is immitated
by K. the a. cites A.P. 7.471 in modern Greek translation of his own:

Eine: «Xatpe, “"Haen 6 Kiebdpfootos 6 *Aufpanidtng
LYY v e \ ' ’ v\ e
%t md 10 OYnhd mpotetyopa yxpepiotnne atdv "Ad.
At 3R r \ o
itie ooBapy 8v elye va welbdvy
elye & Srafidk 6 Teol duyFe wob 12dr
ve buog Sxfdoet o epl duyFig 7ol Lhdrwvos.

and comments: ‘Qpuopévag 1o Enlypaupa xdtod 3ty O& 10 Eypage Swepogert-
wa w6 KaBdong. Awapalovrds to, mpo #atpol, ot plhoug mou &yvooloay TOv
Karnipayo, ut pdmyoav: « T, xavodeyio moinue 105 Kafdoyn ». Kal mpdypa-
T, 10 Oépa Tou dviner otov Kufoagurd swinho...

However, the study of the motif of death in the poetry of K. demon-
strates an entirely non-Callimachean treatment:

{a) The death of a youth by itsell constitutes (as it is connected
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almost always with the motil of beauty) a traumatic experience for the
poet, a passionate lover of beauty; he often gives details of the event
(the death is premature, comes from a disease, abuses, pfopd; or it is
deliberate assassination, drowning; or the fall of a hero takes place in
the field of honor): cf. Poems 1, 44 1,67; 1,72; 1,74, 1,75; 1,99; 1,109;
1,111 1,113 1,30 (1,31?); Anecdota, pp. 149, 51, 77.

(b) At other times, when no age is mentioned at all, death may
come unheralded or [rom unexpected quarters, and the victim finds no
time to react. Others, again, suspect its coming and prepare themselves,
but their reactions are split: anxiety, or feelings of bliss absorb them.
In other cases death meels people while they are engaged in a noble
enterprise, but they show dignity and supreme serenity: nothing could
change their decision to defend their goals and execute their tasks while
fully conscious of the high cost of this stand. Cf. Poems 1,193 1,100; 1,27;
1,205 1,103 1,104; Anecdota, pp. 119 ete.

(¢) The reasons leading men to death never are frivolous, non-essen-
tial, or ridiculous. There is no comparison with those victims of reading
the Werther of Goethe, or the Phaedo of Plato. Kavalfis, first and fore-
most a tragic poet, deals with death with the same seriousness as when
he deals with the rest of the great problems of human fate. To use a
descriptive characterization, Kavafis is a vatic poet 1, not a Telchine.

On the other hand, it is not so difficult to see what may mislead
the audience of M.: the translation of a Callimachean epigram made by
the a., which deliberately imitates K.’s diction (dfmrds not Ymrde) and
the characteristically Kavafic word order of the third line in particular.
M., unfortunately, resorts to the same devise repeatedly (see p. 157 ff.).

3. Under the rubric « 'H welétyta 1ol Spougn the a. criticizes Kavalfis
because (like another Sudas [sic] or certain poetasters of the Hellenistic
decadence) he employs «succint phrasing», «loan wording» and even
«passages of ancient authors untranslated» and «excludes imagery, si-
miles, rare adjectives, metaphors» — in short, because he «simplifiesth e
poetic style and versification» and renders them «antipoetic». Of course,
«as an artist of inexhaustible patience»n, he continues, K. composed a
few «wonderful verses» which were set off against a sea of others «unbe-
lievably prosaic» ; these few lines are intended to save the whole. More-
over, K., realizing that he was not capable of composing a great quantity
of such really excellent verses, ended up with a few short poems.

1. CI. J. K. Newman, Augustus, op. cit.,, Ch. 1: The concept of Vates.
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It must be observed that the author again holds his own model of
the «little lyric song» over the head of Kavafis the «technician». This
is a question of literary taste and theory:

(2) In antiquity, Callimachus became the target of criticism of the
Telchines 8td 16 xdtioyvov tév woqudtev (to be understood in direct
reference to the loyvdc youpawthe 1 (genus subtile) of the ancient critics).
Yet of. the pride expressed by Euripides ap. Aristoph. Frogs 941: oy
téyvny oidoboav toyvava. Quintilian calls Simonides 2 an eminent example
of the tenuis style.

(b) On the use of dvépata wipie (= not choice of the proper words
but choice of common words, verba communia = sermo proprius), and
the cagfvetx ré€ewg, which are the major characteristics of the loyvée
yoponthp, cf. Aristotle Poet. 1458 a 1: Aéfewq 8¢ dperh caph wal pi To-
mewny elvoe, and id. Rhet. 1404 b5: &x t%¢ clwbulag Stadéntou (tamewvy,
simply prosaic, is opposite to Symry, cepvy). Ci. also id. Rhet. 1404 b 1:
Optobe MEews doemy) cugh elvat ... xal wite Taweviy phite dmp 16 dflwpe
aXha Fpémovoay.

Since Theophrastus the mpémov belongs to the four ¢irtutes dicendi.
(In the case of Kavafis the concept of mpérmov 3 must be discussed in con-
junction with what is thought to be an «idiosyncratic» admixture of
dimotiki and katharevousa).

The ioyvis yopaxthp avoids ta Eevixd, l.e. YABTTH, UETHPOEX ... ol THY
mope 0 wdprov (id. ibd.).

(c) Another MEewe dpet) is also ouvropla (brevitas) and apédero (sim-
plicitas) 4.

(d) As regards the effect of using loan-words and expressions within
the body of the poem, innumerable examples of this practice can be ad-
duced from both ancient and modern literatures. In this conjunction
extremely illuminating is the ancient concept of mimesis.

(e) Vivid imagery is not absent from the poetical work of Kavafis.
On the contrary very often his poems are plastic, they have &vdpyeua,

1. On the problem of the genera dicendi cf. J. Stroux, De Theophrasti virtutibus
dicendt, Leipzig 1912.

2. Cf. Vita Aeschyli (OCT, ed. by G. Murray) 8: d=ijpe 3¢ {Aesch. sc.) &g ‘Tépw-
ver, ... Nooriels Sipwvidy. o yvap Exeyelov mod g wepl 70 oupmadic emrtdmyTog petéyew
0éxet, & Tod Aloydrou, g Epapey, éotlv dANGTRLOV.

3. M. Pohlenz, Nachr. Gitt. Gesellsch. {1933) 53-92.

4. The Homeric scholia repeatedly praise the Poet precisely for his suvtopla and
doéreta.
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and his at times epigrammatic and at times lavish descriptions of beauty
(Cf. Poems 1,35; 1,44 1,49, 1,73; 1,83; 1,84) and ekphrases (1,29;
1,37; 1,41; 1,515 1,54; 2,30) are well-known and praised.

It must be noted, however, that the Kavafic technique of description
is not based entirely on the expressed images in full but on the calcu-
lated combination of word and silence, in unequal proportions. The due
to this technique is given by the poet himself in scattered references in
both his prose and his poems and it deserves a special study, in connec-
tion with the fundamental function of the evocation technique, which
lie employs in a masterly fashion.

(f) In any case, the task of criticism cannot become a sheer hunt
for those few «fine verses that save the poem», but the structure and
contribution of the constituent parts of the composition to the function
of the whole ! is what must be studied thoroughly.

4. ‘O Kofdorne Erotopel yeyovéro xal throta mepiocbrepo (Malanos).
If the emphasis of this statement lies in yeyovérte xal timore meptocbrepo,
it is inaccurate, because K. classified 2 his poems into three categories:
"Eyer (6 K.) tpele meproyic — thv @urocogunn (B thg onédng), v loTopixnT),
xodl v Adovind; () alolnownd). In the best case the a’s verdict covers
only one third of K.’s production. Taken as a whole the phrase chal-
lenges the manner in which this poetry functions: the narration of a
story occupies the center ol poetic activity for all critics since Ari-
stotle, deemed as highly important not for the information per se which
it conveys, but because the story is precisely the sine qua non matter
of poetic dexterity. The history of poetry is the history of changes in
the modes of narration. For instance: the difference between the epic
narrative and the lyric one is depicted in the way the first heroic deed
of Hercules is recounted by Theocritus (/d. 24) and Pindar (Nem. 1).
Even the driest relating of a number of events is not necessarily deprived
of poetic qualities: One is reminded of the praised Sachlichkeit of many
of the epigrams in the A.P., not to mention innumerable parallels from
modern literatures. In this respect, as in general, it is worth consulting
the f7eCa of K. to trace his intentions and his Poetics. Of immediate re-
levance to our discussion is the poet’s comment in I7eld, op. cit., p. 149,
concerning the ‘choice of details’ in the narrative. He also frequently

1. Cf. Limmert, Bauformen, op. cit. passim.

2. See in *Aiekavdowd) Téxvm A’, 11, nov. 1930, pp. 342-3, and, with some clari-
fications, in G. P. Savidis’, Kafapixés éxddoers, op. cit., pp. 209-10,
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(especially in his long reviews of the two editions of Greek folk songs
made by N. G. Politis and Michailidis) refers to his own criteria for judg-
ing poetry: it is worth citing even a small selection of the most impor-
tant among them: motif-building and development; poetic diction;
versification; transitions-technique (e.g. from monologue to the third
person narrative); end of the poem; simplicity; &oérera; evaluation of
dialogue; elliptical phrasing, brevity, succinctness; évdpyzix; speed of
narrative (= rhythm of narrative); musicality.

Tet it is worth asking how often the critics respect the poet’s own
intentions and ideas (which constitute a clearly structured system), when
reading his poetry?

In conclusion: the exact relationship of the two poets needs a
thorough study, to which the a.’s remarks offer no contribution, when
they do not obscure this relationship completely.

I1I1.

The core of the a.’s theory, however, is contained in the following
statement: Té KaPupud molnua Belonsron, ¢ gpbopa, petald Envypdppo-
tog wal plpov... ‘O Kafdore Lextvit dmd 16 yveotd éniypappe thHe « Avho-
rovloon xal, ywple vo dmopoxpldvetor TOAD 7o T GUVTOLEX Tov, TO &varTlo-
oL, dlvovtde Tov, Emwe EEARAOL Exovay xal ToRRol ETypapLaTOTOLWE TS, TX
yopontnptoTed Tob «uipwow» (Malanos, p. 156).

This statement has still numerous adherents among the students
of Kavafis in Greece 1. The a. bases his estimation upon erroneous con-
ceptions of both the ‘epigram’ and the ‘mime’, and in order to set the
record straight more learning is required than originality or imagination ;
therefore the following pages stand in great debt to scholarship, and
particularly to Beckby, Reitzenstein, L. Schmidt, Weinreich, Gow and
Page, and Wiemken, whose work it presupposes absolutely.

1 believe that these questions {as well as the rest of this paper), beyond being a
mere criticism of Malanos’ specific approach to Kavafis, define precisely ihe lines
along which every study of the problematic relation Kavafis-Epigram must advance.
In the space available here only a few hints at the nature of the problem may be
made: First, it is known that length is neither the sole nor the best criterion for

1. I had no access to E. Keeley’s dissertation one chapter of which is an attempt
to analyse differently the structure of the poems of Kavafis. See G. P. Savidis, ITod-
T dvdyvwor, op. cit., p. 31, n. 41.
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distinguishing literary genres. Secondly, the subjects dealt with in the approxima-
tely 23000 lines of the A.P. arc already divided in our manuscripts into over a dozen
comprehensive sections, since they range from simple riddles or puzzles to elaborate
ekphrases and highly diversified love pocins. Thirdly, as far as the problem of the
‘essence’ of the ancient epigram is concerned, the answer is far from simple. For
instance, I1. Beckby in his introductory essay to the latest edition of the A.P. was
able to discern 22 periods of cpigram-writing, during which the essential features
of the genre kept changing, and it is obvious that more schools could be distinguished.
For in that collection there are cpigrams comning from boll the melropolis and the
Greek colonies or conquered territories, written in a variety of meters and styles
whose general patlern of development (from the early brief and unadorned inscrip-
tions to the later highly artistic literary creations) followed that of the ‘greater’
literary genres, much as the lower Greek pollery followed the developments of the
large-scale visual arts. At different limes in different regions in varying ratio the
strictly mattor-of-fact information, the plain narrative pace, the light linear con-
tours, the low vocabulary give way to the tragic diction, the painterly, heavy ba-
roque structure, the {ension produced by the use of the devices of Asianic rhetoric
{climax, anliclimax, amplificatio), lhe lyric exaltation. The serene grandeur, the
elegance, the satirical, public, pedagogic, elevated content are interchanged with the
private, inward, intimate or even provincial; the study of the type with the depic-
tion of the individual, coarse realismn with idyllization of nature or the life in the
embrace of calm nature with that in the noisy commercial centers *. How Kavafis
found his personal way in this labyrinth can be shown only by a comparative study
of the Ancient and Modern Epigram on the one hand and the Kavalic poems on the
other. Until then, it would be botli precarious and arbitrary to speak of any influence
of the Ilellenistic epigram on this modern poet.

Tlowever colierent and attractive this theory may superficially appear, a criti-
cal examination reveals an essenlial flaw: the erroneous conception of both the epi-
gram and the mime as literary genres. For the author, the main qualitative charac-
teristic of the cpigram is brevity. Although he cites the view of the well-known stu-
dent of Callimachus Mr. Cahen, according to which an epigram might be extended
even 1o 76 lines, he neverthcless tends to regard the average length of this genre as

1. Cf. H. Beckby, Anthologia Palatina [Tusculum Biicherei], Miinchen 1957,
vols I-IV.; R. Reitzenstein, Epigramm und Skolion, Giessen 1893; A. Gow and D.
Page, Greek Anthology : Hellenistic Epigrams, 2 vols, Cambridge 1965. A. Skiadas,
*Exi toufo, Athens 1967, et al. The schools are: 1. Early Inscriptions. 2. Archaic
Epigram. 3. Simonidean Epigram. 4. Atlic Epigram. 5. Classicist Epigram. 6. Pelopon-
nesian School (Leonidas of Tarent). 7. Tonian-Alexandrian School (Asclepiades).
8. The Doric School. 9. The movement of the 2nd century. 10. The Phoenician School.
11. The circle around Cicero. 12. The circle around Seneca. 13. The so-called Zeitge-
dicht. 14, The Augustan Restauratio. 15. The Satiric Epigram. 16. The School of Leo-
nidas of Alexandria. 17. The School of Nikodemus of Heraclia. 18. The Oriental School.
19. The movement of the 37d century. 20. The Toung Christians. 21. The School of
Palladas. 22. The Byzantine Epigram.



Studies in Kavafis 145

considerably shorter than a provisional perusal of the 4.P. would indicate 1. In the
case when the epigram contains such dramatic elements as a scene, a dialogue etc.,
or consists of a monologue {(or even a narralive!), it slides, according to the author,
into another genre, which he calls the «epigram-mimen». He classifies as such epigram-
mimes, for instance, the following: 4.P. 5.66 (by Rufinus), 5.242 {by Eratosthenes),
5167 and 5.181 (by Asclepiades), 9.63 (same motif as in Kavafis, Poems 1,28 2) et
al. Furthermore, the themes employed by the ancient epigrammatists either are
confined to epitymbia for young men who were distinguished in belles lettres or in
beauty, taken from the world of the books, or finally descriptive of realistic scenes
of Greek love.

The description of the ancient epigram above, however, poses a number of
questions: If the main and decisive characteristic of this genre is brevity, should one
also label as epigrams many other very short poems of numerous poets of antiquity 37
If we relegate all the dramatic elements to the area of the mime, what remains fi-
nally as the content of the «pure» epigram? Are the subjects enumerated above the
only ones treated in the A.P., which contains 3600 epigrams covering the literary
production of 18 centuries, from ¢. 740 B.C. to the late 10th century A.D? Before
anything else, would it not be only appropriate to make a dislinction between
ancient and modern epigram 4? And if the last distinction be proper, should we not
further inquire into the type(s) of epigram which Kavafis chose to imitate from
the Jong development of the genre?

The next question is: How does the a. define the mime? ‘O pipog
elvat plo @dopa Spapartind... ‘O ppoypdpos wpeitar »dbe popa mod Palet
ve. wh& dva mpbdowmo, Tob tmolov malpvert TOV Tévo ual violetel Tl onédeiz...
"Opwg ol xeflants pluor e "AkeLavdpiviic Emoyis frav ouvtombTaTol xol
mwepthdyBavay elnbveg wal ounvig peahoTindrates, dwd iy xabnpeowy Lwf...
Té Egvo 7ol mowth pag, e ooug elvaw EEowempévor ut tic podpuec Shav Tév
royoTeEYVL@Y, dmoTeAeiTan dTd AMIYRALMATX Kol GUVTOMOUG, GYES0V Emiypo-

1. Cf.: ‘H 8y oxnviy pdg Stvetar pd iy émypappatiedrepy ovvtonle. (p. 164):
"Orav 6 KaBdons ypdpet 16 «Bivorx Tod *AleLdvdpon Bddon 8ev pdc dtver amhddg va odhv-
Topo molnua, Eumveuspévo dmd THy lotople, AAAG wid puxpoypaplx peailoTixol pipon of
uévelog émiypdupatog (A nine lines poem). (p. 160): Hoduerron (= «'H 86Za té&v TIto-
repatwwn ) v Evay povdhoyo ... xt Emimiboy Eyel dxntd otiyong ubvo. Tloh mpémer v T8 wa-
Tavdfovpe ; "Aveyracting 6td Entypoppa.

2... PéBoa %ol T6 Evor (A.P. 9.63) xal 16 drho (Poems 1,28) Eepsdyouv yden o1d po-
v6rovb Toug dd THY Tumh @dpuax Tob Emiypdupatos (Malanos, p. 160).

3. Cf.Sappho (Voigt) 31 (=16 lines), 62 (=121L), 63 (=1011.}; Alcaeus (Voigt)
3% (=16 1), 130a (=15 11.); Anacreon (Page) 3 and 13 (=8 ll. each); Simonides
(Page) 26 (=9 1l.}; Horace, Od. I. 30 and I. 38 (=8 1L each); the «Homeric» Hymn
‘to Poseidon’ and ‘to the Muses and Apollo® (=7 1l. each).

4. Beckby, A.P., op. cit., vol. I, p. 11: «Unter einem Epigramm verstehen wir
heute ein kurzes Gedicht, in dem zuerst eine Spannung erweckt und am Ende eine
iberraschende, meist beiBend-witzige Losung gegeben wird. Anders im Altertum».

10
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paTieovs wdmote, pipove (Malanos, p. 1567-8). From the a.’s observations
I extract the characteristics which he attributes to the genre, and the
way he connects them with Kavafis. (1) It is a dramatic form; (2) The
mimographer imitates a person whose tone and thoughts he adopts
Examples: the Platonic dialogues, some idylls of Theocritus, and Lu-
cian’s dialogues, all of which are species of mimes insofar as they present
images of the morals of their time; (3) Its subjects: 1d 1z cvyreywpnué-
voo xal T6 dovyywpnte (Diomedes the grammarian); (4) The par excel-
lence mimes of the Alexandrian period were quite brief, and contained
very realistic scenes of everyday life. Example: the mimiambs of Hero-
das; (5) Some epigrams can also be considered to be miniatures of
mimes in that they contain action, narrate a scene and revive persons
by means of the dialogue. Callimachus, Asclepiades, Rufinus, ete. have
written such epigrams; (6) K.’s work consists of epigrams and ‘Epigram-
Mimes’ as we have defined them in (§) Their models can be found in
the A. P. The list is imposing: Poems 1,79; 1,107; 1,106; 1,21; 1,78;
1,745 1,37 2,255 2,625 2,93, 2,21; 2,30 2,24 2,52 2,42; 2,54 2,50, 2,
51 2,69; 2,87; 2,23 ete. (7) Herodas, the mimographer, presents us
with brief theatrical plays of two or three pages. Kavafis gives us a poem
which can be transformed into a theatrical play—or at least into a scene
from a theatrical play. (§) Kavafis shares realism with Herodas. (9)
Even the kistorical poems of Kavafis are simply miniatures of historical
mimes. Examples: Poems 1,30; 2,74. (10) Sometimes the poet blends
in an indistinguishable mixture his own words with those of the poem’s
protagonist, as in Poems 2,87.

The questions arising from the previous description are more than
I intend to answer here, but I select the most fundamental ones: (1)
Are we entitled to speak of the *"Mime’ as one genre 2 without any further
qualifications, and furthermore is the mime identical to the mimiamb?
(2) Can we identify dramatic elements with the essence of theater? (3)

1. T'6 nodro xabijxov 0¥ poyedpov clvar v dgrjon 16 xdpo Thg cxnpijc xal va ne-
010pt0T] 6T0 Ao Tol VmoPoréa. (Malanos underlines).

2. T circumvent the problem of the concept of the «genre». For discussion cf.
Lammert, Bauformen, op. cit.; E. Muir, The structure of the novel, London 51949; W.
Kayser, Das sprachliche Kunstwerk, Bern 21954; G. Miller, Die Gestalifrage in der
Literaturwissenschaft und Goethes Morphologie, 1944; A. Jolles, Einfache Formen,
Halle 1930; O. Ducrot - T. Todorov, Dictionnaire encyclopédique des sciences du lan-
gage, Paris 1972, pp. 193-201,
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Can the primarily tragic poetry of K. be connected with the amusing
mime *? (4) The subjects and the Bioioyla of the mime (= portrayal of
characters in everyday life) have nothing to do with the Kavafic #0ohro-
vie (= the study of human fate, often as it is revealed in rare moments
of personal decision-making). (5) Does the brisk action, the narration
ol a scene, the dialogue, or the monologue belong exclusively to one
genre, the mime? (6) Is the coarse realism of Herodas (technically called
Verniedlichung) comparable to K.’s realism 2? (7) In the history of the
mirone, there is no parallel to a ‘miniature historical mime’, which is
attributed by the a. to K. Can there be produced any evidence? (8) Is
the role of the prompter «the most essential characteristics of the mime»?
(9) Is the employment of apostrophes to the public a «genuine charac-
teristic of the mime»?

Again the only convincing answer must be a statement of the cer-
tain data of the history of the mime 3?

1. The mime, whose origins may perhaps be connected with primitive cults, has
a long history and many ramifications. Its pre-literary phase in Doric-speaking
Italy and Sicily was succeeded by the {renowned in antiquity) plays of Sophron (5th
cenl.): they were the first ones to bear the name of “mime’, they were written in
prose and in the common dialect. The sung lyric mime (mimody) was, it appears,
subdivided into magody, simody, hilarody, and lysiody (E. Wist, RE XV, 1933,
1730). The half-sung species of the mime were kinaidology and ionicology. Since the
time of Alexander the Great an outcome of the crossing of mimology with mimody
in the Greek Xast was called prpny dndbeaig, or simply Smélzsic, an ensemble play

1. The poetic theory of the Rennaissance rediscovers this connection between
mime and comedy. Cf. J. Scaliger, Poetices libri septem, 3rd ed. 1596, book 1, XLII,
p. 114: «Quemadmodum Satyra ex Tragoedia, Mimus e comoedia; sic Parodia de
Rhapsodia nata est».

2. W. Christ - W. Schmidt - O. Stahlin, Geschichte der griechischen Literatur 1.
1-5, II. 1, p. 136 : «Der griechische Realismus ist aber auf der Vorstufe stehen geblie-
ben und hat es iiber kleine Momentibildchen, die doch nur den Wert von Studien und
Vorarbeiten haben, nicht hinaus gebracht. Die hohe Kunst verhielt sich im ganzen
sprode, ja ablehnend gegen die Lebenskrifte, die der Realismus zufithren konnte».

3. Cf. Herondae mimiambi, ed. O. Crusius, Lipsiae 1894 ; The Mimes of Heron-
das, ed. with introduction and commentary by J. A. Naim, Oxford 1904; Herodas,
The Mimes and the Fragments, ed. by W. Headlam and A. D. Knox, Cambridge 1922,
Herodas Mimiambi, ed. with introduction and commentary by J. C. Cunningham,
Oxford 1971; H. Reich, Der Mimus, vol. 1, Berlin 1903; R. Reitzenstein and L.
Schmidt, «Mimus», RE 15.1., 2380 ; H. Wiemken, Der griechische Mimos: Dokumente
sur Geschichte des antiken Volkstheaters, Bremen 1972.
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containing iambic parts and lyric cantica. Plutarch informs us (Quaest., Symp. 7.
8, 4; De sollert. anim. 19) that the hypothesis was lengthy, had mioxhyv ... Spapo-
Ty wal molumpbéowrmov, and posed staging difficulties. It was a real Theaterstiick
and names of renowned actors have been preserved 1, especially of the early Christian
centuries. Its stock motifs were adultery, poisoning, love, beating, scenes with mar-
tyrs or in the court. Also, motifs from drama were re-worked, in hypotheses such
as the Charition, which combines Iphigenia in Tauris with the Polyphemus motif.
After the Roman conquest of the Greek states in the East (2nd cent. and particularly
after Sulla) the hypothesis was successfully transplanted to Rome, from which it
spread all over the Latin West. There it continued to flourish until the invasions
of the Germans. The history of the Latin mime, a late offspring of which is the
Commedia dell’Arte, is better-known than that of the Greek mime 2,

From this «hypothesis» one must distinguish the so-called paignion (Wiem-
ken, op. cit., pp. 197 ff., Reich, op. cit., pp. 417-615) : a brief sketch, performed by a
sole actor as a «Vorprogramm», before the main play. Its artistic value was insigni-
ficant, the interest of the audience being kept through the abundance of off-color
humor and the scorn of the Christian sacraments, especially the baptism 2. The ‘Chri-
stological mime’ must also belong here (differently Reich, op. cit., pp. 82-99). The
Bucolic Mime is a highly artistic product; it has the form of adialogue oran exchange
of songs among shepherds within (or without) a narrative framework in elaborate
Doric dialect. There are fine observations on Nature or the life of the shepherd and
the deliberately conventional style and tone raise these types above the sphere of the
base realism of the Doric school of epigrams. The successors of Theocritus are nume-
rous: from Bion and Moschus to Opitz, Gessner and Johann Heinrich Voss. The
old Italian mime is called pklyaz, according to the ancient Greek theory (Reich, op.
cit,, Ch. 2), Later on this influences both the popular Oscan Attelane and the literary
Rhinthonica.

2. In addition to these species of «mime» there have been preserved the mimiambs
of Herodas which bring to bear evidence on the characteristic tendency of Ilellenistic
times to either transform literary genres 4 or create new ones by crossing the old ones:
The mimes of Sophron, once folk-theater, now becomes literature for reading. The
genre which Herodas inherited could be profitably compared, mutatis mutandis, with
the modern one-act play. It possessed all the properties of the genuine theatrical
piece, viz.: The text was only one of the elements of the show, and consequently

1. For instance Genesius {cf. Acta Sanct. Boll. August., vol. 5, 129b); Ardalio
(cf. Menologium Basilianum 3,59); Gelasinus (cf. Chronicon Paschale 1, 513); Pe-
lagia (Acta Sanct. Boll. August., vol. 4,249 ff.) : all of them Christian converts finally.

2. R. W. Reynolds, Verrius Flaccus and the early mime at Rome, Hermathe-
na 61(1943) 56 ff.; A. Marzullo, Il mimo latino nei motivi di attualita, Aui Accad.
di Modena 5.16.1958; E. Wiist, RE 15.2., 1727-1764.

3. Cf. John Chrysostoimnus, ed. Montfaucon, vol. 6, p. 100c.

4. For instance from the ‘Homeric Hymns® (composed for ritual performance)
to the Callimachean Hymns for reading, or from the epigram on stone to the book -
epigram, or from the Iliad to the Hecale of Callimachus.
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its nature was only transitory, neither [finished nor functioning by itself; it was im-
provisatory. A real conflict between the participating dramatis personae was repro-
duced on stage, conflict which resulted from acts presented or, less often, narrated
(= dramatic tension, Spannung). Thus both the dialogue and the monologue were
real instruments for the action. This action was divided into clear-cut roles which
were distributed to a number of characters or were undertaken by one gifted mime.
It was essential that the roles be kept separate during the performance (Rollenanf-
teilung). The language functioned in a theatrical fashion, i.e. it was not self-sufficient
— it needed the support of gesture and scenic devices and props in order to attain
its end; at the same time it aimed at helping the actor and was for this purpose
lively and descriptive to the extent that often details of actors’ performances could
be extracted from the poetic text. These texts, we should add, also possessed an ac-
ceptable length which made the play fit for performance . On the contrary, close
study proves that the mimiambs of Herodas, «Grenlell’s Erotic Fragment» (P. Lond.
2208), and the Theocritean Idylls are poetry for recitation, and lack all the above-
mentioned qualities of a theatrical play. The proof: An attempt early in this century
at performing the mimes of Herodas on stage ended in failure 2,

3. Regardless of the presence of any number of formal dramatic elements in
a piece of poetry, it is not theatrical in function unless the organizing element of the
entire structure is genuinely theatrical in itself. This is the fundamental principle
of any theory of structure. And yet no such principle is in operation in the mimiambs
of Herodas. Similarly, the presence of the previously-mentioned «dramatic» ele-
ments in the epigram lends it a certain dramatic air; it does not, however, bring it
any closer to the mime, or to any other form of theater, since no other fundamental
change occurs in its structure. Both theoretically, therefore, and practically, the
invented ‘genre’ epigram-mime cannot function. By the same token, the epigram
of Martial is not deserving of the name «mime-epigramy», simply because it is influen-
ced by mimic elements: its structure does not correspond to a separate narrative
function.

4. The dependence of the mime upon comedy is evident (cf. ancient
testimonia in Reich, op. cit., pp. 38-405, and Wiemken, op. cit., pp. 139-

1. Examples of such plays (in prose or verse), apart from what we can infer
from the fragments of Sophron, have been preserved in the following papyri: P. Oxy.
413 (I/11 ¢. A.D.; 1. Charition (8 dramatis personae plus chorus); 2. The Poisoner (7
dr. pers. plus chorus)); P. Lond. 1984 (Il c. A. D.; 5 dr. pers.); P. Berolin. 13876
(IL c. A.D.; 5 dr. pers.); P. Varsoviens. 2 (Il c. A.D.}; P. Berolin. 13927 (V/VI c.
A.D.). Each of the mentioned fragments is analysed in an admirable manner by
Wiemken, Griech. Mimos, op. cit., according to the following pattern: IIandlungsab-
lauf - Auftritte und Zwischenszene, SchluBszene - Personen - Rollenaufteilung, Re-
gieanweisungen und Zeichen (Auffithrungstechnik), Form und Funktiond es Textes,
Die dramaturgische Komposition, Auffithrungsort, Die drei aristotelische Einheiten:
Zcit, Ort, Handlung : In other words, as genuinely theatrical plays.

2. The information in the Introduction to the Budé edition of Herodas by
Laloys, Paris 1928,
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148). In addition, all the commentaries on Herodas show how greatly
he was indebted to comic diction, comic motifs, comic scenes, and the
general study of «typen. Especially meaningful in this context becomes
the testimony describing the essence of the work of the phlylax-writer
Rhinthon (4t ¢. B.C.) as & tpayied perappubpilewy & 16 yeioiov.

But is this the atmosphere of Kavafis? If tpayodia éotiv fpwixie t0-
yne meptorasie and if piude ot plpmoig Blov td Ttz cuyxkezmpnuéva %ol &-
oV GpnTx TEptéywv L, then there can be no common denominator what-
soever between the poet of the «Amodeirewy & Oc6c "Avroviovn and the
poet of the ITepvofooxdc or the Znidrumoc.

On the contrary, 1 believe that the central motif which pervades
and unifies the Kavafic collection is that of &motuyie, failure 2. His poetry
1s a superb study of man’s response to this profoundly tragic— and pro-
foundly human—experience. Moreover, herein lies K.’s motive for the
employment of an Alexandrian setting; what other historical period
offered such a rich source of appropriate motils than the stormy seas
navigated by the Hellenistic and Early Christian world? There existed
a soclety in which tiyne neploracis and tiyng peraoracts, the quintessence
of the tragic experience, were personalized for almost every Greek 3,
be he a struggling mercenary forced by wevix 1o abandon his native land
and do battle in the ceaseless wars of the dwtdoyot, a humble man whose
life and property were endangered in the early Christian Era by virtue
of his Christianity, or a great and tragic figure like the emperor Julian,
whose chimerical dreams defied the exigencies of the times and the
death of the Gods. Kavalis identified deeply with the combined motifs
of beauty and meviz (also a standard motif in Roman elegy, which leads
us 1o unite, in combination with other motils, the so-called «sensual po-
elry» under the heading «poems of tragic experience»). The basic motil
is brought into play in the collection’s first poem, «'H [léiwn {Poems
1,45). Failure here is implicit, but its explicit symptoms are vividly
related in Poems 2,4 and 7; furthermore, a consciousness of the reality —
that there is no exit — is stressed in the poenm’s second and final stanza:
8¢v £yet mholo v o€, 8v £yer 636, Yet we are confronted with ambivalence
in the poem’s conclusions, for K. does not detail the reaction of the

1. The classical definition given by Theophrastus ap. Diomedes, Gramm. Lat.,
vol. I, 491 f.
2. An early hint in K. Th. Dimaras, NE 1%(1933) 767.
3. Sec also in G. Seferis’, Jdoxyiés, Athens 31974, vol. 1, p. 354.
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poem’s first speaker. We are not told whether he does or does not succumb
to failure.

Whence arises failure? Tby» is one culprit, as we learn in the next
poem, « H Zarparncian. Here the napaitnois has come, but we must note
the significance of line 8: (% pépa mod dpédnueg »° &vdiderg). It was under-
scored by the poet himself in the Lechonitis’ Autoscholia: Reality is
not so utterly devoid of hope that every exit is permanently blocked;
rather it was the symbolic hero ! who drexapdicddn elxoda, ... peyahomoln-
ot Td yeyovéTa xol Bukolnue va MBy Ty &yousay mpdg ta Toboa (Liechoni-
tis, Autoscholia on «'H Zatpameion).

Since Tiyn plays such a vital role in human affairs, man must be
ever-alert, for even the most seemingly-insignificant incident is capable
of wreaking havoc with man’s existence. One must not follow Caesar’s
example, but the poet’s warning: ... npdocke adv Pyeic otdv dpduov #w,
Jooo | 3y Thysr nal mAnoidoer amd ToOv dyAo [ xavévag Aptepidwpog... [u./ ...
edfde va T yvwploeig [ To coPapd yoapodpeva Tol Aptepidnpgou {«(MdpTian
Eidotn, Poems 1,18).

The paradox arises from the fact that such a watchful life cannot be
lived ; constant vigilance lies prostrate before the whims of Toy». Man
cannot evade her, intuit her; she alights, inescapable, unexpected :

YA\ xatasTeond, mob d&v TV oavtalduehov
) 7
vy, paydata méoTel Emdve pag,
xt avétoLpoug — oD T elpOG — UG GUVETTRLoVEL.
p

(«(Tererwpévar, Poems 1,19)

The cirele of our fate has been completed. How ought we to behave
when stricken by another — and then another catastrophe? At this point
K. introduces an all-important concept: human dignity. Is man to
slip away from a situation, refusing to attire himself in his rightful garb,
but as an actor who lightly discards one persona and assumes another
(cf. «*'O Baouredg Anupnteroen, Poems 1,27)?7 Or ought he to heed the
poet’s admonition in that wondrous hymn of human dignity, «Amoket-
mety & Gedg "Avraviovn (Poems 1,20)?

1. K. is reported to have said that the protagonist is not necessarily to be iden-
tified with Themistocles or with Demaratos, or indeed any politician, but rather
is meant to symbolize an artist or even a scientist. See, however, a recent attempt
by G. Dallas, “H Zarganela wxl % dvalfitnen 1o cupBdlon g, in Kefdeng xal “Totoola,
Athens 1974, pp. 47-63.
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The poet’s notion of «human dignity» is able to provide not only a
noble mode of death, but also an honest ideal for life, in the poem « O
Ocbdotogy (Poems 1,21): "Av eloxy &’ Tode danlva Exdextole, | v Emi-
%patnol cou wOtale mhe dmontic.

Another secondary motif of «tragic experience» i1s the absence of
any change whatsoever — «Movotovian (Poems 1,22), in which a theme
already familiar from «'H Iléhign recurs. But, once again in juxtaposi-
tion to despair is the suggestion that the voyage called «Life» may be
rich, full, and rewarding: paxpds 6 Spbpog, [ yepdros mepinéreies, YepudTog
yvocete. Perhaps, when all is said and done, one only dreams of dangerous
encounters with the Laestrygonians and Cyclopes: Tobg Axiotpuyévag
%l Tobe Khdwrag, [/ tov Oupopive Tloselddva un gofioat, [ tétoix otov
3pbuo cov moté gou Siv Ok Beele, [ &v pév’ N oxédrg cov SYmiH, &v Enhexty, /
suyrivnotg TO Tvelpa xad 6 chpe cou &yyilet. But the dreams of Laestry-
gonians and Cyclopes are indicative of an attitude quite different from
that of Calderon in his well-known play «QOur Life is a Dream», or Pal-
ladas’ Zxnvn wée 6 Blog xal mabyviov' 7 udbe mailew | why oroudyy peta-
Oclg % @épe tag 6dvag (A.P. 10.72).

Our lives, once actualized, are not dreams; by means of personal
cultivation and self-enrichment, we are made strong enough to invali-
date our dread visions. This advice comes directly {rom the truly Alexan-
drian central theme of «"Oco pmwopeicn ( Poems 1,25). In addition to the
presentation of an ideal by which man may live and die, K. elaborates
upon additional values which he feels are worthy of being followed: In
Poems 1,28 and 1,29 he explains what it means to be a modern civis,
whether a man lives in the backward Peloponnese or in a cosmopolitan
city like Alexandria. The poem «®uiérrry» (Poems 1, 37) is crueial for
the understanding ol a large part of the Kavafic corpus because within
it are interwoven, significantly, two motifs — that of the Philhellene and
that of the artist. Even the barbarity of a kingdom such as that of the
hegemon of Mesopotamia could not dull his wish to be «Greek above
all»; he longs to be part of the great traditions exemplified by all the
things for which the word «Greek» stood. The figure of this king ope-
rates within Hellenistic surroundings exactly as K.’s ideal would have
it operate in a modern context. For, just as men like the hegemon were
striving to cement their cultural and historical ties with Classical Greece,
thus strove the Greeks of the nineteenth century, after the restoration
of the modern Greek state. Their poetry, in its (by and large) patriotic,
backward-looking tone, was the isogloss for the efforts of the other
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nineteenth-century. Greeks working within such fields as history (K.
Paparrigopoulos), folklore (N. G. Politis), etc.

In addition, this poem is highly significant because it decodifies
the language of a number of Kavafic poems which treat of poets, artists,
and grammarians. It is my feeling that the combination of the two motifs
makes unacceptable Malanos’ interpretation of these poems (according
to which they are products of «dry grammarians of the worst Hellenistic
varietyn, not worthy of consideration as subjects for «genuine» lyric
poetry with the conclusion that all the relevant poems are failures!). [t
is evident that Kavafis envisioned the artists as creators of the future as
well as preservers of the past; he realized their all-important role in the
given historical context. But he unveiled them in their «<human» context,
as men haunted by the tragic vision of life — haunted, but sensitive
enough to succeed in the interpretation of their vision. This explains why
K. was so fond of depicting artists in various attitudes of suspended anim-
ation, while engaged in work, or in moments of reflection (e.g. Poems
1,41 1,435 1,44).

I hope that this discussion makes al least one point clear: That any
attempt to relate, e.g., the ekphrases of Kavalis with the numerous ek-
phrases of the A.P. remains immaterial, as long as one does not aim at
discovering the functions of their respective ingredients. A surface
survey in the A.P. may possibly prove the descendence of some Kavalic
motifs older than was suspected before. But it has no value whatsoever
unless it clarifies: why such a typical ekphasis as « Teyvovpyng woatfipmn
so aesthetic and even sensual, concludes with the word #t7«, or why we
are left with the bitter altertaste of tragedy alter perusing the ‘noto-
rious’ f8ovixa (read also Poems 2, 61 with the key of 2,10 or 2,37 [end
line]!), or why, finally, the so-called {stosuex can convey such a genuine
sense of history, even when the protagonists never existed!

5. Kavalis’ poems do not intend to portray various types, or cha-
racters as 15 quite obviously the intention of Herodas. Rather, they deal
with the xafélov, with man qua man, not with a Cridtumog or a pnastpo-
e qua {nhéTumtog and paotpomés. This difference becomes all-clear in the
treatment of the story: Both writers often isolate a slice of life, an episode
or a scene; Herodas however surrounds the main character with the
typical motifs provided by the Comic Tradition to solictt immediate
Jaughter, while Kavalis uses either deduction or induction to make a

. point: He may choose to open with a general statement on human con-
dition and procede to the specific exemplum (Poems 1,16, lines 1-8:
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9-21; 1,18, lines 1-5 :: 6-19), to make a reduction from the particular
story to the general (Poems 1,47, lines 1-11 :: 12-14), or to blend speci-
fic and general inextricably as he more frequently does (Poems 1,20
etc.). Even the pseudohistorical and pseudotheatrical «llzptpévovrtac Tobg
BopBdpovsn bearing a surface resemblance to the mime concludes with
a statement which was to become a common phrase in Greece:

Kol topa i Ba yévouvpe yowplc BopBdpovs.
Ol &vfpowmor adrol fowy pias xdmwotx AdGLS.

6. The «Doricn version of realism, as practiced by Herodas, delights
in descriptions of ugliness and beauty, and Haedlam rightly compares
them with the Dutch realistic painting of the 16th-17th centuries. The
characters of Herodas come from the lowest social strata and their lives
have a high proportion of unattractive aspects {Reich, op. cit., pp. 19-
38, section: Mime und literarischer Realismus).

In the pages of Kavafis, on the other hand, there is an idealization
of the realistic detail, apart from the fact that his characters often are
Greek, Hellenistic and Byzantine kings and emperors, distinguished Ro-
mans, artists, or famed grammarians, gods and heroes of the battlefield.
These exceptional men not only distinguish themselves from the profane
crowd, but express their pronounced aristocratic feelings repeatedly:
(cf. Poems 1,101, line 18; 1,75, lines 3-4). True, these people are usually
depicted in a world of decay ; but whereas beauty is not spared the con-
crete and colorful detail, the description of the old man, e.g., in Poems
1,98 is vague and indefinite: for the contrast cf. Poems 1,49, but
also 1,83. In this juxtaposition of the two opposites beauty always gains
preponderance, and often even transforms ugliness (Poems 1,89) —some-
thing impossible in realistic-naturalistic poetry.

As far as the other common denominator between Kavafis and He-
rodas (according to the a. always), namely ‘obscenity’ one remark suf-
fices: The motif of the so-called «schoner Knaben pervades the classical
tradition and besides, there is nothing obscene about it, if we manage to
set aside modern puritanism 1.

Urbana, llinois J. N. KAZAZIS

1. For examples cf. the whole XII. book of the 4.P. and O. Weinreich, Die
Distichen des Catull, Tlibingen 1926, pp. 8 ff.



