Three Long Poems
in Athens






Three Long Poems
in Athens:

Ereme Ge-Perama-Kleftiko

Translations and Essays by

Konstantina Georganta

Cambridge
Scholars
Publishing



Three Long Poems in Athens: Erémé Gé-Perama-Kleftiko

Translations and Essays by Konstantina Georganta

This book first published 2018
Cambridge Scholars Publishing
Lady Stephenson Library, Newcastle upon Tyne, NE6 2PA, UK

British Library Cataloguing in Publication Data
A catalogue record for this book is available from the British Library

Copyright © 2018 by Konstantina Georganta
Cover design by Giannis Georgantas (Giannisgeorgantas.com)

Cover images © Kanelia Koutsandrea

Cover images (top to bottom):

A wall near the Piraeus train station in Athens

© Kanelia Koutsandrea, 2015

Detail from a 2014 graffiti by WD (Wild Drawing) in Exarcheia, Athens

© Kanelia Koutsandrea, 2015

Refugee block of flats (built from the 1920s onwards) in Kaisariané, Athens
© Kanelia Koutsandrea, 2013

All rights for this book reserved. No part of this book may be reproduced,
stored in a retrieval system, or transmitted, in any form or by any means,
electronic, mechanical, photocopying, recording or otherwise, without
the prior permission of the copyright owner.

ISBN (10): 1-5275-0791-2
ISBN (13): 978-1-5275-0791-3



To my dear friend Kanelia



T1 6éhovv 6ot owtoi Tov Aéve

nog Ppickovvor oty ABMva 1 otov [epond;

O évag épyetor amo ™ Zaiapiva Kot poTdeL Tov GALO
wmog «épyetor €€ Opovoilac»

«Oy épyopon €k ZuvTaylatoo» omavtd ki giv'
£VYAPLETNHEVOG

«Bpnko to ['évwvn ko pe kEpooe Vo, TaymTO».

10 peto&d 1 EAAGSa tagidevet

dev E€povpe timote dev EEpovpie TmG elpacTe EEUmapKOL
OAOL epLels

dev E€povpe TV TKPA TOL AaVioD Gov Ta&devovy OAL
Ta Kopapo-

meptyelape ekeivoug mov ™ vimbouv.

TMopyog Zepépng, «Me tov Tpdmo tov I'.X.» (1936)

What do they want, all those who believe

they’re in Athens or Piracus?

Someone comes from Salamis and asks someone else
whether he comes ‘from Omonia Square?’

‘No, from Syntagma,’ replies the other, pleased,;

‘I met Yianni and he treated me to an ice cream.’

In the meantime Greece is traveling

and we don’t know anything, we don’t know we’re all
sailors out of work,

we don’t know how bitter the port becomes when all the
ships have gone;

we mock those who do know.

George Seferis, ‘In the Manner of G.S.” (1936)
Translated by Edmund Keeley and Philip Sherrard.
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INTRODUCTION

META-POLITICS IN ATHENS

Athens is an emblematic city, a place of significance. It is memory
embodied in a multi-layered topos, a place of ruins with the Parthenon as
its headpiece. The routes one may follow in the city are numerous and the
story one may narrate changes with each turn one takes. The book you
now hold in your hands acknowledges this and offers something different.
Here is the option of the poetic word creating narratives that travel through
the city of today but also cut into the city’s past touching on various of its
corners and opening up to the readers the city’s microcosm yesterday and
today. Through this itinerary, the city becomes emblematic of the
macrocosm surrounding this city and others like it.

The three long poems included in this book reveal the world of Athens
to an international audience since the translated texts lead one over to
Kaisariang, the corner Patgsion-Stournara, the Unknown’s and Papaspyrou’s,
the second floor of the Physics and Mathematics School, Athénas street,
Concordia Square, a little haunt in Monasteraki (all these in Eremé Gé by
Elias Lagios, 1984, published 1996), to the old harbor and refugee suburb
of Perama 14.7km from the centre of Athens (Perama by Andreas
Pagoulatos, 2006), to the cobblestone streets of Psyrré and the queues of
the Manpower Employment Organization, to Exarchia, Agioi Anargyroi
and Kypselé and into all the bins of Athens (Kleftiko, 2013, by George
Prevedourakis).

Poems function here as historical meta-texts, city narratives and
depictions of the ‘meta-hellenic’ (Kleftiko) relying heavily on meta-writing
(Eremé Ge, Kleftiko) and presenting the constant struggle between what is
and is not written and voiced (Perama). Even though Athens is not the
sole area of importance, it does hold a special place in the poems as it
represents the actual and symbolic centre of the country. It is here that the
story should be narrated so that it is heard.

Starting from the ‘the deforming of man’, foretold in Erémé Geé as a
tortured ‘repetition’, the story moves on to the ‘extermination / of the
humble / the outcasts / the predetermined’, all ‘victims / sacrificed / by the
voracious / vicious money’ in Perama and the event that ‘has already
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happened / before it has’ in Kleftiko. This return to the inescapability of
predetermined lives ever haunting the scene is a common element in all
three poems, whether the place is called ‘Erémé Gé&’, ‘Perama’ or
Kleftiko’s ‘Fevgada’, an element which in turn transforms Athens into the
centre of ‘meta-politics’, which is the realm of literature. As Jacques
Ranciére notes,

the principle of that “politics” is to leave the common stage of the conflict
of wills in order to investigate in the underground of society and read the
symptoms of history. It takes social situations and characters away from
their everyday, earth-bound reality and displays what they truly are, a
phantasmagoric fabric of poetic signs, which are historical symptoms as
well. For their nature as poetic signs is the same as their nature as historical
results and political symptoms.'

The poems address one’s ability to judge events and so form an
opinion (in Greek, ‘krisis’) as based on one’s comprehension of these
events and access to them. This most significant to society ability of
‘krisis’ is part and parcel of the origin and goal of the poetic text, itself
part of the complex cultural object that is public speech. The poetic text
sorts out events so as to amplify one’s ability to express an opinion.
Irrespective of ‘crises’, then, the main goal of the poetic text is ‘krisis’.
Indeed, Kleftiko attests to this with its epigraph, which addresses the
conundrum of the formation of an opinion as dependent upon the degree of
one’s comprehension of events: ‘No matter how we were told they will
hear us otherwise / No matter how we were written they will read us
otherwise’ (Vyron Leontargs).

The three long poems found in the pages that follow present then a
challenge. This consists of the willingness of the reader to view the texts
as active political texts, in the form described above, as insights into today
no matter from how many years afar. This is why all three poems dwell on
the pseudo opposition between the ‘here and now’ as opposed to ‘there
and then’ dragging the past into the present and making the news of the
past relevant again to the world of today in what poet and critic Gerasimos
Lykiardopoulos named as the true dynamic of the ‘resistance of poetry’.”

Note

Each translated poem is preceded by an introductory text and the book’s
epilogue combines a few final words with a discussion of the third poem’s
final section. All translations, unless otherwise stated, are mine.



Three Long Poems in Athens: Erémé Gé-Perama-Kleftiko Xi

Notes

! Jacques Ranciére, ‘The Politics of Literature’, SubStance 103, Vol. 33, no. 1,
2004: 19.

% Gerasimos Lykiardopoulos, ‘...and the poetry as resistance’, ‘Auschwitz and
Palestine’ («... ko  moinon g avtictaony», «Aovopirg kau [aiootivyy), Kant
and the Balkans: Exercises in Logic (O Kdavtiog kot 1o Bakkdvia: Acknoelg
Ahoywng), Athens: Ypsilon, 2002: 50-52.






CHAPTERONE

A GREEKWASTELAND
AND THE META-WRITING OFHISTORY*

In 1931, the Greek poet George Seferis discover8dHliot's 1922 poem
The Waste Lanih London. His translation of this long poem apeea
five years later (three years after Takis Papasstmsinslation had appeared
in the periodicalO Kdxloc/O Kyklog and several editions followed, in
1949, 1965 and 1967, while it has since been @talagain by Sarast
Giorgos (1958, 1964) and Kleitos Kyrou (1940jhe 1970s were crucial
in this itinerary because it was in 1976 when Grpe&t and critic Nasos
Vayenas wrote a fictional piece on published anfinigihed versions of
The Waste Landalled ‘Patroclus Yiatras or The Greek translagiofThe
Waste Land («Idtpoxiog Tatpdg 1| Ot eAAnvikég petappdoels g
Epnunc Xapac»). This was an examination of various versionsthef
translated poem focused around the efforts of amginary figure, the
poet’s alter-ego, to contribute his own translatod a turning point in the
reception of Eliot's work in Greece as in 1984 &eotpoet, Elias Lagios,
produced his own long poerH, Epnun I'n (Ereme Ge, literally translated
as Desolate Lan§l which linked Eliot's The Waste Land- and its
translation by Seferis — with Vayenas’ 1976 pigcgoing even further,
Lagios’ poem connected Dionysios Solomos’ poetrgr(f a verse from
which Lagios borrowed his title) withio Aedzepo Avidprico (The Second
Rebel Movemeptby Foivos Gregoriades, a four-volume book on the
Greek Civil War (1945-1949) that ensued the SecBvolld War in
Greece. The ‘Notes t&Eremé Ge' that accompany Lagios’ poem —
following here too the notes at the end of Eligiteem — reveal a mosaic
of literary and political references from Homer nedern Greek poets
Kostes Palamas, C.P. Cavafy and Angelos Sikeliamosfrom folk and
rebel songs to the man with the carnation (dedicabethe memory of
Nikos Beloyiannis) from a poem by Yiannis Ritsos.

Lagios, Vayenas notes, rewrites Eliot’s poem frtwn perspective of a
leftist Greek poet ‘reproducing the transcendegtast ofThe Waste Land
with the coordinates of a politicized neohellenision’ and parodying
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both The Waste Landnd its translation by Seferis, phrases from whieh
transfers whole into his own poetilready, the combination of Solomos’
verse, the poet who composed the Greek Nationaeamtwith the work
of Gregoriades, shows the poet's intention to cohniee fight for the
creation of the modern Greek state and the subséqureation of a
national identity, supported by the narrative a 821 Greek revolution,
with the fight for the creation of the modern Grewltion in the post-war
years and the narratives that dominated then. Asto% Doxiadis and
Manos Matsaganis note, ‘after the 1946-1949 CivarWthe mantle of
nationalism was monopolised by the victorious Right portraying the
defeated communists as enemies of the nation’ wifile nationalist
rhetoric (‘Fatherland-Religion-Family’) reached aapogee with the
Colonels’ coup d'état of 1967, and came crashingrdtogether with the
military regime in 1974° Lagios’ Eremé Gé used the form and language
of Eliot's poem and of Seferis’ translation of @ tonstruct a version of
history telling through a medium that combined wwrkings of historical
memory and the art of fictionality.

Transition

For Greece, the mid 1970s and the early years ef 1880s was a
transition; from the colonel’s military regime tbet first years of the
Metapolitefsiera, from a chain of wars — Balkan wars, First &edond
World War, Civil War — to a time of sustained peasfien new
anniversaries entered the calendar, such as thealynrtommemorated
student uprising of 17 November 1973.

The Civil War that followed the Second World WarGmeece in 1946
— after a meeting in the Kremlin on the evening9fOctober 1944
between Winston Churchill and Joseph Stalin hatesetheir affairs in
the Balkans with mathematical precision left the country severely
scarred. In 1947, the Greek Communist Party (KK) all its ‘branches’
were declared illegal while the islands Makisos and Yaros hosted
concentration camps for the re-education and rétaimn of
Communisté. A provisional democratic government was formede (th
Government of the Mountain) by the KKE. Two yeawtet, the
Democratic Army of Greece (DSE) was defeated atr@mas and Vitsi
and this signalled the end of the Civil War. Mangmbers of the DSE
fled to Communist countries in the north (mainly nRania,
Czechoslovakia, the USSR, and Poland). In 1951omtepls of Leftists
and Communists were held and a year later Nikoarfthades, a leading
figure of the KKE, was accused by the party of geandouble agent. The



A GreekWaste Landnd the Meta-Writing of History 3

Greek police arrested him and he was tried in 1988er KKE members,
amongst them Nikos Beloyiannis, were executedriason on 30 March
1952? Ploumbides was executed in 1954. He was posthuypnmiastated
to the Party in 1958. In 1956 the Sixth Plenumhaf €Central Committee
of the KKE removed Nikos Zachariades as secretangi@l and a year later
he was expelled from the Party. In 1962, most jgalitprisoners were
released. Five years later, on 21 April, a militaiigtatorship in Greece
was installed by the troika of George Papadopoubtglianos Pattakos,
and Nikolas Makarezos. The concentration camp aws/'@was reopened.
Thousands of Leftists, Communists, and Centrist® werested, imprisoned,
and exiled. In 1967 Dean Rusk, Lyndon B. Johns&®sretary of State,
told his television audience that ‘Greece was motrgady for democracy’,
‘a remark,” John Lucas remembers, ‘so ineffable tasbe beyond
comment’®

On 17 November 1974 the Karamanlis administratiam whe first
elections after the fall of the junta (1967-1974)d ahis party, New
Democracy, stayed in power until 18 October 198%nyhin the first
elections after Greece’s entry to the European tymdmdreas Papandreou’s
socialist Pasok party came to power with the slo@range’. In 1982,
Civil War refugees were allowed to return to Grefroen the countries of
Eastern Europe. At the same time, the country wathe spotlight since
1979 as the rest of Europe awaited the countrytsyeo the EU on 1
January 1981.

The year 1979 was the beginning of a renewed isttdre modern
Greek poetry and language all now mixed with thmglage of enterprise
and technocracy. In 1981 Constantine Trypanis phed his large volume
Greek Poetry: From Homer to Sefétimnd two years lateFhe Oxford
Dictionary of Modern Greeked. by J.T. Pring and originally published in
1965) was re-issued. Roderick Beaton would writmntthat Greek is not
only ‘the oldest language in Europe’ but, as ofudap 1981, ‘an official
language of the EEC, solemnly inscribed, in oualagupermarkets, on
packets of cocktail biscuits and disposable napgied in demand in the
translation and interpreting sections of Europeastitutions’*? In
December 1979The Timesdedicated several pages to Greece and it is
here that we find a foreshadowing of this new angtearticle on Greece’s
foreign policy is coupled by a National Tourist @nisation of Greece
campaign while images of the scaffolding surrougdime Erechtheion on
the Acropolis appear side by side with ads by Halygiki Inc., Greek
Tobacco and the Hellenic Railways OrganisatibAs this new image of
Greece is being constructed, it is no surprise #maarticle on the 1979
Nobel laureate Odysseus Elytis, under the titlelakk side to the light’, is
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presented next to another article on the restoratib historic Greek
buildings, an ad by Astir hotels (‘the quality Hetef Greece’) and a half-
page dedicated to the new Olympic Airways A300 AgH
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Progress seemed to be coming fast yet, as a pdweaftative was
constructed to support this, other strings of nesearemained on the
margin. In light of thisEreme Ge was an attempt to tell a different story
that attested to the inheritance of the Civil Warr inodern Greece in the
guise of a medium (a famous interwar poem) whichexhded itself in the
message and became integral to it. In post-Civir \Beeek society, the
1980s was a period of conflict as urbanization g@sg hand in hand with
the middle-class-ification of the agricultural andiorking class
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populationst® The decade finished with a wave of immigrants cmriio
Greece for the first time after the 1920s followithg fall of the Berlin
Wall in 198916

The scene: an unreal land

Like The Waste Land? Epnun I'n (Erémé Ge) has five parts: K Taoen
tov Nekpav» (‘The Burial of the Dead’) promises the experenof
something different @o {Roovpe Kdtt Swwpopetikd», ‘we will live
something different’), "Eva Toayvidt Tpépa» (‘A Game of Cards’)
presents wasted lives but also brings the messhgesarrection, @
Kapoi m™m¢ Potidc» (‘The Fire Days’) begins with Vitsi's bloody
mountains (just one of the elements that make twmptravel through
time, here positioning it in 1949 at the battletthaded the Civil War) and
ends at dry islands (places of exile]) ®4vortoc ka1 1 Odrhacca» (‘Death
and Sea’) unites winners and losers, whiBow ITéost o Kepavvog»
(‘When Thunder Strikes’) unsettles the world’s arded does not finish
the poem in 433 verses, as was the case Wite Waste Landbut adds
one more word violently interrupted by the thunder.

Eliot's ‘Unreal City’ is set in the City, Londonfnancial centre where
Eliot was working at the time, in order to show httve homes of the
living inhabitants were ‘consumed by a voraciowstpanding commercial
life’ to which much of the inhuman desolation ssffig the poem owes its
sourcet’ Lagios’ ‘Unreal Land’ (Avorapkm Xmpa»), a ‘glorified land’
(«n ydpa peg oto kKAéog», 1.371), includes the Parthenon and the central
monument dedicated to those fallen in battle (tbend of the Unknown
Soldier located at the foot of the Greek Parliamdntt also the space
marking more recent troubles, such as Kaisariaheres resistance fighters
and rebels where shot by the Nazis in 1944; thexezoPatsion and
Stournara (a reminder of the rise of the studeg&inat the military junta
at the Polytechnic School of Athens in 1973); arali& tombstones
(remnants of the Cold War and the Greek Civil War).

To 0¢pog pog apvidioce kabmg EexvOnke amd ™ pnavipa g
Katsaprovig

Avtapo pe Tov NA0° TUPYMGCOLUE GUVVEPOTOYLICUEVES OKPOTOAELS,
Kin propa ovpnke og ™ yovid [otnciov kot Etovpvapa

Exel mov yidpralov m Aevutepild Kot TOVG Y TUTHCOLLE. ..

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

Kot oav qpoactay moudid ovefrikape otov ehacitn

Tov prépuma pag, va yivoope erevdepotés tov otioav ota €6
pétpa,
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Kot deihaca. Ko pdvace, ANEED,
ANEEN, mOY oG, Ma KAEWSoUTApmGE TV TOPTA TOV GLTIOV LOL.

Harvest surprised us, coming over Kaisariani

Together with the sun; we barricaded cloud acrapole

And the sudden rain crawled to the cornegglah-Stournara

As they celebrated freedom and we hit them...

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

And when we were children we went to our uncleEaAS!8 man,
To become liberators; they executed him,

And | cowed. And he yelled, Alex

Alexg, where are you going? But | bolted the door oftrayse.

(Ereme Ge, 11.8-16)

As Anna-Maria Sixani and Nadia Fragouli suggestgiba does not
deny the vision of Communism but constructs a ‘pleyaics of revolution’
through his use of social and literary hist&tyThe poem questions the
people’s involvement with social concerndMg<tnv dpvnon tov GAlov,
BeBordvovtag ™ euiakn cov / Me ) povaéid Tov GALOV, GAKATEDOVTAS
™ @viakr cov», ‘Denying the other, you confirm your prison /efiag
the other’s loneliness, you destroy your prisoi4113-414) and attacks a
‘middle-class vision’ (gikpoooctikd opapatiopo», 1.227) for it has
become synonymous with a ‘servile protestuifx dovionpeniotatn
Swpaptopio», 1.214). Mimicking a modernist narrative tempdyalvhich
annihilated space through tirffe,Lagios set his narration during one
January day, alluding to the beginning of somethiegy, and created a
needed reference point for future generations pghé end, readers are
urged to read the poem as a document where fragméieir historical
past are conflated adding to the story narratel tiven interpretation of
events. The first four parts describe the dreara bfstorical reality and,
according to what the poet tells us himself, ththfpart is a ‘dream’s
dream’, a mystical reality appearing as a visionight-time.

To make the reader responsive to this dream@mé Ge, much likeThe
Waste Landcounts on repetition. This gives an agonisticderto the text
and helps the reader focus on blocks of meaningtiieapoem constructs
like ‘[tjhe deforming of man, so methodically brakd«H nopapopewon
OV avOpOTOV, ToL YoAacpEVOL TOs0 nebodikd», 11.99, 205).
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Lagios Eliot

Unreal Land (Avirapktn Xdpa», 11.60, | Unreal City

207)

ARATE PYLASAPATE ITYAAZ», Il. HURRY UP PLEASE IT'S TIME

141, 152, 164, 168, 169)

The heroes are betrayedIEodo0nkav The nymphs are departed
ot fpwee», 1.173, 179)

Sweet Vitsi, blaze, to sing my song Sweet Thames, run softly, till | end
(«Bitol pov, otpdye va ot dw, Tpayoddt | My song
v v apyicw», 11176, 183, 184)

But as | undress / But as | dresg\f«a But behind my back
oo yovvopo», “AALG cov viovopo»
1.185, 187)

In the History’s tree (&to devtpi g In the violet hour
Iotopiag», 11.215, 220)

Singing (&'payovddvtag», 11.308, 311) Burning

O Comrades we were dyingti« O lord Thou pluckest me
Zovipogot Egyuyovoape», Il. 309, 310)
Comrades onwards Y&vtpogot eunpdc | Drip drop drip drop drop drop drop
GUVTPOPOL EUTPOG EUTPOC EUTPOC»,
1.357)

The towers, falling and becoming unreal are tramséal into heroes who
remain awake and are resurrected in a requiem vdietiee names of the
dead are remembered: ‘Luxemburg Gramsci Bukharida¢hariades
Pouliopoulos / Resurrected’ Aev&spmovpyk T'kpapct Mmovyapw /
Zayopédng Iovidnoviog / Avootnuévows, 11.374-376)! Eliot's ‘Da’,
sounding three times in the poem to transfer thesage of damyata,
datta, dayadhvam (‘Give, sympathise, control’), &gpp in Lagios’ poem
as a triple Epsilon, ‘E’, to denote the Greek wdiatsrevolution, love, and
liberation (€ravéaotoon, Epwog, EAevbepio») and to push the poem to its
final juxtaposition between these words and threerem ®dvorog
®dvatoc Abavatoc» (‘Death Death Immortal’)Eremeé Ge's final word,
«Zovtpopor» (‘Comrades’), stands both apart from the previmigychs
and in immediate relationship to them, as it tutmghe readers asking
them to participate to the dream the poem presents.



8 Chapter One

‘Precious freedom’ (o ™ yididkpin tn Aevtepua») fought for in
1942 (the date when the song ‘To arms, to arms’wréten, see note for
line 103 in ‘Notes toEreme Ge') was betrayed with the coming of the
Civil War and the deaths thereafter (see the orth thie red carnation
always walking beside us in line 359 Hotog €iv’ avtdc pe T dGhko
yapO@aro mov odowmopei 6to0 AL pag;», ‘Who is the one with the red
carnation always walking beside us?’ — which isied reference to
Beloyiannis) yet the poem dreams that the tracthefdead bodies will
create new revolutions in the years to come (I0-409) and will bring the
people themselves in charge of their own freeddm 1I7-422).

Those resurrected are unreal when forgotten, krutctimbination of
various sources, sounds and cries in the poem esecheir survival as
lasting impressions in the collective memory of pe®ple. InEreme Gé's
second part with the title ‘A Game of Cards’ — ftioging here too like
the Tarot cards in Eliot's poem, since the poetheo states that he does
not refer to a specific game (this igpépa» in the Greek original, a game
popular in cafés around the country) yet he urgesconsider that three
are needed for this game, a number alluding tahhd always walking
beside us inThe Waste LandWho is the third who walks always beside
you?’, 1.359 — we find the first song that changjes tone of ‘rancid life’
(«wra taykiopévn Cmn») of the first partiEreme Ge, 11.99-106):

H napoapdppoon tov avBpdmov, tov yodacpévov toco pedoducd
AT ta eKAEYLLEVA, TO CKOTEVIO APEVTIKE TOV-
KL Op®G £va Layvntoéemvo
Tovile ) oxnvi pe 10 o1ydemvo LEAOG TOV
Kt axopn éyelve, K akdun yOpgve tov KOGLO,
«Xt’dppota, ot ApUaTa...» 6’ VT XTIoHE-
va.
K1 dAAeg ewcdveg Hotepa, S10QOPETIKEG, YEVVILLOL
Bpéppa T pbopag
MpéPodav dpotes Kt anapdAiaktes oty 00ovn,
Epyovtav ki £épevyav dnAdVovVTag v omoyd-
pnon {omv onataAnpévay.

The deforming of man, so methodically broken

By his elected, foul bosses; yet a recorder

Stressed the scene with its muted melody

And still it chanted, and still it pursued the vl

‘To arms, to arms..." to walled-in ears.

And then other images, different, corruption-bred,
Appeared recycled on the screen,

Came and went declaring the departure of wasted.liv
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The muted recorder makes us juxtapose its voicén whie images
recycling themselves in the screen as if playing loop. The images are
not projected, they project other images, alwagsstime images, and look
like wasted lives recycled and tragically unchanfeste we find an echo
with |. 136 and Cavafy’s poem ‘Monotony’, one oétlources that Lagios
cites; ‘One monotonous day follows another / equalbnotonous’, ¥nv
o povotoviy nuépo AN / povotovr, omapdAlaktn akolovBei»). The
rebel song Et' dpuata , 6T Gppata UTPOS 6TOV aydva, yio TN MaKpipn

™ Aevtepia» (‘To arms, to arms, to the fight for preciouseflen’), a
sound document recorded and ready for reproductias, written in 1942
by the poet and journalist Nikos Karvounis (188@20 who was exiled
in Gavdos in 1936 and, after the occupation, wheprisoned in Larissa,
he was in charge of the news office of the Peoplélseration Army
(EAM). This is then a piece of history saved in theorder whose voice is
quiet, a ‘muted melody’ (kovile tn ok HE TO GIYOQ®VO PEAOG ToL», .
101), because it does not reach the ears of ttendiss, or the ‘muted
melody’ alludes to the strip of the recorder the¢ds to be charged so as
to be operative and so entails human presencenantyément, or the part
remains quiet as the medium for a revolution culydreen prepared. This
rebel song is followed by the repetitive «<ARATE PAX%&» (Chantky) —
instead of Eliot's ‘HURRY UP PLEASE IT'S TIME’ — wibh is chanted
three times after the resurrection of Christ att&ais the Greek Orthodox
tradition. The poem’s second part ends with a wigh resurrection
(«Xpovia moArd, xpovia TOAAG, KOARV avdotaorn», ‘Happy Easter, Happy
Easter, Happy Resurrection Day’, as someone reftonsa place of exile
and torture) only to be met in the beginning of thed part with the
reality of the Civil War (€ov Bouvod to y16via KOKKIvVe, Ba@TiKave: Ta
napatnuéva kKovedpa», ‘The mountain snow turned red; abandoned
corpses’, |. 173).

In the third part, ‘The Fire Days’, the rebel sofig arms’ and the
deforming of man are repeated, as though recoraed, together with
«Muo 0dhacoo pikpn», a song by Dionysis Savvopoulos (‘A little sea’,
1966, 1975), they prepare the ground for the se@ppkarance of the
‘Unreal Land’. Savvopoulos’ album, where we firgtdf this song here
reproduced, has a light part, so that it is trageélly, and a more serious
message (another song in the album talks aboudcgalist utopia’ while
another talks about a lost love, a song that Sawog inspired from a
poem by Nikos-Alexis Aslanoglou). Likewise, Lagigsbem conflates a
political message with a lyrical sensibility anéates a new uncertainty as
in itself a new version of political expression,aaga crucial part of
Savvopoulos’ compositions as read by Dimitris Pémsaou?? Line 197,
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‘A little sea’, also prepares us faremé Ge's fourth part, titled ‘Death and
Sea’, where we find the rebel & Velouchiots («Apng o Eiinvac,
awveg Topa mebauévoc», ‘Ares the Greek, for centuries dead’), the
contrast in meaning between the adjective ‘litat the noun ‘death’ also
derailing the audience’s sense of certaffity.

A meta-writing of history

Both Lagios and Vayenas were deeply interestecefers’ work as well
as in the role of translation in disseminating atfsowork and prompting
various international conversations. They workegetber on translating
into Greek the volum@lack Light: Poems in memory of George Seferis
(1983) by the English poet Richard Burns creatingmeta-writing’
(metagraph), they suggest, of this work into their own langeaMaopo
Dog: Homjuoro sic pviunv Tidpyov Zepéipy, 2005.2* Seferis had used the
term ‘meta-writing’ (or ‘transcription’) in a bookof intralingual
translations which he calletferaypagpéc in contrast to another book of
translations from other languages into Greek wiiehcalledAvriypapéc
(Copies.?® Whereas Seferis used this term for intralinguahstations,
Lagios and Vayenas used it when translating poems fEnglish into
Greek with the intention perhaps to show that thetqy of Seferis was
somehow refracted through the mind and hand ofgheglish poet and
came finally full circle when they returned it foet Greek language. It is
this same method ohetagrapla that G.I. Babasakis attributes to Lagios
for the writing of Eremé Gé2® even though Lagios used both Eliot's and
Seferis’ texts and the end result is not a traedlatiece of work but an
original poem conversing with the previous pieces.

| have here chosen to translate ‘metagéaph ‘meta-writing’ and not
‘transcription’ because what Lagios and Vayenasnseedo when using
Seferis' work (Lagios ifErémé Gé and Vayenas with Patroclus Yiatras) or
when transferring the way his work conversed witd tvork of another
poet into Greek, as in the case of Richard Bushani exercise in writing
about writing. The purpose of this exercise is hmk about writing in
order to understand the process better. As Balmsadports in his
introduction toEreme Gg, Lagios considered writing a most significant
gesture when it came to reading a piece of worka@nof reading itself
which one can use in order to remember (p. 16)méta-writing’ points to
this process of remembrance through the act ofmgasiting.

A dictionary definition of the word ‘meta-writingioints to the transfer
of a word or text into a different code or systehwating. A closer look
at the various meanings afiscd» in Greek as both preposition and adverb
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leads us to a more detailed description of the ipitiies that the term
opens up as an act that follows another in the ¢eahgequence of events,
an act that shows the relation of cause and effetteen events and an
act that opposes what came before. A ‘meta-writingherefore a piece of
new writing in terms of it coming after the originaxt but it also involves
a process of conversing with the older creatione Téxt that emerges
through this ‘make it ne process carries the original in it but is new in
the sense that the linguistic and stylistic formaiquires includes a
mixture of the old and new forms. That is why whet see irEremé Ge

is a dialogue between Lagios and Eliot, Lagios ¥aglenas, Seferis and
Eliot with Lagios openly acknowledging this conwaien when he
follows Seferis’ or Eliot's language but also andis distancing himself
from them to create something new. The poem becargarody where
repetition and allusions to other voices aboundtlsat conventional
ideologies are subvertég.

To begin with, what we see in practice iEréme Gé is Lagios
following step by step Seferis’ translation Tiie Waste Landntil in the
fifth and final part of the poem we can hear Ssfghrases resounding in
the word choice and rhyme schemes of Lagios.

Av giye vepo £dd-mépa Ba Av dev yrpepilope tov Vvo pag propel
otexopaotav vo movue (‘If there were | va yépvape v' avaravtoope ('If we did
water we should stop and dripk not destroy our sleep we could lie and
rest’, 1.335)
Méoa ota Bpdyla Tdg vo otabodpe e 11010 OVELPO OVEIPOL AAAO dgv
nog va otoyactodue (‘Amongst the Eépovpe mapd va mpoympovpe (‘In such
rock one cannot stop or thiftk a dream’s dream we only know to keep
going’, 1.336)
2topo vekpod Tov fouvoD pe Gl Tpayd kpaci g Aevteptdg cav KOPPOS
S6vTio TOL dev Pmopel va TOGEL KOpaolds vo ' vhoyei pe to pebvot
(‘Dead mountain mouth of carious (‘Blunt wine of freedom like a girl's
teeth that cannot spit bosom offering
an intoxicated blessing’, 1.339)
Edd kaveig dev pmopei va otabei odte | Edd pmopei kaveic va otoyaotei v’
vo mhayidoet ovte vo kabicetl (‘Here ayoviotel kot va vikioet (‘Here one can
one can neither stand nor lie nof)sit | think fight and win’, 1.340)
(E’, ‘What the Thunder SaidEreme (E’, ‘When Thunder StrikesEreme Ge,
Chora trans. Seferis) Lagios)

Following Seferis’ linguistic choices when he triated The Waste Land
Lagios also describes roots that ‘clutchic(pilec vo «omhdvovviol
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ypumég», 1.19), the ‘dead’ sound of debt’s final cadb («ekpd» Mo oto
otepvd  kdleopa, 1.68), the nail ‘wrought’ with rust 6 «xopoei
«Aovpicpévo» pe okovpid, 1.79), the smells fattening the flames of the
matches 1ic oouéc vo moyoivouv TIc EAOYEG TV omiptov, 1.91), the
‘reverberation’ of iron gunst$ «avtipéyyioua» TV G1depéviov OTAwV,
[.336) and the ‘decayed’ haunt in the forgotten ntains (o
«pnuoaypévo» Anuépt ot’ ampookovnta Povvd, 1.385). Finally, he transfers
verse 117 as in Seferis’ text: ‘What is that noisgd sivar owtdg o
06pvPog;»).

On the other hand, of particular interest are threstances where
Lagios departs from Seferigrémé Chora

«Aev Eéperg tinote; Ae BAEmelg Timore;
Ag Bopdoa tinote;» (‘Do You Know
nothing? Do you see nothing? Do you
remember Nothing?’, I. 121)

«Eico 1 dev eloon {ovtavog, Agv éxelg
tinote peg oto kePAM cov;» (‘Are you
alive, or not? Is there nothing in your
head?’, 1.126)

K1 gyd mepipeva tov ovapevopevo
Eévo. ('l too awaited the expected
guest’, 1.230)

(Ereme Chora, Waste Land

«Agv €yelc timote GAAO va LoV TElS; Agv
&épeig timote GALO Vo Lov TElS; Agv
ovepedeoon Tinote;» (‘Have you got
nothing else to tell me? Do you know
anything else to tell me? Do you dream
Nothing?’)

‘Are you alive or not? Is there nothing
in our head?’

Kot kdteyo tmg o avapevopevog, EEvog
pov’ yet yiver. (And | thought that the
expected, stranger had become.)

Eteme Ge)

In the centre of all the questions posediame Gé we do not find ‘Don't
you remember Nothing?’, as ithe Waste Landbut ‘Don’t you dream
Nothing?’ («Aev ovelpedecon tinote;»), since what we think we know is
re-evaluated during the poem and only the ones witlotry to find,
express and record an alternative history and stilhjoe the heroes born
out ofEreme Ge. Line 126, the only one appearing in English ia Greek
original, copies Eliot's phrasing and not Seferiahd appears in the
poem’s second part (‘A Game of Cards’) where atti@d repetition’
(«Bacavicpévn emavainyn») prevails over substantial communication
(‘Tried to talk to him, then would fall into a tared repetition’,
«Aoxipale vo Tov [UANGCEL KL €MeQTe G [0, PACAVICUEV] ETAVOANYT»,
1.110):
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Overpevopon

Tovta To yoyoképia NTav o Latio Tov.

‘Are you alive or not? Is there nothing in
your head?’

| dream

These all souls candles were his eyes.

“Are you alive or not? Is there nothing in your Hea
(Ereme G, 11.124-126)

The nightingale has become a recorder (1.100);3hakespeherian’ rag a
rebel song (1.128) and the poet himself is tramefat into a recorder
presenting various noises and memories, Eliot'sdedt.126) or Eliot's
words translated by Seferis (1.117), creating iis thhay a network of a
dialogue with both poets. Line 126 is the only @moataining the word
‘alive’ in Eliot's poem and the fact that it is trsferred inEreme Geé is
emblematic of the feeling of uncertainty Lagiosates as a scene other
than the one expected is constructed. In Eliotsnpothe ‘expected guest’
arrives in a scene where caresses are ‘unreprdafveddesired’ (I.235-
42). With just one comma, Lagios transforms theeeigd to something
strange (‘And | thought that the expected, strarfymdl become’, kut
Kateo TG o avopevopevog, EEvog pov’ yel yivew, 1.230), placing
emphasis on the word ‘stranger’ in order to prepardor an unfamiliar
scene where the lunacy of love is lived in dreaxei@plified by the
presence of water and the hands feeding into aillEammudity’ like
rivers):

Topa o1 dpeg Tovg Eavoiyovtar 6Tov £pWTO, TO
awcdvovrat,

Amdpayav, K1 viyTa givatl 01K1 TOLG,

Atvovtol 6TV KOPUIDY TOVG TO OLAL

Metolafaivovtag T GTaCHKT YUXT TOVC.

Didio vepd Kot opiyovv £V EKOKTAGEL:

Ta xépta Tovg ekPAALOVV GE i YOV TT0V TO-
60 KoAd EEpovv:

‘Ipic opyaopod Tovg 0dnyei oty 0dvvn, 6N Yo-
amvm,

Kot vidBovv v mapagpocivn g aydmng Tovg
G’ 0X0 10 £va TOL VITOPEPOLV.

Their hours open up now to love making, they carsset,
Their meal is ended, the night is theirs,

They give themselves to bodily kisses

Receiving their frail souls as communion.
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Waters hiss and they meet in ecstasy;

Their hands feed into a familiar nudity;

The orgasm comes and brings affliction and serenity
They feel the lunacy of their love as they suffer.

(Ereme Ge , 11.235-242)

The varied ways in which different languages rettwna text at
different moments in their history makes them vesdunto the meaning
of the text itself; it is in this sense, George & suggests, that translation
is a type of writing that can be considered asranfof memory?® The
meaning of a text is not exhausted upon its fitdblipation and so an
original piece holds only a part of the potentiaaning the text can have.
The interpretation of a text involves a processrefnembrance and
translation is one form of writing with which to gand a text's meaning
through time. In addition, Titika Dimitroulia notéisat not only translation
but literature in general are complex recursiveuwts which negate the
concept of linearity and predictability since thase caught in several
recursive loops. A translated piece of work is gite the target audience
coloured by the translator’'s personal memories antlire, which are in
turn shaped by the culture itself and collectivenmogy; the target culture
receives a piece stamped by the culture of theoawththe time of its
creation but also by the time in between the moroéits creation and the
moment of its translation as well as by the traosls personal choices
and perspective on the work; the piece has an itrgathe target culture
and literature and returns as memory back to thareuhat bred it?

Lagios did not translat€he Waste Lanth the traditional sense of the
word but used the long history of the poem’s tratish into Greek as a
meaningful act in itself Eremé Ge itself echoes Seferis’ rendering of
Eliot's The Waste LandsEréme Chora) Eliot's work represented a new
method with which to record history via a mediumisbhallowed the
interplay of factual and fictional elements. Sefewas another poetic
ancestor who had used a similar method in his leogm Mythistorema
(1935) — where he had combined a certain mytholeily an ‘istoria’,
that is, in Greek, both ‘history’ and ‘story’ to gness circumstances as
independent from himself as the characters in &fbvand so it was an
obvious choice for Lagios to consider himself acéeslant of them both
when he chose to write a poem which would mimidrtteatment of
history and fictionality. Vayenas’ treatment of iatitious translator who
supposedly died before completing a versioMloé Waste Lanevas the
appropriate springboard for this venture. As Sefead noted,
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every work of art that comes to be added to theeseaffirms and at the
same time modifies the meaning of the older mategs. Dante, for
example, does not have the same meaning beforaf@ardBaudelaire, nor
Racine before and after Valéry, nor the Elizabethaefore and after T.S.
Eliot. Thus we may establish a kind of corresporddretween Homer and
Vergil, Homer and Aeschylus, Aeschylus and Euripjd#, in our modern
poetry, between Calvos and Cavédy.

Circe Kephalea notes that the story of Patroclaras — which inspired
Lagios — has analogies with foundational momentsthaf history of
Christianity but religion for Fokas-Athanasios-Lagjiis History: Ereme
Gé poses a profound moral question, an underlyingjials quest which
gives History a religious flai® History acquires metaphysical connotations
in Lagios’ long poem in that it is accompanied bwteong belief in its
power to transform people when perceived as a lieggerience, is
revisited and retold. Like Tiresias who, alone amtime shades in Hades,
could see and know the dead, or like Odysseus valdotdn make a blood
offering to speak to the deddremé Ge offers us death for resurrection and
‘human ruins’ instead of marble-threshing floor$hé roots clutch, the
branches grow / Out of these human ruin® pilec anldvovvton ypoméc,
Bepievovy to Khovapa / Méoa o avtd T avBpomve epeima» (11.19-20).
And so the story goes until the closing of the pogith the final word:
‘Comrades’.

This added word that brings the poem to 434 litesyesEreme Geé
open ended in the sense that this final word careéé as an invitation to
restart the telling of the poem and transmit istameone new, becoming
yourself the poem’s recorder. This would make youturn, a living
refractor of human history. This final word (an extion ofThe Waste
Lands 433 lines), which except from its political cartations is also an
inclusive word, was put in a prominent positionb noticed as it unites
Lagios’ poem to the work of his predecessor Elidtilev also departing
from it. K. Narayana Chandran has suggested Thet Waste Laris
ending is deeply ironic; by leaving the word ‘Omitoof the text, Eliot
matched, according to Chandran, ‘shantih’ withftagments of the rest of
his text wishing for peace where there is n#nie. the same sense, the use
of the word ‘comrades’ is here ironic as it attdeta spirit of comradeship
where there is none; at the same time, howeverchbi&e of this word in
the context ofEremé Gé, when considering the particular goal the poem
had to be presented as the culmination of the feigni act of reading,
leads one to conclude that the word here useduer o the spirit of
comradeship than when used for any strictly palitiarty purposes.
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Like other Modernists, Eliot emphasized ‘the cutmr@oment as one of
crisis, either preparing for or recovering fromaalical break in history®
and treated history iThe Waste Landhs Tiresias’ ‘seeing blindness’,
which derived from the very Modernist logic thaetlct of fictionality’ is
an essential ‘act of imagining®. This way of thinking and writing about
history, with its emphasis on crisis and the catxice of factual and
fictional elements, was appealing to Greek poets Wédpt revisitingThe
Waste LandEréme Ge's return to the poem is emblematic of this coristan
return. In a sense, Eliot's poem and Seferis’ {edims of it have become
in themselves a set of objects that evoke particetaotions, since, like
Eliot's ‘objective correlatives’, they have come riepresent what Seferis
found when translating Eliot's 1922 interwar poeramely, that history is
not what is dead and gone but what is still alivEavtavo, napodv,
obyypovo», ‘alive, present, contemporary’).
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