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This paper explores the Pindaric tradition in MrmoA8ap. It discusses how the
poetics of praise and their function in Pindar's odes may illuminate the
modern poem’s form and aspirations especially as far as the role of the poet
within the community is concerned. What is more, the discussion of the
sculptural monuments within the poem allows for a better illustration of the
tensions that Engonopoulos stages in MrmoA:8ap between the poet as hero
and the poet as outcast. The paper also explores the cultural and intellec-
tual circumstances in the decade prior to the publication of the poem that
may have led Engonopoulos to choose the figure of Simoén Bolivar as the
central character of his poem and of Abraham Lincoln as Bolivar’s “double”
in the poem’s famous conclusion.

ver since the time of Horace, Pindar’s poetry has been referred to as

a poetry of the sublime: he is “like a river, rushing down from the

mountains, / that the rain has filled above its usual banks”; he “coins
new phrases in audacious dithyrambs”, he is “carried along in verse / that's
free of rules.” Whatever the topic of his praise he is “granting a tribute
much more powerful than / a hundred statues”; he is “a Dircean swan or a
Theban eagle carried to cloudy heights by powerful breezes”. It is also a
poetry that is often described by scholars as difficult, incompatible with
our own prosaic times, a poetry that dazzles us for the lack of logical rela-
tion between its parts, for proceeding by association, for the element of
surprise that shocks the readers, the daring imagery and the unorthodox
use of vocabulary. A poetry, then, that shares a great deal with Surrealism
and whose “grammar” is clear to anyone who approaches Pindar’s work
today, familiar as most of us are with the language and challenges of mod-
ern art. Engonopoulos must have sensed these affinities when he included
Pindar in his genealogy of Surrealist poets along with Homer and Solo-
mos:

1. Tr. David West, in Horace, Odes, Book 4, Ode Il.
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Apéokopat va Aéw OtL oL utieppealoTai tontal eivat oL KAAUTEPOL, OANK
tétolol Towntai fTav Kt o ‘Ounpog ki o Mivdapog Kt 0 ZoAwudg. Autol yia
péva eival umeppeaiotai, ylati av oL TTONTIKEG OXOAEG glval TTOANEG, 1
Troinon — to {avaAéw — eival pia. (Engonopoulos 1999: 24)

But the problematic, often damning and certainly tortuous history of Pin-
dar’s reception must also have attracted the modern Greek poet’s atten-
tion in the light of the now notorious reactions to his own work. In this
paper | will explore the different ways in which Pindar’s poetry and its re-
ception is embedded in the poetics of Engonopoulos’ most famous poem,
MroAiBép.”

The proclamation is an obvious place to start. The fact that MmoAi8dp
is an ode to a heroic victor who has distinguished himself beyond the lim-
its of his own homeland is a first element that links the two poets. We do
not have here an “"Ode to a Grecian Urn”, or an “"Ode to a nightingale” or to
Liberty or a friend: all these are examples of how the tradition of the ode
has travelled down the centuries and how it has adjusted to different
needs and sensibilities maintaining some general characteristics of praise.?
With Engonopoulos, | believe that we are going back to its very essence.

Moreover, the verse and strophic structure of the Pindaric ode is re-
flected in the strophic structure of Engonopoulos’ poem and the way his
verses are laid out on the page. Indeed, the very appearance of each verse
reflects, | believe, the way Pindar's odes have been printed in modern edi-
tions, with hyphenated words responding to the requirements of metre.
That is the only possible explanation for Engonopoulos’ abrupt cutting of a
word at the end of a verse, a practice which, otherwise, makes no sense.*
As far as the overall strophic structure of the poem is concerned,
MmoAiBdp responds to Pindar in two distinctive ways: the labelling of stro-
phe, antistrophe and epode at the end of the poem makes the parallel
quite clear. Not all of Pindar’s odes had such a triadic structure, however.
Many are written in stanzas repeated for the duration of the ode and
which may be compared to the stanzas of MmoA:8dp. The odes with a tri-
adic structure were meant to be danced by a chorus; the others were

2. Engonopoulos’ relationship with Pindar appears to be an important desid-
eratum of the criticism centered on the Greek surrealist’s work but it has hereto-
fore never been discussed. Some suggestions are made in Vourtsis (1999: 16).

3. For an overview of this topic see indicatively Shankman (1994), Michelakis
(2009) and Fry (1980).

4. See for example the extracts quoted in the following pages.
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meant to be sung in procession (Nisetisch 1980: 34-5). | will discuss the
relevance of this for Engonopoulos’ poem below.

Last, but not least, the geographical expanse in Pindar's odes is also
followed by Engonopoulos. Pindar’s odes, let us remember, go beyond the
cultural and physical boundaries of his hometown (Thebes) and his host
town (Athens) to embrace a world that stretches from Greece to North
Africa and from there to Sicily. If Engonopoulos’s international spirit is a
reflection of Surrealism’s aspirations to go beyond the narrow confines of
the national, then Pindar is one of the first poets to have detached his po-
etry from the requirements of a specific city or race.

Then we also have more specific ideas and images within the odes that
may also be compared: the confidence of the poetic voice in its ability to
commemorate the victor is common in both cases; the description of the
ode as a chariot or as a boat which travels, common in Pindar (Hutchinson
2012 and Calame 2012), is reflected in Engonopoulos’ adjustment of this
imagery in presenting the poem as a tramway that travels to the stars.
Below, | will give five further indicative examples:

First of all, the idea that great deeds require great songs, which marks
the very beginning of MmoA:8ap, is comparable to what Pindar says in Ne-
mean 7, lines 11-16:

& toug peydAoug, yid Tolg EAeVBepoug, yLd Toug yev-
vaioug, Toug Suvatoug,

Appdlouv Td Aoyia T peydia, Té ENeVBepa, T yev-
vaia, T Suvatd®

Et ¢ Toxm TIg €pdwv, peridppov’ aitiav

poaiol Motodv évéBale- Tal peydAat yap GAkai
OKOTOV TTIOALY Upvwv €xovtt Sedpevar:

€pyolg 8¢ kaholg EcomTpov (oapEY EVi UV TPOTIW,
€l Mvapoovag EkaTt AT pauTTuKOG

gVprnTan drowvo poxOwv KAUTALG £Méwv aotdai.

And if a man succeeds in an exploit, he casts a delightful theme upon the
stream of the Muses. For great deeds of strength,

if they lack songs are sunk in deep obscurity,

and we know of only one mirror for noble achievements:

if Mnamosyna in her shimmering veil consents

to let a man find reward for toil in the song of verses, givers of glory.®

5. All quotations taken from Engonopoulos (1993).
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The description of the victor in terms of fire is comparable to MmoA:8dp in
lines 69: “T* dvopd cou TWpa elvar SauNdG dvoupévog” and 94: “Bpdg,
aABavioti pwtid: MmoABap!”

mapda KaotaAia te Xapitwy
£omépLog Opadw PpA€yev: (Nem. 6, 38-9)

and shined by Kastalia at evening
in the Graces’ attendance.

The power of verse to travel far and to affect people’s souls is another
common characteristic of both poets. Compare below passages that re-
veal parallels in the two poets’ imagery:

miétatat & émi te xBéva kal Sié Bordooag

MAGBev

Gvup’ aOT@®Vv- Kat £g AiBioTag

Mépvovog oUk dmovootdoavtog éndAto- (Nem. 6, 50-52)

and their name flies far over earth and across the sea:
even into the midst of the Ethiopians it made its way,
when Memnon failed to return

KpdQw T’ 6vopd cou ExmAwpévog oTnv

kopd1] Tou Bouvov "Epeg,[...]

Amé 5@ 1 B€a EKTEIVETAL HAYEVTIKT] HEXPL TRV VIjoWY
ol Zapwvikod, ) Orfa,

MéypL KET KaTw, Tépa &1’ ) MovepPaotd (I. 58-61)

10 8¢ ap oSt Va0 EALOCOEVOV alEl KUPATWY
Aéyetan tavti poAiota Sovelv
Bupov (Nem. 6, 55-7)

But the wave rolling nearest the ship’s keel
is always a man’s first concern.

Néot B Eumvaive, pé podnuatikiv akpipeta, Tig &ypLeg
VUXTEG TTAVW 0TV KAV ToUg,

Né& Bpéyouve pé daxpua té Tpooképaid Toug, dvaroyt-
Copevol moldg eipovy, okedTdUEVOL

Mg OmijpEa kdmoteg, Ti Adyta gima, T Uuvog EPoda.

6. All translations are by Nisetich (1980). For reasons of space, | have not main-
tained Nisetich’s layout.
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The beauty of the victor is another noteworthy parallel. In MmoAi8dp we
have the famous exclamation, of course, “MmoABdp, eloal dpalog cdv
YEMnvag”. Compare with Pindar’s vocabulary in the following extract:

Taid’ €patov &' ApyeotpdTou

aivnoa, Tév €150V kpaTéovTa XEPOG GAKA

Bwpdv map’ OAGuTILOV

KEVOV KATA XpOvov

i6€q e KOAOV

®DpQ TE KEKPOPEVoV, & TroTe

avoudéa MNavuprSet pépov &haAke oLV Kuttpoyevel. (Ol. 10, 99-105)

| praised Archestratos’ good-looking son whom | saw
in his might, by the Olympian altar

the day he won, handsome in build

and blessed with the youthfulness

that once, through Aphrodite’s favour,

warded ruthless death from Ganymede.

Finally, in both Pindar and Engonopoulos, the exposition of the hero’s ge-
nealogy is not just a technical aspect of praise but aims at stretching
memory beyond experienced time and the life span of one generation,
back to the sphere of myth or forward to the level of the divine. Either
way, this transcendent, vertical dimension of memory creates monumen-
tality (Foxhall 1995: 132-41). This aspect of praise is clear in Pindar every
time the poet forges links between the victor, his family and the glorious
mythical heroes in a process of apotheosis typical of the poetics of the
Pindaric ode. In the case of Engonopoulos’ poem, the hero is associated
with a line of other famous figures that cover a very long stretch of time
(from Palaiologos through Rigas and Robespierre to the present), go as far
back as Heracles’ and culminate with Bolivar's elevation to the stars and
his ascension into heaven ("ToU odv 6V ATTOAWVLO OTA& oUPAvVLA AVEAT}-
$0n”, 1. 118).

All the above examples show that Engonopoulos goes beyond the sur-
face of Pindaric conventions to include details of words and images that
betray not only direct familiarity with the work of the ancient poet but his
willingness to show this, and to frame an intertextual reading for his audi-
ence. | would like now to explore in greater detail some more subtle as-

7. Indeed, Bolivar's §uUA&pa is an allusion to Heracles and a subtle way of asso-
ciating the hero with the mythical past of Greece in the spirit of a Pindaric ode.
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pects of the technique of praise which bring these two poets even closer
through the socio-cultural function of their work: they refer to the poetics
of praise, especially with regards to the communal aspect of the ode and
its performative dimension. Both these aspects presuppose and are en-
hanced by the presence of sculptural references. That is the reason why
sculptural imagery and metaphors within Pindar’s odes have been studied
extensively as fundamental elements of the poetics and the practice of
praise (Smith 2007). Engonopoulos includes similar features in his own
poem, features that have not, hitherto, been discussed nor their relevance
explained. With this discussion | will show that, through the example of
Pindar, Engonopoulos aspires to restore in the modern world the commu-
nal and performative aspect of poetry and the central, hieratic role of the
poet as the main agent of this.

Pindar’s overwhelming imagery has of course been studied exten-
sively, and great attention has been paid to his use of sculptural meta-
phors by many scholars such as Rosalind Thomas, Leslie Kurke and Deb-
orah Steiner. They point out that such metaphors should not be taken just
as an early instance of the “paragone”, the contest, that is, between sculp-
ture and poetry for primacy in artistic expression and vividness of repre-
sentation as the famous lines from Nemean s, 1-5 would suggest:

oVK Gvdplavtomoldg ein”, Mot EAvioovia £pya-
CecBau ayaApat’ £’ avtdg Babuidog

£0TadT’ - AN €Tl doog OAKGS0G év T GrATw,
YAUKET GoLdd,

oTEWY’ am’ Atyivag Stayyélhola’,

I am no sculptor, fashioning statues

to stand motionless, fixed to the same base.

No, on every merchant ship, on every boat

I bid my song

go forth from Aegina, spreading the news

With so many physical marks of achievement such as victory monuments
and statues, it is not out of place to assume that these lines underline a
hidden competition with other forms of celebration (Thomas 2007: 149). In
other words, Pindar may well be trying to tell his audience that he, as a
poet, is better than sculptors because his song is not stationary and bound
to a pedestal but can travel around the world to bring good news of glory
and victory. It is also important, however, to equally acknowledge the
supplementary role these two celebration methods — sculpture and choral
poetry — held in antiquity. In Pindar, references that amplify the effective-
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ness of praise poetry or that put in greater relief its aims are clear both in
the allusions to statuary within the ode and in the sculptural and artisanal
dimension that writing acquires in the poems. In the examples below one
can see how the poet boasts that he can erect a loud-sounding stone of
the Muses, using, in other words, sculptural vocabulary to refer to his own
poems:

& Méya, 10 &' adTig Tedv Yuydv kopiEat

o0 pot Suvatov- kevedv &' EATISwv yabvov TéNog:
o€d &€ matpy XopLadalg te A&Bpov

vrnepeioat AiBov Motooiov Ekatt ToS®V eV WVUOHWY
8ig 61 duoiv. (Nem. 8, 44-48)

O Megas, to bring your soul back to life again

is not open to me: empty hopes fatten on emptiness.
But | hasten to raise this stone of the Muses

for Aigina and the Chariadai, honouring your speed
and your son’s, victorious twice.

One can also see how the act of praising, honouring and glorifying is de-
scribed in sculptural terms in the examples below:

AN éyw ‘Hpoddtw tev-

XWV TO pév apuatt Tebpinm yépag (Isth. 1, 13-14)

But I, composing in Herodotos' honour
a prize for victory in the four-horse chariot

énel koOda 601G dvdpt coPy
Avtl poxBwv mavtodan®dy €mog elmovt’ dyadov
Euvov 0pB®aat kadv. (Isth. 1, 46-47)

For wise men, in return of labours of every kind,
willingly give noble recognition,
a song honouring the man and his people.

xopievta &' £€eL tOvov
Xwpog dyoApa (Nem. 3, 12-13)

it will be a pleasant task
to adorn this country

In Engonopoulos such references are bolder: the poet speaks of his praise
of Bolivar in terms of writing on stone (lines 64-66):

M’ éva okAnpd ABdpt xapdlw T’ dvoud cou mévw oTrv
nétpa, vepyouvtat dpydtepa ol avBpdToL vd
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TIPOoKUVOUV.

Twdlovtat omiBeg kabwg yopdlw — étol eltave, Aév, O
MroAlBdp — kat TtapakoAouB®

Té x€pt pou kaBwg ypadel, Aapmpd péoa oTév fALo.

Later in the poem he promises to erect the statue of a Kouros (lines 108-
110) in honour of his hero, creating thus a sculptural monument that per-
forms a complementary function to the poem:

(Zdav BGpON pdppapo, té o koAb, amd T ANaBoavéa,

W' ayloopo t@dv BAayepvadv 88 Bpésw triv

Kop¢n pov,

©d& BdAw OAn TV TEXVN HoU aUTH] Tr] OTACN GOV VA Tte-
Aekriow, va otrjow &vol véou Kovpou

T Gyapa otig Zikivou td Bouvd,

Mrj Anopovwvtag, BE€Pata, o6 BdBpo vé xapd&w to Te-
pidnuo ékelvo «X alpe mapoditan.)

It seems, then, that the celebration of the victor both in Pindar and in En-
gonopoulos presupposes the presence or the metaphorical creation of a
statue. In the time of Pindar it was common practice to erect statues as
well as commissioning odes as part of the celebration to honour the vic-
tors of the games. The use of the monument strengthens the celebratory
dimension of the ode and this complementary relation is reflected in the
use of sculptural metaphors and imagery within the poem.

What is more, this pairing of verbal and visual art underlines what Les-
lie Kurke calls megaloprepeia as a fundamental aspect of the communal
dimension of celebration and praise (Kurke 1991: 163-194). Using the ex-
ample of the honorific statue as a paradigm or foil for his enterprise, the
poet declares his composition able to satisfy individual and collective de-
mands. The materialized ode together with the triumph it proclaims can
become a “common benefaction” bestowed on the city by the victor. And
the patron who has commissioned the ode, he too exercises megaloprep-
eia towards his community (Kurke 1991: 272).

This communal dimension is clear in both Pindar and Engonopoulos. In
the case of the ancient poet, as we can see from the examples quoted
above, the ode is considered as a monument that belongs to the public as
the word &uvdv of Isthmian 1 suggests or indeed the fact that the ode is
xwpog ayoipa in Nemean 3. Scholars have also discussed the ritual di-
mension of the Pindaric odes, revealed in indications of ritual practice in
them (Ferrari 2012; Calame 2012). Examples of ritual practice in MmoA:8ap,
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on the other hand, would include the pilgrimage of the people to the
monument of Bolivar (“v@pyouvtal dpydtepa ol dvBpdTioL v& Tpooku-
volv», |. 64), the process of purification of the artist before he begins his
work ("' aylaopa t@dv Bhaxepviv Ba Bpé€w trv kopdri pou”, I. 108), but
above all the very form of the poem, incorporating elements of both the
processional and the choral type of Pindaric ode.

Let me explain: the layout of MmoAi8dp clearly shows two different
patterns. On the one hand, from the beginning to line 119 the poem has a
strophic structure; from line 120 onwards, on the other hand, the poem
bears the labels of choral poetry: proclamation, turn, counterturn, epode,
conclusion. | believe that Engonopoulos is creating here a composite ode
that begins as a processional one progressing as it does towards the point
when the monument of the Kouros is being erected. At this point (lines
108-110) we have a stasis during which the poet reflects on the hero’s ul-
timate confrontation with death:

Aéve TG yvwpLle amod miply, pé piav dkpifeta ddpavta-
otn, ) pépa, v ®pa, T6 SeutepdAedTo GKOUN:

T oTiyp,

Tfig Mdyng Tiig HeydAng ToU eitave yu' avtdva

pévo,

KU &mou B¢ vdtave avtdg o 181og otpatdg ki’ €xOpag,
NTINpévog kal viknTrg padi, ipwog tpomatos-

X06 KU’ €é§Lhaoctrplo B0pa.

The Kouros of course is an apt symbol in that context, because of its use as
a grave marker in Archaic and Early Classical Greece. Such statues created
a link between the dead and the living and they became the focus of ritual
practice. With the address and the labeled tripartite section of MmoABap
that follow, we proceed to the choral part of the ode in which, just as in
the time of Pindar, a specially trained chorus would perform with the ac-
companiment of musical instruments and with the participation of the
citizens. And this is exactly what we have here too: directions such as “en-
trée des guitars” or “yopdq éAeuBepotektOvwy”, or again “¢8® d&kov-
YOVTaL HOKPLVEG poUaLkEG ToU Taiouv” indicate the poet's instructions
for the performance of a celebration or ritual involving a chorus and musi-
cians.

As discussed above, the communal dimension was key to the existence
of the ode and its performance because it was commissioned for that pur-
pose, and it ensured the participation of the citizens and therefore the
establishment of the artist as an indispensable agent of the celebration. It
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is my belief that Engonopoulos’ choice of a Kouros as opposed to any oth-
er type of sculpture confirms his wish to assert the communal scope of his
ode in yet another way: the Kouros has a certain degree of abstraction in
its representation and therefore shuns any individualized characteristics
and identification by name that would be considered too bold acts of self-
assertion in antiquity and would therefore be condemned. As Steiner
points out (Steiner, 2002: 269) a particular personality was assimilated to a
familiar and idealized type so that the audience could easily recognize
itself and emulate this “everyman”. This also ensured the avoidance of
@Jdvog, envy at the expense of the laudandus, of which Pindar was cer-
tainly aware as we can deduce from the following extracts:

GdBévnTOG &' aivog ‘OAupTLoViKog
oUtog &ykettat. (Ol. 11, 7-8)

without stint is that praise
dedicated to Olympic victors.

10 & Gyvupad,
$O6vov auelBduevov ta kaa Epya. (Pyth. 7, 18-19)

But this grieves me,
that envy requites your noble deeds

A clear reference to envy, spite and malice against the hero of the poem is
made in MmoAiBdp in lines 100-110, where Bolivar has been the target of
deviousness, betrayal and backstabbing as the following terms suggest:
“o’ éruBouvAevtijkav”, “*néoa “vroAdma” kai §¢ ool ‘otnoav v méong, va
xaBfig”, “ol €xBpol oou”. This clearly indicates that the acceptance of the
hero by his community and the communal harmony achieved by Pindar in
his odes does not really work for Engonopoulos and his hero. This rupture,
which permeates the poem in spite of the poet’s consistent efforts to
achieve communal integration and acceptance, will culminate, as we shall
see, in the poem’s conclusion, the famous ZYMMEPAZMA.

But let us return to the complementary roles of poetry and sculpture:
statue making and poetic immortality are connected in MroA:8dp thanks
to the use of parentheses that frame two distinctive passages in the poem:
lines 25 to 32 in which the poet confirms his future fame through images
that show how his voice will have the power to stir people’s souls; and
lines 108-110 in which the poet speaks of his carving of the honorific statue
of the Kouros. These passages set against each other the celebration of
the poetic voice and the ideal elevation and fame bestowed by the statue.
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A similar apotheosis by the hand of the poet is implied when Engonopou-
los describes his hand as writing bright in the sun:

M’ €va okAnpd ABdpt xapdlw T’ Gvopd oou mavw otV
métpa, vapyovat apydtepa ol avBp@®TOoL VA
TIPOCKUVOUV.

Twalovtat omiBeg kabwg yapdlw — £tol eltave, Aév, 0
MrmoALBdp — kat TtapokoAouB @

TO xépt pou kKaBwg ypddel, Aautpd péoa oTtév fALo.

This juxtaposition of the material and immaterial reflects the poet’s ex-
ploitation but also subversion of sculptural imagery in favour of the values
of his own ode. Poetry is better able to bestow immortality because it is
the art par excellence that is inspired by the Muses (a deified Epmvevolg in
the case of Engonopoulos). What is more, the fact that it was sung and
performed in public ensures the transmission of tradition through oral per-
formance and ritual enactment. This process of praise puts the poet along
with the victor on the pedestal of fame and at the centre of civic life. This
link becomes clear when the poet assumes the characteristics of the lau-
dandus: in Pindar’s odes he is referred to as an athlete or a chariot rider
and in Engonopoulos as a soldier.

*

| hope to have shown so far that MmoA:8ap, being a modern victory song,
shares a number of characteristics of form and imagery with Pindar’s epi-
nicians which help us better explain its purpose: to glorify a victor, and
along with the victor and through the victor’s persona, to elevate the poet
as a conferrer of immortality and as an integral, pivotal member of the
community. Surely though discreetly, the poet becomes the hero, the ath-
lete or indeed for the purpose of our poem here, the soldier who “was
there”. Indeed, Engonopoulos’ assertion “fjuouv #kel” links him with
Simon Bolivar in @ manner that is almost literal, that goes, therefore,
much further than Pindar’s metaphorical imagery. Engonopoulos was not
of course present at the battles of Boyaca (1819) and Ayacucho (1824)
which marked the Independence of South America from Spanish rule, but
he was indeed a poet-soldier, fighting on the Albanian front a war for
freedom, just like Bolivar a century before him.

But what is it that, in the winter of 1942 to 1943, made Engonopoulos
turn to a South American hero and sing of his deeds in a Pindaric manner?
| do agree with all the scholars who maintain that such choices are dic-
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tated by the circumstances of the Second World War, that is, the need to
boost and uplift the patriotic and agonistic spirit of the Greeks and high-
light the values of resistance, self-sacrifice and freedom in a period of for-
eign occupation. | believe, however, that the above generally valid points
still do not justify the specific poetic choices made by Engonopoulos: for
that, we need to explore further the wider cultural and intellectual circum-
stances during the thirties and leading up to the outbreak of the war which
may have encouraged the Greek poet to bring together within one single
work the heroic figure of Simodn Bolivar, the epinician tradition of Pindar
and, as will be shown below, the American President Abraham Lincoln.

One such circumstance that must have had a great impact on En-
gonopoulos is, in my opinion, the New York World Fair of 1939-40, in
which the poet participated in a collective exhibition by Greek artists.? The
Fair's theme was “The World of Tomorrow” and it aimed at forging a spirit
of fraternity among the participating nations as a foil to the still fresh
memories from the First World War. It also clearly supported innovation in
every possible aspect and promoted modern, forward-looking ideas in the
arts, sciences and technology.’ The Greek Pavilion, commissioned by
Metaxas and designed by the architects Alexandra and Dimitris Moretis,
was no. 12 in the Hall of Nations within the Government Zone. This Hall of
Nations consisted of a series of Pavilions arranged around the Lagoon of
Nations and the Court of Peace and was located near the League of Na-
tions Pavilion. Clearly, as all these names suggest, in addition to the estab-
lished interest of the Surrealist artists in the values of Internationalism and
the modernist interest in primitive cultures quite properly discussed by
many scholars,’ there seems also to be a real-life experience of interna-
tionalism and primitive cultures in the context of that Fair.

On the walls of the Canada Pavilion Engonopoulos could see displays
of huge totems, and the area of the fair was strewn with statues of African

8. The Fair itself is of course very well covered, but the Greek delegation and
the Greek pavilion are only now beginning to become the object of systematic,
scholarly study (mentioned by Hamilakis 2007 and by Zacharia who is involved in
an ongoing research on the topic in the context of her interest in Greek Tourism
and propaganda during the Metaxas dictatorship. She is discussing the Greek pa-
vilion of the New York World’s Fair from that point of view in Tziovas (2014). For
Engonopoulos’ participation see Perpinioti (2007: 60-2).

9. A number of illustrated books are devoted to the New York World Fair. See
for example Appelbaum (1977) and Cusker and Harrison (1980).

10. For Engonopoulos in particular see Tachopoulou 2010.
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art as well as Malvina Hoffman'’s circular relief sculpture “"Dances of the
Races”. A large number of Pavilions were decorated with murals, some by
quite famous artists such as Fernand Léger, Pierre Bourdelle, Witold Gor-
don and Rockwell Kent. The Greek Pavilion was next to the Pavilion of
Mexico and within the same area as those of Venezuela, Peru, Cuba and
other Central and South American countries. The Federal Building’s front
walls featured two colossal relief sculptures by Harry Poole Camden repre-
senting Peace on one side and Common Accord Among the Nations on
the other. What is more, there was a re-enactment of important historical
events of American history within the same area.” The point | am trying to
make here is that Engonopoulos’ participation in this Fair must have en-
hanced his exposure to, and interest in, American and South American
history, the multicultural dimension of art in the modern world and the
emphasis on peace, fraternity among the nations, liberty and international
co-operation. Suffice to read the addresses on the occasion of the opening
of the League of Nations Pavilion to understand how such values were
promoted as an important aspect of the Fair and as a foil to the traumatic
experience of the First World War.™

Pindar would not have been out of place in this context. Indeed it is
highly significant that the front wall of the Greek Pavilion was adorned
with a few lines from Pindar’s Olympian 13, 6-10 emphasizing the values of
justice and peace:

év T& yap Evvoplia vaiet, kaotyvntal te, BdOpov moAiwv dodalé,
Alka kat Opdtpodog Eipriva, tapial dvdpdot mhovtou,

Xpuoeat oideg eBovAou OEuLToG.

£0€NovTL &' GAE€ely

“YBptv, Kdpou patépa Bpacupubov.

home of Eunomia and her sisters — Dika, unshakable foundation of cities,
And Eirena, preserver of wealth:

golden daughters of sagacious Themis.
They are eager to repel
Hybris, brash-tongued mother of Koros.

11. The so-called “American Jubilee”, which recounted American history
through song and dance routines. See Duranti (2006: 675).

12. Published in a pamphlet as Addresses delivered on the occasion of the official
opening of the League of Nations pavilion, New York: League of Nations, 1939.
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"Dances of the Races” by Malvina Hoffman
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Naturally, such an excessive display of pacifism and an eagerness to pro-
mote a utopian future based on democratic values and technology could
not have passed unnoticed by many critical minds who did not fail to ob-
serve how “both seasons [of the Fair] offered narratives intended to neu-
tralize the disturbing implications of the European war” (Duranti 2006:
663). Wyndham Lewis, for one, highlighted the paradox when he wrote
that “A World’s Fair and a World War, in the same compartment of time,
somehow do not harmonize. [...] Gazing at the massed fountains, you
think of the flamethrowers. Looking at the death’s head of the Peruvian
mummy, you recall the unburied, helmeted dead of the battlefields.”*

But whereas the conflicting messages promoted by the Fair as it
moved form its first season (April to October 1939) to its second (May to
October 1940) have been studied extensively, the significance and conno-
tations of Engonopoulos’ participation have not been discussed at all and
it is the topic of my ongoing research and of another, forthcoming presen-
tation. It is easy of course to blame Engonopoulos for eagerly taking part
in an event framed by the ideological dictates and propaganda of a totali-
tarian regime. It is worth considering, however, how such a participation
may have subverted the dominant discourse and especially the emphasis
Metaxas’ Deputy Minister, Theologos Nikoloudis, put on parallelisms be-
tween antiquity and the present day and the promotion of “a national im-
age of contemporary Greeks as descendants of the ancients and perpetua-
tors and preservers of their heritage” (Zacharia, 2014: 188). In MmoA8dp
Engonopoulos creates a genealogy that challenges the line of ancestry
that the regime wanted to forge; its international aesthetic breaks the
national pattern; the ethnic, primitive dimension of the poem goes against
the grain of the “athletic” cleanliness projected by Metaxas in its effort to
promote closeness with the athletic ideals of the Third Reich. The refer-
ence, in the poem, to the controversial figure of Androutsos may be point-
ing to such a subversive stance too. And although the praise finally settles
on Simon Bolivar, a universally accepted hero, Engonopoulos highlights,
as we shall see in my discussion of the poem’s XYMIMNEPAZMA, the contro-

13. Wyndham Lewis (1940: 285-6), quoted in (Duranti 2006: 663).

14. Key players in this were the famous photographer, Nelly’s with photo-
graphs highlighting the affinities between ancient statues and modern people;
Eirini Nikoloudis, wife of the Deputy Minister, who selected the folk are to be ex-
hibited at the Fair; and Spyros Marinatos, the newly appointed Director General of
Antiquities, which was instrumental in selecting the replicas and five originals to be
showcased at the Fair. All discussed in Zacharia (2014: 206 onwards).
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versial nature of national symbols and the conflicts that lie under any aspi-
rations at homogeneity and uniformity sought in official, state directed
discourse.

The fact that 1930 was the centenary of Simodn Bolivar's death must
have certainly helped Engonopoulos in his choice of protagonist: the al-
ready widespread cult of this visionary figure and his dream of Pan-
Americanism was celebrated around the world. Engonopoulos might have
heard about the erection of a new statue in Paris, on the Avenue des
Champs Elysées, and he could have seen the Bolivar statue in Central
Park, New York during his visit in 1939. In the same decade, a play by Jules
Supervielle inspired by Bolivar’s life was performed in Paris in 1936, and in
1938 Emil Ludwig published his biography of Bolivar (English tr. 1940),
which sets out to explore the complex personality of The Liberator.™ All
these may have contributed to the prominence of that specific visionary in
Engonopoulos’ imagination.

We may, then, begin to understand a bit better the forces behind the
composition of MrmoAiBdp. On the one hand the confidence in a peaceful
world of tomorrow, a world of liberty, fraternity, equality; on the other,
the outbreak of the Second World War that shatters that dream. As En-
gonopoulos was walking back to Athens following terrible hardship on the
Albanian front he might have been asking himself a question many other
poets asked in comparable circumstances: what is the point of such aspira-
tions with war raging and always dominating human lives? Seferis asked
this question too, translating Halderlin.* But above all, it is Cavafy’s “O
Aapeiog” that must have been at the back of Engonopoulos’ mind: “péca
OTOV TIOAENO, PavTAoOoU, ENANVIKA Ttotrjpotal”

The poem’s subtitle of "Eva éAAnviké moinua must, therefore, be a trib-
ute to Cavafy’s reflections on the value and uses of the poet in times of
war. There are no games here to bring peace as in the time of Pindar. On
the contrary, the Olympic Games of 1940 were actually cancelled because
of the war. But in that ultimate agon, war itself, the example of Pindar be-
comes the prototype of the poet whose work traditionally stood above
divides and conflicts but also of the poet whose ideals seem to be increas-
ingly at odds with modernity and the new values it introduces. It is not
accidental that other poets felt the need to invoke Pindar and his epini-

15. | would like to thank Professor Georgia Farinou-Malamatari for suggesting
Ludwig's biography as a possible source for Engonopoulos’ poem.
16. As a motto to the first Logbook.
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cians to express one or other of these contradictory aspects: Sikelianos
composed his Emivikot at comparably crucial moments of Greek history,
the first set in 1912-13 in the context of the Balkan Wars, and the second
set in 1940-46 in the context of the Second World War, embracing the
more traditional and heroic aspect of Pindar’s tradition. Karyotakis, on the
other hand, with bitter humour and a satirical voice underlines the poet’s
marginalization.

It is telling therefore that the two instances in which Engonopoulos ac-
tually names Pindar are clearly related to his own preoccupation with the
poet’s role in society and his wish to reach out to the people:

Apéokopat va Aéw OTL oL utieppealoTai tontal eivat oL KAAUTEPOL, OANL
Té€tolol Totntal fTav Kt o ‘Ounpog ki o Mivdapog Kt 0 ZoAwudg. Autol yia
péva elval umieppeaAiotal, ylati av oL TONTIKEG OXO0AEG ival TTOANEG, 1
moinon — to avaréw — elvar pia. Zta Suokoha xpdvia Tou {oupe aya-
mouv ot ABnvaiot va kdBovtal Kal va AEMToAOyoUV Ta TIPARLKPA KOL 0
orjuovta Tpdypata. ‘Opws SUCKOAEUOVTAL VO TTANGLACOUY TO £€pYO0 OV,
adov ouTe avaddyoug Sev Exw otnv Eupwrm). To €pyo pou Sev €xeL pLun-
TAG, KL ag petappdotnkav ot &€veg YAWOOEG TTIOAG oTtd Tal TIOUHATA
pouv.”

And in another interview a few years later:

H moinon Sev Ba ptdoel oTE oTO peydho kotvd. Eivat oAU dvokoro. Kat
oL apyaiol Npwv Tpdyovol dkouyav ‘Ounpo, oAAG oAU Alyol amoAduBa-
vav to BdBog. Yrripyxav dvBpwTot otnv emoxr| pou tov Stdfadav TauTo-
xpova Mapdoxo kat Mivéapo. Aev €Byatve cupmépacpa... Na oog mw, Sev
Eépu; Qv TIPETEL VA ETILSLWKOUE va gUyKLVnBoUv amd tnv moinor ot ToA-
Noi.”

We see here the relevance of Pindar in a different context from the one
discussed above: what is brought to the fore is Pindar’s reception as op-
posed to Pindar’s poetry. Pindar seems to be associated with poetic isola-
tion and lack of followers; and Pindar is also mentioned in relation to po-
etry and its ability to reach out to the masses. It is difficult, Engonopoulos
says, for poetry to secure a large public. Is it because good poetry is diffi-
cult and belongs to a higher sphere hard for the common man to pene-
trate? Or is the difficulty of poetry a symptom of the present generation’s

17. Interview to A. Mystakides in @wg tou Kaipou (1954), in Engonopoulos

(1999: 24).
18. Interview to Frida Bioubi in IKON (1981), as above, p. 164.
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inability to see, to recognize its riches and values. Is poetry for the select
few?

It is not, therefore, accidental that MmoAiBap not only celebrates the
heroic elevation of the poet-victor through the image of the Kouros-
Bolivar, but it also dramatizes the inherent tension underlying such aspira-
tions. Note what Engonopoulos writes in Section 5:

Kai twpa v’ aneAntiCoupat ov {cape orjpuepa Sév pé Ka-
tédAaBe, Sév BéNnoe, 8¢ pndpeoe va Kata-
AaPelL i Mw kaveig;
BéBata trjv {8ta TU)M vdiyouve Ki' aTd IOV Aéw Twpa
yL& tov MmoMBdp, Ttov 8& Té abiplo yid
t6v Avépoiltoo;
Aév gival kU’ e6koAo, GAMWOTE, v yivouv Téco yAryopa
AVTIANTITEG popdEg TG onuoaciog T Av-
Spoutoou kal tod MmoABép,

Moapdpota cUpPoAa.

Engonopoulos seems to almost echo here the famous lines of Voltaire
about Pindar as the poet that nobody understands.” And this problem
was noted, it appears, by Pindar himself when he claimed in an admittedly
controversial passage of Olympian 2, 83-6 that “TMoAA& pot UTT' dyk&vog
wKEa BEAN [ Evdov évtl papétpag/ pwvdevia cuveTolo- £€G &€ TO TIAV
Eppa-véwy [ xatiCel” ("There are in my quiver many swift arrows, striking
to the wise, but the crowd need interpreters’). Here is a poetic complaint
that goes hand in hand with Engonopoulos’ life and work. And here too
Pindar is a useful parallel, for he himself was not spared such a fate. It ap-
pears that hardly a decade after his death he was already perceived as
being out of date and out of place. The Athenian comic poet Eupolis ob-
served that Pindar's verses had grown unpopular among the citizenry:
"f1dn KaTaoECyaopEva VTG TiiG T®V TOM®V adihokahiag” (Hamilton
2003: 18). Their inability to appreciate beauty makes the vulgar crowd un-
able to understand his poetry which was felt, as a result, to be outmoded,
antiquated and belonging to an expired worldview. And Aristophanes’
presentation of Pindar in The Clouds confirms this discrepancy. Hamilton
explains how, through a series of allusions and imitations of the Pindaric
style and vocabulary, Aristophanes underlines the untimeliness of Pindar

19. “Toi, qui modules savamment / des vers que personne n'entend / et qu'il
faut toujours qu’on admire”. This comes from Voltaire’s Ode 17 dedicated to Cath-
erine the Great, and is quoted in Hamilton (2003: 2).
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and the antithesis between the city (Athens) and the man (Hamilton 2003:
19-22). Even more apt is what Euripides said in his tragedy, Electra (387f)
about the highborn athletes celebrated by the epinician poet: ai &¢
odpkeg al kevai dpevidv [ dydApat’ ayopdg (Hamilton 2003: ch. 1 and
Nisetisch, 1980: 14). Making such a reference to the statues which, as we
have seen above, were key components of the process of praise, under-
mines the whole process and the inherent values of praise, challenging
therefore the basic components of monumentality.

Pindar’s assertion in Olympian 2 sounds almost prophetic in this con-
text, confirming that literary afterlife depends on society’s approval. En-
gonopoulos is locating his predicament in a similar context: the Athenians
do not understand his work; this may be just as well, considering the gap
that exists between the masses and the lofty world of poetry. This, how-
ever, results in a form of poetic isolation since such a lack in understanding
necessarily results in a lack of dvaddyoug and puntdg, the lack of a poetic
continuity. The use of the statue by Euripides, an image that brings to
mind Seferis’ own dydApata, shows how well the public monument is able
to incarnate the tensions that Engonopoulos wants to express in
MrmoAiBdp: heroic aspirations and public repudiation, lofty ideals and base
adlokaAia, the poet at the centre of civic life and the poet as an exile.

The contrast between conditions so diametrically opposite is subtly
but clearly made throughout the poem even before its culmination in the
famous ZYMIMEPAZMA. A first indication is the location of the Kouros
statue. Statues of heroes are traditionally placed in public squares and
therefore at the centre of civic life, just as, in the time of Pindar, they
would be occupying a place of pride in the agora of the victor’s city. In the
case of Olympian 7, Pindar’s ode for Diagoras of Rhodes, it is actually stat-
ed that the ode itself was written up in gold letters in the temple of Lindian
Athena (Thomas 1992: 106). In MroAi8dp, on the other hand, the statue of
the Kouros is located outside the city, somewhere vaguely described as
"ong Zikivou ta Bouvd”. Already the fate of the hero seems to be taking
shape. Along with praise and inclusion we have isolation, a feeling that is
confirmed in the emphasis on Bolivar's loneliness: “ovdayot mavta” (I. 17).

This alienation is also suggested through the poetic “I”. In Pindar it is
complex and dialectical, what Fitzgerald calls “transpersonal” (Fitzgerald
1987: 13). It can be a “bardic I” or a “choral I” celebrating, therefore, the
interconnection of unity and individuality. In Engonopoulos, on the other
hand, the poetic “I” carries the unmistakable individuality of the poet
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whose character never quite merges with the community.* Just as Bolivar
was exiled and remained cut off from his homeland and the people for
whom he fought (Lynch 2006),”* so too the hero in the poem appears to be
condemned to isolation and exile.

The ZYMIMEPAZMA of the poem, however, takes us back to Pindar and
the function of the conclusion in the odes. As many scholars have pointed
out, the final lines of an epinician celebrate the return of the hero from the
heights of his quasi-divine elevation back to his community and his sym-
bolic welcoming among his fellow citizens (Nisetich 1980: 41, 46). This is
an act of xenia, which underlines the importance of hospitality extended
towards the victor but embracing the poet as well. It confirms his key role
in bringing the community together through the laudatory and performa-
tive dimension of the ode.

Quite unlike the example of Pindar, then, in Engonopoulos’ poem such
hospitality is rejected. But the imagery brought into play to dramatize this
has nothing to do with Pindar. We need to turn instead to two other texts
that will introduce, at last, the third character named in my title: Abraham
Lincoln. The first is Engonopoulos’s own poem “H teAeutaio épdavioig
Tovda Tod ‘lokapltn”,”* which has some undeniable affinities with
S>YMMEPAZMA. The other is a totally unexpected source, the poem of a
now almost forgotten American who died in 1931 and who became fa-
mous in his lifetime for promoting the performative dimension of poetry
and its association with music, song and primitive rituals (Hoffman 2011:
ch. 2). | am speaking of Vachel Lindsay and his poem “Abraham Lincoln
walks at Midnight” (1914).” The poem belongs to a series of eulogies that

20. Despite the fact that, in emulation of Pindar, Engonopoulos alternates be-
tween a first person singular (“kai Twpa v’ &neAniCoupat) and a first person plural
(6N GG tepvoTpe ypriyopa).

21. See esp. chs. 11 (Journey of Disillusion) and 12 (The Legacy).

22. For Walt Whitman’s poem “Blood-money” as a possible source for the
name of Judas in this poem see Ricks (2010: 235-39).

23. Lindsay’s poem is inspired by the tomb of Abraham Lincoln in Oak Ridge
Cemetery in Springfield, Illinois. The location of this cemetery, whose typical fea-
tures are preserved in the “Conclusion” part of Engonopoulos’ poem, was carefully
selected by its designer, William Saunders, who was following the Rural Cemetery
Landscape Lawn Style: it includes rolling hills, just like the hills described in the
Greek poem. The construction of the tomb itself was the result of an initiative by a
group of Springfield citizens who formed the National Lincoln Monument Associa-
tion. It was designed by Larkin Goldsmith Mead, and it includes a bronze statue of
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emerged following Lincoln’s death creating a myth around his person that
has been preserved until today. Its popularity was such that a statue of
Lincoln inspired by this poem and given the same title was erected in 1935
in Charleston, West Virginia.

Apart from the obvious influence of Whitman, who was the first to
idolize the figure of the President in his poetry, other possible triggers of
the Greek poet’s interest in Lincoln may again be related to his stay in
New York. There are, of course, the historical re-enactments at the New
York World Fair mentioned above; but at that time a Pulitzer-prize play
was also being performed in the city, Abe Lincoln in Illinois written in 1938
by R. Sherwood, which became, in 1940, an acclaimed movie. This was
one of many tributes to the iconic president who was murdered for his
liberal ideas and whose death created a cult comparable to that of Simén
Bolivar. What is more, if Engonopoulos was indeed familiar with Emil
Ludwig and his work, then the famous biographer, who had written a bi-
ography of Lincoln as well as one of Bolivar, may be another possible
source for the Greek Surrealist. But the relevance of these two personali-
ties, Lincoln and Lindsay may also be considered from yet another point of
view: both of them became iconic, leading figures in their respective fields
during their lifetime but both encountered strong opposition and suffered
disrepute or indifference.** And as | mentioned above, Lindsay was quickly
forgotten after his death. Such mixed and extreme reactions, when put
together with the problematic reception of Pindar after his death, may
have impressed upon Engonopoulos the precarious and solitary existence
of leading figures, be it in politics or in poetry. They reflect and incarnate
symbolically his own difficulties with what he always refers to as a hostile,
aggressive and clueless Athenian bourgeoisie.

But let us turn now to “Abraham Lincoln Walks at Midnight”. It is clear from
the outset that Lindsay’s poem shares a lot with the imagery that En-

Abraham Lincoln the Emancipator and a bronze head of Lincoln (by Gutzon Bor-
glum) which is associated with superstitions of rubbing the president’s nose for
good luck. It seems that statues of Lincoln are associated with superstitions / urban
legends because such stories exist also in relation to the statue of Lincoln at the
Lincoln memorial in Washington DC. There have been attempts at stealing the
body for ransom, and as a result there have been a number of security actions to
secure the safety of the dead president.

24. In Lincoln’s case a good example of such attitudes is Edgar Lee-Masters’
biography, Lincoln. The Man, published in 1931. On the topic see Norman (2003).
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gonopoulos deploys in his poems. It is about the bronze statue of Abraham
Lincoln, which is erected on a pedestal as part of a monument dedicated by
the grateful citizens of the town in love and commemoration. The setting is
identical: “our little town”, the mourning “figure” that “walks”, the man
who “cannot sleep upon his hillside”. He is a “bronzed, lank man” and is
dressed in his recognizable suit that Engonopoulos refers to as “pevti-
ykéta”. Even the line “we who toss and lie awake for long” is reflected in
Engonopoulos’ description of the citizens: “otékovtav ddUvato v KAeloeL
Kavelg pdtl” or the statue “étdpale tév UTVO TOV KOLPWHEVWY’ and
“AVaOTATWVE TiG T)OUXEG GLUVELST|OELS”.

But this is where the similarities between the two poems end. In the
case of the American poet, who published this in 1914, the idea is to pre-
sent Abraham Lincoln as a genius loci, a Christ figure who suffers as a re-
sult of the First World War and the toils it has brought to humanity. He is
the beloved leader who cannot rest because he realises that his efforts for
peace and concord have been shattered. It seems that, in the eyes of Lind-
say, the meaning of Lincoln’s political work is relevant beyond the con-
fines of the US and becomes a universal spiritual message of freedom. The
statue of Lincoln cannot rest therefore, as a result of the injustice that
reigns in Europe, reflected in the phrases “the sins of all the war-lords” and
“things must murder still”. His place on the hill outside the city, therefore,
is not perceived as a sign of distance and exile but as the outpost of the
guardian angel and trustee of society’s hard won values. Note that the
citizens do not complain at his disturbing their sleep. Quite the contrary,
they choose to stay awake and wait in expectation of his passing by.

The dynamics between the statue and the citizens in ZYMMEPAZMA is
articulated in a rather different way. Initially and as a result of the success-
ful outcome of the South American revolution, a monument to Bolivar is
erected in a nearby hill.

MET& TV £TUKPATNOLV TG VOTIOOUEPLKAVIKTG EMOVAOTACEWG OTrONKE
ot AvamAt kai T MovepBootd, £mi épnpikod Addou deomdlovtog Tijg To-
Aewg, x&AKvog vEpLag ot MmoABap.

As a piece of public art, the statue represents the shared struggles and
values of the people who participated in the war and confirms therefore,
the purpose and function of a monument in a community: to remember
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and to remind.”®* With the introduction of the word “6pwg” however one
begins to sense the first cracks in the solidity of this edifice. The strong
wind, the noise produced by the frock coat of the statue and the inability
of the citizens to sleep indicate a problematic relationship between the
monument and the city, a growing gap between the distant figure and the
public. As a result, appropriate actions by the citizens successfully bring
the monument down:

"Opwg, kaBwg tig vixTteg 0 0dodpdg dvepog Tov Pucodoe dvatdpadle pé
Bia v pevtiykdta tol fipwog, 0 pokalovpevog BopuPog eitave tdéoo
HEYOAOG, EKKWHAVTIKGG, IOV oTéKOVTaV ASUVATO V& KAEloEL KaVe(§ PdTL,
6év pmopoloe vd yevij mAéov Adyog yid Umvo. "Etol ol kdtolkol €riTnoav
Kal L& kataAAAwY Evepyel®yv, EméTuyav Trv kotedddion tod pvnueiov.

This deconstructive anti-climax is suggested, as we can see, with a careful
choice of words and images: the initial erection of the statue on its pedes-
tal is counterbalanced by the final demolition, opposing the verb otrifnke
with its final katedddion. The hero is no longer welcome in society: his
pevilykéta denotes a different fashion, old and no longer appealing, al-
luding to his belonging to a different era which is alien to the people.
There is also a discrepancy between the messages the statue represents
and the recipients: the messages are no longer understood and they are
perceived as deafening noise — the imagery here is meant to both contrast
traditional perceptions of choral poetry and especially Pindar as a buzzing,
sweet sound of bees, and subvert the well known motif of the statue of
Memnon which sings when in contact with the first rays of the sun. The
coat, which denoted the leader as a prophet and Messiah rings in vain.”
The revolutionary alertness has gone to sleep. With a phrase that suggests
suspicious and conspiratorial behaviour the monument is demolished.

The conclusion of Engonopoulos’ poem, then, performs a function op-
posite to that of a Pindaric ode. The modern Greek poet stages the grad-
val divergence between the citizens and the hero/poet. Xenia is turned to
exile and the poet is a xenos in the negative sense of the word. This gap
suggests a degrading of the citizens that appear now more like Horace’s

25. As Rotella (2001: 1) succinctly puts it “they assume art’s power to maintain
what's held in common by joining the particular and the general and by making
transient things persistent”.

26. In the Charleston, West Virginia, statue mentioned earlier, the president is
wrapped in this coat, making it a prominent and emblematic feature of his appear-
ance.
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“vulgus” and Pindar’s “té mav”. From an age of heroes we have now
passed to an age characterized by conformity and convention; from an
age of vigilance we find ourselves in an age of slumber and “comfortable
numbness”; from an age of memory and monumentality to an age of
oblivion and iconoclasm. Note how this subversive situation is reflected in
the use of language. After the richness, musicality and vibrant character of
the poem’s vocabulary and imagery up to this point, we are left with a dull,
descriptive third person prose kaSapevovoa that brings the poem abruptly
down to earth.

This collapse of the ode is suggested in two additional ways: first, in
the “diminuendo” mode in which the counterturn finishes and, second, in
the final farewell hymn to MmoABdp. In the first case, the absolute super-
lative that is gradually diminished to comparative and then positive, as
well as the very meaning of the adjective (bpiktdg means horrible), un-
dermine any naive expectation that the dream of liberty can indeed be
realized and endure:

v dprytdTaTo OpKO
16 OpIKTOTEPO OKATOG
16 dpiyTd TMapApVOL
Libertad

The Second World War is tangible proof of how easily and how quickly
such ideas are tested against the harsh realities of the world. At best they
are like a fairy tale, the stuff of legend and dreams.

In the second case, the section entitled “Yuvog dmoyaipetiotrplog
otdv MmoABap” confirms the element of defamiliarization and incom-
patibility already staged in the ZYMMNEPAZMA. For the hymn is a mere
question framed by melancholic and nostalgic songs for a now bygone,
heroic era:

otpatnyé

t{ {ntodoegotr AdpLoa
oV

£vag

Yépatlog;

This question underlines precisely the issue of compatibility between the
hero and his environment: the displacement of the general to a different
city (an islander in a landlocked city, a hero in a possibly less distinguished
place) recalls Pindar’s own situation as a misfit in the vulgar crowd of Ath-
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ens (he, a Theban).” But above all, this anti-hymn is what demolishes the
poem itself, bringing it down from its pedestal, making it a parody of it-
self.

These ideas may be projected onto the inscription on the pedestal of
the Kouros. “Xaipe mapodita” is indeed an invitation to the passerby to
participate in the tradition the monument celebrates and to become part
of its community. What is more — to imitate Engonopoulos in his word
games — spelling this word as mapwdita confirms that such a celebration
can only take place thanks to the ode, to the poem itself and thanks to the
artist who has created it. The passer-by, or indeed the reader, is included
in the performance of the ode and through that participation, becomes
active in the creation of tradition. But in the end, all we are left with is a
Xoipe mapwdia, a parody that subverts the ode in form, content and pur-
pose: we have a question instead of a confident assertion and a mere five
lines instead of the long and lofty celebratory performance.

*

In his controversial essay about the politics of Greek Surrealism, Takis
Kayalis discusses how the poetry of Engonopoulos and Embiricos thema-
tizes their problematic relation with society: they lament the loss of the
stable relationship between the privileged artist and a receptive commu-
nity of shared values (Kayalis 1997: 102). He also points out how, as a re-
sult, they long for a heroic mythical past when the artist was accepted as
the supreme leader of the tribe. My reflections on the political dimension
of MmoAiBdp in the context of the Metaxas dictatorship, the New York
World's Fair of 1939-40 and the upcoming war, will form the topic of a dif-
ferent article. But my analysis here confirms that the tension between
poet and society lies at the centre of the poem. And this is clearly shown
with the help of the statues in the poem: the fact that the statue of the
Kouros is cast as a future promise, and is therefore not realized in the po-
em, and the fact that the monument to Bolivar/Lincoln is erected and then
demolished at the end, dramatize the problematic, unstable relationship
between poet and society and indeed confirm the impossibility of such a

27. Even before his death, the Athenians may have had some misgivings for
Pindar because of Thebes’ alliance with the Persians at Plataea. Polybius (200-118
BC) blames Pindar as a coward whose pacifism threatened the very existence of
Greece (Hamilton, 2003: 22)
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role for the poet in the present: the impossibility, that is to return to the
values of a golden age or to transplant those values in the modern world.

The use of Pindar in MrmoAtBap helps Engonopoulos elaborate all those
conflicting aspects: the poetics of the ode help him articulate the architec-
tonics of his praise for the figure of the hero/poet; the odes again, but also
the tradition of Pindar's reception help him shape the problematic rela-
tionship of the modern poet with his social environment. The use of a
sculptural monument is appropriate for the expression of such controver-
sies: monuments dramatize the tensions between stability and change;
between the desire to incarnate the values of a given society and the dis-
trust of modern communities, especially towards any authority that such
forms may imply. Finally, the incomprehensibility of the work of art, may
indicate the artist’s rejection of an easily consumed output. Pindar stands
as the prototype of the poet who, through his revolutionary means of ex-
pression, resists assimilation, challenges tradition and attempts to rede-
fine it in his own terms. It is actually quite ironic that through MroABap,
the poem that incarnated such tensions, Engonopoulos managed to claim
back this central role for the poet, managed, as Cavafy would have put it:
V' GvadetyBel, kal ToUg £mkpLtdg tou, ToUg GBovePOUG TEAELWTIKA V' G-
TIOOTOHWOEL.
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APPENDIX |
ABRAHAM LINCOLN WALKS AT MIDNIGHT (1914)
(In Springfield, Illinois)

It is portentous, and a thing of state

That here at midnight, in our little town

A mourning figure walks, and will not rest,
Near the old court-house pacing up and down,

Or by his homestead, or in shadowed yards

He lingers where his children used to play,

Or through the market, on the well-worn stones
He stalks until the dawn-stars burn away.

A bronzed, lank man! His suit of ancient black,
A famous high top-hat and plain worn shawl
Make him the quaint great figure that men love,
The prairie-lawyer, master of us all.

He cannot sleep upon his hillside now.

He is among us: — as in times before!

And we who toss and lie awake for long

Breathe deep, and start, to see him pass the door.

His head is bowed. He thinks on men and kings.
Yea, when the sick world cries, how can he sleep?
Too many peasants fight, they know not why,
Too many homesteads in black terror weep.

The sins of all the war-lords burn his heart.

He sees the dreadnaughts scouring every main.
He carries on his shawl-wrapped shoulders now
The bitterness, the folly and the pain.

He cannot rest until a spirit-dawn

Shall come; — the shining hope of Europe free:
The league of sober folk, the Workers' Earth,
Bringing long peace to Cornland, Alp and Sea.

It breaks his heart that kings must murder still,
That all his hours of travail here for men
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Seem yet in vain. And who will bring white peace
That he may sleep upon his hill again?

In: Vachel Lindsay, The Congo and Other Poems, introduced by Harriet Monroe,
New York: The Macmillan Company, 1914, pp. 145-7.

APPENDIX I
H TEAEYTAIA EMOANIZIZ IOYAA TOY IZKAPIQTH (1946)

‘H pikpr] QUEPLKAVLKT] TIOALG, 1) XAHEVN HECQ OTIG ATEPAVTEG EKTATELG TV TIESLE-
Sdwv 1ol "Alptov, €xace ot ) Babeld yodrjvn otrjv omoia eitave ouvnBiopévn
amnod tig pépeg, tig mpododateg GAWOTE — yUpw oTA 1867 —, Tii§ iSpUoEWS TNG.
Taytika Tepl Ta pecavuTa, dvBpwtog, Tapdgevog Kai oKOTEVOG, l0€SUE Kal
oTA O KaAoapTopwHEVa oTiiTia akOpa, £Tdpade TV UMVo T®V KOLHWHEVWY,
AVOOTATWVE TiG jouXES oLVELSNOELG, THiKpatve Bavdotpa Tig KopSLES, Kat pé pdva
HETOAKT] PpAoyépa, Trov €naule otriv éviélela, EUmvaye o’ 6Aoug Wiy évtovn,
TUPaVVIKY) 000 Kt GkaBoplotn, vootadyikr] Stabeon. Meptttd va Tpootedij mwg
kaveig 8év éBupdtave tinote, PO Enpépwve, amd 16 G6Pepd Ppoxvd. ‘Opws,
OAn T pépa, AEG kL' Eva peydo Bdpog EmAdkwve Tig Yuyég. Kdmolog vuytomep-
matnTrg éAuoe 16 BacavioTiko ToUTo puotriplo. Mid vixta 6mou, GAwg Kotd
TUxN, TOV €depav T’ aBERata Pripatd Tou Emi Addou €€oxikol, deomdlovtog Tijg
TOAEWS, AvTeA}dOn 6Tt 16 pumpouvtdivo dyaApa o APRpadu AlvkoAv o eitav
otnuévo kel mavw #leme, kai O pappdpwvo BaBpo davroale €pnuo kU
EYKATAAEAELPEVO KATW ATIO TO G®G TAV TipoBoréwv. ‘0 «Mpdedpogy, 0 xdAKLVOG
aT6G ABpadp Aivkov, AiTo Aotmtdv O VuyTepLVEG TapdEevog Kai oKOTEVEG £Ti-
okéntng! ‘0 kataddtng Nueidpdn pé moodv t SoAapiwv. EpwtnBei, wvopdleto
Tovdag. T émwvupov 8¢, TokapLwng.

In: Nikos Engonopoulos, Mowjuata B’, Athens: Ikaros, 1993, pp. 106-7.
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