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Tradition and the individual talent:
remarks on the poetry of
Michalis Ganas

DAVID RICKS

No poet, no artist of any art, has his complete meaning alone. His significance,
his appreciation is the appreciation of his relation to the dead poets and artists.
You cannot value him alone; you must set him, for contrast and comparison,
among the dead. (T.S. Eliot)'

Michalis Ganas is both a highly individual talent and, as I hope to show
here with respect to an inevitably small selection of key poems, a highly
traditional one. He is, moreover, peculiarly self-conscious about the
implications of such a view as Eliot’s for the responsibilities of the poet.
The consciousness of tradition in Ganas’ work may be seen as taking
three forms.

The first and most visible concerns poetic form itself. Ganas has
recently been associated, along with some younger contemporaries,
with a return to the metrical and rhymed forms of Greek poetry which
have been marginal since the 1930s.2 This would seem to make him, in
ugly American parlance, a New Formalist; but Ganas’ use of such forms
predates the Greek and even the American New Formalism, so he can’t
be accused of having joined a bandwagon.® The title of a 1993
conference on Greek poetry, ‘From metrical forms to free verse, 1880-
1940’, reflected both the fact that almost no Greek verse of importance
other than free verse has been written since 1940 and, at the same time,
a sense that the era of free verse as, so to speak, the default mode is now

1. T.S. Eliot, ‘Tradition and the individual talent’, The Sacred Wood (London 1976), 47-
59; quotation from p. 49.

2. See Michalis Ganas, Dionysis Kapsalis, Giorgos Koropoulis, Ilias Lagios,
"AvBod éoun (Athens 1993).

3. See the article on the New Formalism in the New Princeton Encyclopedia of Poetry
and Poetics (Princeton 1993), 834-5. Strictures against the New Formalists by (so to
speak) an Old Believer are to be found in Thom Gunn, Shelf Life (London 1993), 227-8.
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over. And in the proceedings my own paper on Skarimbas, for example,
is a plea to look at how he uses the forms he does, rather than simply
assigning them to an obsolete category.*

The second aspect of tradition concerns Ganas’ typically overt, and
indeed respectful, borrowings from the dead poets. While he is not
exactly a bookish or philological poet in the manner of Seferis, his work
reveals unusual care and self-consciousness in this regard — and this
merits extended discussion.’ This is so not least because of the variety
of identifiable poets who make up Ganas’ canon in action: Solomos,
Cavafy, Sikelianos, Karyotakis, Seferis, the folk poets — and perhaps,
as I shall tentatively suggest below, T.S. Eliot himself.¢

The third way in which tradition is important is more general: it
concerns what may be called Ganas’ pietas towards his family and by
extension his Epirot homeland. Faced with an Athens unpropitious for
poetry, he turns to an older provincial home, to the dead poets, and to
dormant forms which may be restored to life, in order to overcome the
threat of aphasia.’

Where these three threads come together is in Ganas’ most recent
collection, with which this paper will tentatively end. Up to that point I
shall take a small selection of poems in mainly chronological order, in
order to exhibit sufficient formal variety, but also in the hope of
assessing what such formal manoeuvres amount to. We might usefully
bring to mind here an apophthegm of another Greek poet: ‘Power in
poetry begins with anxiety.” The statement comes from Demetrios
Capetanakis, a poet so anxious about himself that he found success
writing in English verse rather than Greek.®

4. See Nasos Vayenas (ed.), H eAevf@épworn tewv poppayv (Herakleion 1996) and my paper
in that volume, ‘TlapdSoon ko npwtoturic: N nepintwon tov Lxapiuna’ 175-85.

5. Ganas, however, is averse to both epigraphs and notes (for a significant example of
the latter see n. 64 below). This distinguishes him from Seferis, let alone from his post-
Seferian contemporary Kyriakos Charalambides; see especially the latter’s Me6iatopia
(Athens 1995).

6. On Ganas and the canon, see Michalis Pieris, rev. of Madpa Aifldpia, Olloditng 39
(Dec. 1980-Jan. 1981), 69-73.

7. See, on the question of Epirot localism, G.P. Savidis, rev. I'vdAva I'igvveva, now in
Kaoravoywua (Athens 1989), 224-7.

8. The quotation comes from Demetrios Capetanakis: A Greek Poet in England
(London 1947), 126. See further my article with the same title, Journal of the Hellenic
Diaspora 22.1 (1996), 61-75.
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The particular type of anxiety with which Ganas’ career represents an
attempt to deal is exhibited with some clarity, albeit in a relatively
primitive form, in the third, highly programmatic, poem from his first
collection (1978):

ATA®H

ITapda&evn Atoveia pootikdv dyiov

6100¢ 3pdpovg tidg TolTeiag TOpVNG.

Té pato tovg, Badid, owoeopilovra,

Tpeiaivovy 1d okvAid xai Tohg voukokvpaiovg.
Mg poAf dveipov Eravanatpiletar 616 alpa pov,
Aikvo Tiig mo peyding Eevitidg,

novel 16 alpa pov ol puppiykt RANYepévo,
anapatnpnro, bndyelo, EpyaTis,

16 afpa pov dnoxpivetan o€ kabe i nov dyyilo.

Bobaivelg Thv don pov dvondeopa,
povoiIKT Rotpida,
Gtapn ¢ Sha td Tpayovdid pov.?

The initial setting is sharply reminiscent of the nightmarish Athenian
scenes in the work of Lefteris Poulios.! The poem, however,
particularly takes its colouring from the word Eevitid. The saints that
appear are revenants flocking to the lifeblood of the poet as the shades
in Hades flock to the blood of the ram slaughtered by Odysseus: hence
the reference to the dfjpov dveipwv of Odyssey 24.12, but more
relevantly of Seferis’ ¢ 'O Ztpdrtng O@alacoivog Avapesa 6TovG
dryamavlBoug’ (1942)."! The homeland is both ‘musical’ because it
evokes the world of folk song in which death and exile are seen as
equivalents, and ‘musical’ in that it is the only authentic home of the
Muses, of inspiration — but it is also a noun, ‘music’: by now the
homeland itself has disappeared and only its echo remains. Perhaps
most programmatic of all, Ganas chooses the word ‘songs’: the word
‘poems’ would have altogether a different effect. It is a declaration of
allegiance to a subterranean tradition, reinforced by the dekapentasyllavos

9. Ganas, Axdfiotoc Aeinvog (Athens 1978), 8.
10. See also Ganas, Axdfiatoc Aeinvog, 33, and Lefteris Poulios, ¢ ‘Afva’, Eniloyn
1969-1978 (Athens 1982), 57-9.
11. Giorgos Seferis, [Toifuata (Athens 1982), 196-7.
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of 1.9. ‘Unburied in all my poems’ would look merely ghoulish (more
like one of Ganas’ acknowledged masters, Sachtouris): ‘unburied in all
my songs’ endows the songs with a liturgical role and takes the poem
full circle.?

These elements will be developed and enriched in Ganas’ subsequent
work, and at this point it will be useful to provide the essential details of
his career. Ganas was born in Tsamandas, Thesprotia, in 1944 and has
lived since 1962 in Athens. He has worked as a bookseller, a television
producer and scriptwriter, and ‘since 1989 as a copy-writer in an
advertising agency. (Perhaps, a mordant commentator might observe,
the three professions most inimical to poetry.) Ganas has translated the
Clouds for Karolos Koun (1991) and is the author of a prose work,
Mnyzpia Hatpida (1981). But he is best known for four collections of
verse, of which the last won the 1994 national poetry prize. These are as
follows: Axdbiotog deinvog (1978), Maidpa Aifdpra (1980), I'vdiiva
Tidvveva (1989), Hapaloyst (1993). Ganas’ poetic oeuvre now totals
178 pages, nearly all of the poems under a page long, but sometimes in
sequences. Several — and this is an important point —— have been set to
music by well-known composers, and like Gatsos before him Ganas is
now producing lyrics for popular songs.!?

Ganas’ first collection contains many good moments, and it is
certainly free of the customary faults of the period, but it is in his second
collection that he moves into more ambitious territory, as in the
following poem:

XPIZTOZ ANEEZTH

Eiyape mapel 16 povondtt yud 16 onit
f8dracoa 6robbe prnaprakid 6 Anpiing
¥l §00 yovopaoTe pég oTd TAatavia
1600 conaivay 8¢ puoodoe

uovo mob ué xortélav and péoa pov
VOTO T3 paTia g & td xepra

xai cpvpia Bopdpon T6 Xprotdg Avéotn.

12. For a Sachtourian touch see Ganas, Axdfictoc Acinvoe, 18.

13. In giving biographical information, I confine myself to the collections’ dust-jackets.
Two recent recordings show Ganas’ lyrics to advantage: Eleftheria Arvanitaki-Ara
Dinkjian, Ta kopuid xar ta payaipia (Polydor 527 059-2, 1994 and Mikis Theodorakis-
Vasilis Lekkas, Aaikico movddrn [sic] (Sony AKT 483867-2, 1996)
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O obpavog mob Aiyo npiv dotpogopoice
o’ Gonpo oevtovt Yopiie kal oé Bpeypévo.

Avé Brpata én’ th Bpoon 6 &depedc tng,

#otale 16 PBpoki kai 16 Toyovpl TOL

— Xp1otog’ Avéatn, ndg nepviac, TL va nepvolboe
xdvreve ypovo nebapévoc.

I'opioe va pdg el xa peke 6 ToOmOg

o4V KATOL0g VA PG owtoypaeile Th voyTe.

The poem is one of longing for revelation in the tradition of Seferis’
poem ‘MvAun, o, and verbal and thematic echoes are not hard to find:
the path home (éto1 TPOY®PECA GTO GKOTELVO LOVORATL) or the tune
(ovAhoyiotnka va puoh&m Evo 6komo); yet the epiphany that takes
place has nothing of the restorative effect of light in Seferis’ work. This
is the case, above all, because of the light’s mechanical and menacing
character: the photographer in the simile recalls not just a malign agent
of the security forces but the duplicitous Charos of folk tradition.!s
Ganas’ poem here enters a pessimistic dialogue with Seferis’ albeit
tentative visionary moment:

B4 yivel 1| dvéotaon pay adyn,
oG Adprovy v dvorén ta dévipa 0d podapicet
100 6pBpov f pappapuyn.

In Ganas’ poem the phrase ‘Christ is risen’ brings no message: the gap
between the quotidian greeting and the hymn whistled by the poetic
voice in the first part is unbridgeable. Or rather, if it is bridgeable, if
there is a Resurrection, it is the sinister and temporary one of the ballad
of the Dead Brother. The poem, despite its clean lines, is bleak and
mysterious, not least in that we never discover who the female figure is
(though vemrd hints that she too is dead); and there is some ambiguity as
to who turns to look at us at the end. Such ambiguity becomes more
systematic and challenging in another poem with an ostensibly religious
theme, this time from the next collection:

14. Ganas, Mabpa Aifdpa, 8.
15. Seferis, Ilomuata, 245-6. For the various guises of Charos, see G. Saunier, Adikia
(Paris 1979).
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THZ ANAAHYEQZ

Tlothpata 616 (1ovVL oav

700 uikpod ma1diod ki Gpme

Sév Atav, obte {dov Yvootol ATav
Kavevog, Shn TN népa yayvape ki SAn

T vOyTa Pé QUKE, YOoauE

dv6 otd dboPata papdyyia, Eva

T0v oépvape pé tig TpLyLég kai

1016 16 SpeAog, kel oL GTapaTAEL

70 £Lhato kol cuveyilel pévo

76 Bouvo, dEagva drdatnto 16 Y16V, xwpig
Kxavéva Tyvog TaAng 1 aluatog.

Kabiocape &g ta Enpepodpata nivoviag
1o 16 xovidx kai TpdYoVTaS 6TaEidEg, Hamov
016 Q&g Thg népag tpopdéape 6 Evag

and v Syn tod dAdov, pifape dvod
potopolrideg, pav puE a6 EAkontepa dno
KkGto, pig onkdoav, 10 (LOVL YOp®
amaTnTo Ywplg Kavéva

{yvog naing 1 alpatog.'

This poem too, like the previous one, is attracted by but comes to
deny the language of revelation — in that sense it stands at the opposite
extreme from, say, Vaughan’s poems on the Ascension.!” It locates
itself, rather, in the poetry of quest, represented in Greece by Sikelianos’
‘To Tpayobdt 1dv "Apyovavt®dv’ (1928) and Seferis’ much better
known response to it in, especially, ‘' Apyovabteg’ from Mythistorema
(1935): the clinching reference here is ‘tpopa&ape 6 &vag Gnd v
Syn 1ol dAAov’.!® The title puns on ‘undertaking’ and ‘Ascension’: the
undertaking was made, by a group, but the Ascension never comes
about, except in the form of the mechanical agency of the helicopters,

16. Ganas, Matpa Aifdpia, 15. The poem’s first publication (Tasos Korfis, ed., 58
Pwvég, Athens 1981, 23) capitalises Avolfyeng.

17. Henry Vaughan, ‘Ascension-Day’ and ‘Ascension-Hymn’, The Complete Poems
(ed. Alan Rudrum, Harmondsworth 1976), 243-6.

18. See Seferis, Iloifuata, 46-7, with my ‘Seferis and the classics: a note’, Classical
and Modern Literature 9.4 (Summer 1989), 359-62. This passage of Ganas’ poem also
bears an affinity with Odysseas Elytis, ‘ H nopsgia y1& 10 pérono’ from ‘Ta I1a6n’ in
To” Aéiov’Eori (Athens 1977), 30-2.
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which still leaves the real ascension of the One unsolved. Indeed, the
cognac and raisins have the atmosphere rather of a wake, while we
wouldn’t expect to find snow as late as Ascension Day.

But what makes the poem most challenging is its form, the jagged
intersection of syntax and line-endings leaving the referent often
unclear and suggesting a tortuously exploratory mode: note how often a
line ends with a conjunction, a preposition, or whatever — always the
weakest word. The syntax ‘appears to repeat, to stand still but is
nevertheless proceeding in the most deliberate and orderly manner’.!”
This last assessment actually comes from Eliot’s essay on Lancelot
Andrewes, and Eliot embodied his criticism in a celebrated poem with
which Ganas’ poem is perhaps in dialogue. For Ganas’ Ascension is in
a form as chilly as that of Eliot’s ‘Journey of the Magi’ (1927), which
conveys a comparable emptiness. Space here does not permit a full
discussion, but there are evident thematic connections: in each of the
poems the snow line and the tree line respectively play a similar
structural role, as does the transition in each poem from night to day.But
while Eliot’s Magi are setting out on the journey to the Epiphany,
Ganas’ doubting Apostles are setting out on an inverse journey. What
the two poems have in common above all is a strikingly similar syntax;
compare these line-breaks in Eliot:

All this was a long time ago, I remember,
And I would do it again, but set down
This set down
This: were we led all that way for
Birth or Death??

Yet this apparent formal and thematic interlocution with Eliot’s poem
does not in the least make Ganas’ poem a derivative one: rather, it adds
depth and circumspection to its self-reflexiveness.?'

19. Eliot, ‘Lancelot Andrewes’ in For Lancelot Andrewes (London 1970), 11-26;
quotation from p. 22.

20. Eliot, Collected Poems 1909-1962 (L.ondon 1974), 109-10.

21. If T am right in detecting a verbal echo from Seferis ‘ O Ztpatng Ouiocoivog
avapeoa otobg dyanaviovg’ (Hormuata, 196-7), then the notion that Ganas’ poem
concerns itself with the nature of inspiration becomes persuasive:

ol dyaravlor tpoctdlovv olenn
onkovovtag Eva yepdkt pafrod pwpod tiic Apafiog
| Gxdpun Ta moTpate b xvag otov dépa.
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Later in the same collection Ganas engages in a different dialogue
with tradition in a different though related form, the prose poem. The
sequence of prose poems is called T'd dypia xai ta fiuepa and bears the
dedication: ‘Ztév Kdota KpvotdAin, pikpotepo adered’. 2 Is this
a gesture of affection or condescension? I think the explanation offered
by Michalis Pieris is the right one: that the later poet invites his fellow
Epirot to the ancestral homeland, but in order to point out in a fraternal
way those things which Krystallis’ mainly romanticised poems have left
out. (Though the very late poem ‘ O yopondtng’ brings in but then
evades the dark sexual conflicts explicit in the second poem in Ganas’
sequence.)?® But we may also add that, in completing his sequence in
1980, Ganas has reached the age of 35, while his fellow exile to Athens
died in 1894 at the age of only 26: in that sense too, Krystallis is (always
now) a little brother. Krystallis, though not a good poet, has meant much
to better — Sikelianos and Embiricos, for example — but for Ganas it is
their shared homeland which has pride of place.?® But it is not a
homeland portrayed as Krystallis portrayed it, as the opening poem of
the sequence shows:

Epyovian 14 maiio movAld kai méetovv péoa pov pé Spufi. ¥niodve oav
tomio, 8¢ PAEnw Tinote 4 T oKoOVN.

Elval 8ha donpa k1 botepo Sha pabpa k1 elpor pa xovkido ortig
dotpanéc v ypopdtav Toug. ME pdtio kAsiotd, dvolrytd ovkat xai
PAénw. BAén® to Babpa 1 Snpovpyiag of uid tepatddn dvanapdctoon.
‘Onov §Aa npwtéonraoto éykatareinovv 10v Iapadeioco kokAv kakd.
devyovrag. Id Aipveg k1 dypia Bouvd. I't dyveota wépn.

To6 Bopero TAdtog kar 16 pijkog Tovg &yd. ‘Aye@ypapntog Bidtonog,
POpOVTOG Tave dn SAa adtd Eva Tard urovedy.2s

The Greek prose poem has flourished in other able hands, notably
those of Jenny Mastoraki, and a comparison of this sequence with her

22. Ganas, Mabpa Aifépa, 21.

23. Pierns, rev. Matpa Aifapia, 71; see [Kostas] Krystallis, 4navra (ed. Michalis
Peranthis, Athens 1952), 291-8.

24. See Andreas Embiricos, ‘Tod aiydypov,” Oxtdva (Athens 1980), 32-4; though one
feels that the reference to Krystallis is merely brought in for the pun on kpvotaiia
earlier in the sentence (p. 33).

25. Ganas, Malpa A1fdpa, 21.
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work of the same period would be revealing.? But Ganas’ sequence has
its origin, not in Krystallis, though his antithetical title resembles the
title O tpayouvdiotig tod ymprod kxai thg otdvng (1892): instead it
comes from Stephanos Granitsas’ popular natural history book (first
published in instalments in 1912-14), Ta dypia kal @ fiuepa tob
PBovvo¥ kai ol Aéyyov, which includes several of the same animals.”
Yet it’s perfectly clear from this opening poem that traditional material
is being used in a new way, not just through the allusion to Prometheus,
but also through the concluding anachronism. Like a Titan, the figure of
the poet is here seen as lying hugely beneath the earth (in this case at the
far Northwest of Greece), but the poem’s last word is foreign, urban,
modern and self-depreciating. It is striking that such an ironic self-
mythologising of the poet, in exactly the same form, had appeared a few
years earlier in Geoffrey Hill’s Mercian Hymns (1971); though this, I
imagine, is to point out a significant convergence rather than a direct
influence. The sixth poem of Hill’s sequence may be compared for its
similar chthonic emphasis and indeed comparable dénouement:

The princes of Mercia were badger and raven. Thrall to their freedom, I dug and
hoarded. Orchards fruited above clefts. I drank from honeycombs of chill
sandstone.

‘A boy at odds in the house, lonely among brothers.” But I, who had none,
fostered a strangeness; gave myself to unattainable toys.

Candles of gnarled resin, apple-branches, the tacky mistletoe. ‘Look’ they said
and again ‘look.’But I ran slowly; the landscape flowed away, back to its source.

In the schoolyard, in the cloakrooms, the children bodsted their scars of dried
snot; wrists and knees garnished with impetigo.2®

In another part of his rich collection, significantly titled, ‘Bfipata
mio®’, Ganas engages with the most flag-wavingly traditional form

26. Jenny Mastoraki, ‘Iotopiec yia ta fabid (Athens 1983), with discussion in Karen
Van Dyck, Kassandra and the Censors (Ithaca, NY 1997).

27. Stephanos Granitsas, 7 dypta xai ta fiuepa t00 foovol kai o0 Adyyov (Athens
1976); see Pieris, rev. Mabpa Aifdpa, 70.

28. Geoffrey Hill, Mercian Hymns (London 1971), V1. The possibility of influence on
Ganas is small, but it is worth noting his translator John Stathatos’ publication,
‘Txotadw: eiocaywyn otnv moinon 10d Geoffrey Hill’, Xdptnc 2 (September 1982),
172-5.
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available, the sonnet, and in taking this path he is rather more out of step
with the 1970s:

TON TA®O MOY TON @EAQ XTA XAYTEIA
‘Agioeg pé tpafodv &n t6 paviky,

‘Abnva pov yepdtn xaiiioteio.

Tév Tago pov 16v 0w otd Xavtela,

elkool povia ool TAN POV voixi.

1ov Hmvo va mepvodv Bouva kai daon,
vepaLdeg PuoKIOUEVES padpa podya.
Kam oav dyt poviapiod mod ocod ya
oé mo1d Aewpopeio 16w yaoet.

IMowa tpéha, Tég pov, pé yTomder atig PTépveg
kol edy® kai KVAG® oy T6 TomL,
ué ynmeda PovPa xai pé tafépveg

o1d cwbikd. O1 dvBpworot ki ol t6mot,
Eévol ol potdtovv oTig ewToYpaPices
nov Byalape o€ dAheg Hiikigg.?®

The opening lines have a distinct ring of popular song and are a
reminder that in the heyday of free verse it was only popular song,
particularly in the masterly hands of Gatsos, that kept traditional forms
alive — the fact that Ganas’ poems have been set to music reinforces
this connection. I fancy that the reference to the lost ticket should also
put us onto a so-called ‘traditional’ poetic voice rediscovered in the
1970s after decades of neglect, and Skarimbas’ delicious poem, ‘To
giortnpro’. There the speaker’s escape from this world is frustrated by
the mere mislaying of a ferry ticket, leaving him sadly concluding: ‘kai
6ho vid xeivo 10 gic1tfpro vt Aéw’.2® The same post-Symbolist
yearning characterises Karyotakis, also with a strong dose of irony, so it
is fitting that Ganas’ poem begins with a phrase which echoes the start
of Karyotakis’ ‘ Eupatiipro névbipo kai katakopueo’: ‘paiavdpot

29. Ganas, Mabpa Aifdpa, 37.

30. Gtannis Skarimbas, Anavreg atiyor (Athens 1970), 53-4. Another cult figure who
had preserved the idea that a living poet could be writing formal verse was of course
Nikos Kavvadias; a younger poet who was using traditional forms satirically, Christos
Valavanidis.
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01O Yopo Tovg ué TpaPave’. Just as Karyotakis in 1927 ironically
praises a factory-produced plaster ceiling, so Ganas’ poem expresses an
attraction for a hellish part of town and for Athens as still, in however
debased a sense, the home of fo kalon.3!

The sonnet’s sestet introduces the idea of escape from Athens, but
escape there is none. In fact the rural past as dreamt of in lines 4-5 is
irrevocably dead, and the yearning for it a poetic Achilles’ heel. All of
Greece is contaminated by the image of urban life, and the
homophonous rhyme, 10mi-16m01 carries a sense of stultification
derived in part from another poetic antecedent, Cavafy. We may recall
the teiyn-tOyn rhyme in ‘Teiyn’ but also the general spirit of ‘ 'H
noAg’: ‘Kawvolpilovg tomovg d&v 6a Ppeig . . . H mokic 6a o¢
dxorovBei.”?2 The milieu depicted, then, may be much like that we find
in Poulios’ often vivid poetry of modern Athens, but it is here described
with an allusive coolness rather than frenetic heat.

A somewhat higher emotional temperature, and an apparently closer
relation to the traditional aspirations of the Greek sonnet, comes in the
following poem:

MINITMENOZX TOXA XPONIA
Z10v O¢opiio Zwtnpiov

IIviypévog 1600 Y pévia k1 eloal Tavra
PR YREVOG GYVOG GTOV 00PAVO GOV,
Ilepvoboe (0¢6 Endve otd Kavd cov,
dnyn tév OrmaTd®v 1 pravo.

It Bdhacoa, 016 ydpue 04’ Tav 6o
dompa T@ KOKaAd cov Kail YAEupéva.
‘OAo BovPa xai Gha uinuéva,

AdyLo pov Avmnpéva katowkidia.

31. K.G. Karyotakis, ITotfjuata xai neld (ed. G.P. Savidis, Athens 1988), 113, and
Savidis’ introduction to that volume, with my further remarks in The Shade of Homer
(Cambridge 1989), 139-40.

32. C.P. Cavafy, [Toinuaza (ed. G.P. Savidis, Athens 1981), I, 106, 15. Another allusion
to “H ndéAig’ is to be found in Ganas’ ‘Aintuyo II', IN'vddiva Navveva (Athens 1989), 18;
this poem’s last lines also echo Karyotakis’ * Tdavikol abtoyeipes’, Horuara xai neld,
114.
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T x€pL OO 0Ta POKLA O Ey et pi€set
v 76 kofa yhAd i Eva dpemdvt,
6 kdopog oav poAdmetpa va Tpikel,

v Byodv & t6 Bedpato tryavi
16 yapia 700 kahdyepov kai ticw
THY TopTa AVaNESE Pag va ufv kAeico.?

The place-name mentioned in the poem is a reminder of the close
proximity to Epirus of Corfu, which with the other Ionian Islands is the
prime home of the Greek sonnet, including several famous elegies.
Again, the echo of Karyotakis® ‘I[Tpéfela’ (1928) with the rhyme on
pmdvta is not merely ironical but wistful — a sign of the depopulation
that Ganas refers to more explicitly elsewhere.>* So this is a very
geographically and poetically located poem (where, one might add, so
many of Ganas’ contemporaries are dislocated, even deracinated).?s

The octave expresses grief and poetic powerlessness: words are
katoikidia: urban-dwelling, tamed, even (so to speak) de-clawed. It is,
then, in the sestet that the hope for power and transcendence takes
shape, in terms which owe much to the traditional sonnets of Mavilis
and Sikelianos. Significantly, a sonnet of Sikelianos on Mavilis ends
with a picture of the dead hero as being between sky and sea like a
setting sun.*

Of course, Ganas has taken an unheroic victim of drowning for his
subject, but the sestet not only suggests an heroic act, with the scythe
recalling Cronos’ castration of Uranus (and of course obpavdg appears
in line 2), but also engages antagonistically with earlier texts, and in
particular with Mavilis’ sonnet ‘Képxvpa’ (1895), which refers to the

33. Ganas, Mabpa A1fapra, 39.

34. Karyotakis, [TomMuata, 141-2.

35. Savidis, rev. I'vadwva I'idvveva, discusses the question of Ganas’ Epirot roots and (if
it exists) School; the issue of the extension of a national poetry’s geography is raised by
Helen Vendler in her introduction to The Faber Book of Contemporary American Verse
(London 1987), 14-15. It might be rewarding to compare Ganas’ work with that of James
Wright on his childhood in the depressed Appalachian town of Martins Ferry, Ohio. The
deliberate pace of Wright’s short lines, his speaking for a family outside the world of
letters, and his search for an ancestor in the neglected form of Sherwood Anderson, all
present parallels to elements we have detected in Ganas’ work. See Above the River: The
Complete Poems of James Wright (Newcastle 1992).

36. Angelos Sikelianos, ‘IToptpaito tob MaBiin’, dvpikdc Biog (Athens 1981), 11, 90.
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legend that the Phaeacians sprang from the god’s severed genitals.>” The
wish to restore the dead friend to life is at the same time an attempt to
lay violent hands on the tradition and to wrench it into harmony with the
poet’s wishes.

For the reference to @oUkia surely recalls the seal’s lament for the
drowned child at the end of Papadiamandis’ ‘To pupoAdyr tiig
omxiog’ (explicitly alluded to by Ganas elsewhere).*® The reference to
the mill-wheel has personal resonances, for the poet’s grandfather’s mill
is prominent elsewhere in the collection — but the expression is unusual
enough that we might well want to relate it to an arresting phrase early
on in Sikelianos’ Adagpoiokimwtog: ‘ot poioiibopo tpiler 6 fjAlog .
(Let us not forget that a large part of Sikelianos’ poem consists of an
elegy for a dead childhood friend who excelled at swimming.)*® The
monk’s fish are interestingly used. In the familiar folk tradition, when
Constantinople was about to fall, a monk was frying seven fish and
vowed that he’d never believe the Turks would prevail until his fish
came back to life — which they then of course did.** But where the
miracle was in tradition a bad portent, Ganas makes it a version of the
lover’s adynaton linking the dead man’s life on earth and death by
water.*! And finally, after all this dense and strenuous wrestling with the
elements of tradition, the poem ends with the lost hope not to shut the
door between life and death. The poem’s last line quietly, modestly
shuts a door on the aspirations generated in the poet by the inherited
heroic form of a Mavilis or Sikelianos sonnet.

The point is that, while many poets of Ganas’ generation do little more
than assemble more or less arresting images, his is a voice haunted (but
not hag-ridden) by the lines of earlier poets.*> A much more overt use of
tradition as a reference point in his next collection I'vdAiva I'igvveva
(1989) brings this out in ingenious fashion. The poem in question is

37. Lorentzos Mavilis, ‘Képxupa’, Ta IHoimuata (ed. Georgios Alisandratos, Athens
1990), 68.

38. Ganas, ITapaioyn, 22.

39. The mill: Mabpa Aifdpia, 29. For the line of Alagpoioxiwtog, see Sikelianos,
Avpixoc Biog (Athens 1981), 85; also the poem ‘Motpoion’, 143-7.

40. N.G. Politis, [Tapaddoei; (Athens 1904), 21.

41. The most celebrated example of such an adynaton is to be found in the Piudda
KxOpn¢ kai viod, cf. Hubert Pernot (ed.), Chansons populaires grecques (Paris 1931), 72-4.

42. So Pieris, rev. Mabpa Aifgpia, 69.
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dedicated to the late G.P. Savidis, who wrote an absorbing account of
Karyotakis’ poetic influence.

MNHM K.I'. KAPYQTAKH
Hopdabvpa mod xodpace 1 Béa
ot Nikata, 016 Métg, othv Kaiibéa
kai 3&v umopotv V GAAGEoLY mepifdiiov.
Té yrifovv &va Eva 14 kanpéva
oTdV Toly oV Ta TAELPE KAl TOV HETAAAOV,
GvBponol oav ¢oéva oav dpéva.
216 téhog 14 doviebovv ol tlantliideg
Ypagovtag Tig dpadeg mob dyandve.
Gaivetol kabupd TOCO Tovive
o éudg ToOg paviaxovg uraviotiptifides.

O1 évotkor xpepdve Tig kovptiveg,

va xpOyouy ti o7 GAN0eia k1 dnd notdve.
‘OLot 16 1810 y8bvovrar kai tpdive

Kai yavovral otod kpePfatiod Tig divec.

ol va tedeidvel Avtnpéva

16 moinpa 7oL TO00L KATOUKODVE.
TTowog tayo va 16 Y péwoe o€ pHéva
kol miocw ané THv TAdTn pov yeAoive
gvowkot, pyorapor, Bupwpoi . . .4

The poem is at first sight something of a cento from Karyotakis.
Windows are familiar from the restricted world of Karyotakis’ poems,
and line 3 alludes to the minor poets of ‘‘OAot pali’, who fall victim to
‘100 “mepiParrovtog”, thig “émoxfic”’. Again, kanuéva of the
windows echoes kanpévor of the sad mechanical civil servants. Yet the
form is not one ever used by Karyotakis, but rather one which he might,
with his love of the topsy-turvy, have thought up: think of the opening
gambit of the poem “HAbo1a’, which actually begins with a bracketed
sentence.* What we have here is a subtle variation, & la maniére de
Karyotakis, which would be almost baroque were the language not so

43. Ganas, TvdAva Idyveva, 21. It is a feature of this colllection that all of the poems
have dedications, listed in the Contents rather than above the poems; a few poems
dedicated to the dead have a dedication as part of the text.

44, See Karyotakis, IToifjuata xai neld, 82. As so often, Palamas had got there first:
see no. 13 of Zatipica youvaouara, Anavra (Athens n.d.), 243.
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plain. We have an inverted sonnet (of course Karyotakis wrote several
sonnets, notably ‘Anudéciot bndAiniot’) with a coda like the four-line
envoi to a ballade (and of course Karyotakis has a ‘Mralavta otodg
ddo&ovg montég TdV aldvawv’), except that it has an extra line which
rhymes with nothing and leaves the poem suspended on its final ellipse,
and indeed with a missing syllable as compared with the rest. This last
line is, then, radically amputated and incongruent, evoking the
overwhelming over-population of Athens, which will flood over the
despised poet.

What the poem actually says is admirably sharp and clear and
requires little commentary. In, as it were, the poem proper, the upside-
down sonnet, the glaziers’ football slogans are a parody of the poetic
act, the peeping toms a sinister parody of the artist. Tenants (£votkot)
behave as if guilty (§voyo1), and at best their lives are as empty as those
of the Preveza housewives.* Their disappearance looks like a suitable
place for the poem to end — and very Karyotakian, too.

But there is a further twist of the knife, the envoi. As used in the
original form of the ballade, it often serves as an address to a patron, and
so it is here — except that here, the poet, now singular and separate
from the Athenian population, wonders just who has imposed this task
(xpéog) on him.#’ The city is full of promiscuous, undistinguished
crowds who mock him; and in the end the poet takes on the
characteristics of a rueful, ironic martyr like Karyotakis himself, whose
ballade concludes with a similar self-reflexive question and vista of
humiliation:

Kai kanote ol peAlovpevor kaipoi:
‘TTo16g ddo&oc monTNg’ 0EA® v Tobve
‘env Eypaye piav Tl TeEViyph

praiavra otobg montig déokot mov a8

45. Karyotakis, ITorfjuata kai ned, 27.

46. Karyotakis, ITotrfjpara xai neld, 141-2. For a pun similar to the one here see
‘M.LI7, Axdbiaroc deinvog, 28: ‘thyelg tiig kapudidg .

47. The notion of ypéog underlies Solomos’ Of Eletfepor IHoloprnuévor and
Seferis’ reflections on that poem in dokiuég, 1, 263.

48. See Embiricos, “Otav ol gbkdivntor Opoifovy otig dALées,” Okrava, 62-6; and
compare Ganas’ ITapaloyn, 31, with its further echo of Karyotakis’ “Epfatfpio
TEVOPO Kl KATAKOPpLYO’.
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In order to complete this cursory view of Ganas as a formal
experimenter, I turn to his last collection, [Tapaioy1) (1993), which ties
together all the previous threads of tradition in an ambitious manner,
and with reference to a source which, while evident from the first
collection, is now more of a shaping presence. Perhaps it would be best,
if we are to take this challenging book’s complexities seriously, to turn
first to its opening poem in the terms it sets itself before looking at more
general issues.

Epygovton pépeg o Eexvim ndg pé Afve.

Epyovtar viyteg Bpoyepéc BapPakepég duixheg
T dAebpt yiverar onupi Botepa otayv
Opoiler ué nordra dpendvia

ayig TobAiog ot péomn tod Lelpudva.
Bhénw 16 LepouvTd Tob xdopoL Vi Enhdveto
&6pato 16 Lépr mov EnAdvel

kol Tpépm unv xkomel 6 vijpa.

Nijpa vepod otnuéve xopic pviun

otayéva dbdpavn o€ Bpoa kol Aeryiiveg
viQada-yvoudt v Bouvdv
xoAdli-puiloforo

K1 dEapva oxdoavdpo {eotd

otV Kifwtd Tfi¢ uniTpac.

‘Apyaio oxotddt thketon Kol Tpifer
ayeponointn proyitoa nov 16 YAElQEL

Yovayeyég 8atwev betol Tpdyovol TayeT@dVEG
otV nayvn bxoéun tfg dveovopiag.®

It is not hard to discern affinities between this and, in a general way,
Seferis; and later poems in the collection openly allude to Solomos,
Papadiamandis, Sikelianos, Karyotakis.® Yet, although the poem describes

49. Ganas, ITapaltoyn, 8.

50. For Seferian echoes, compare lines 3-5 with the end of ‘TIdve o Evav Eévo otiyxo’ and
with ‘Tehevtaiog otaBuog’: Seferis, IToruara, 87-9, 212-15. Solomos is quoted on p. 8:
“Oriyo 9@G kal pokpivo o& péya okdTog K Epuo’; the title of Papadiamandis’ ‘To
popordYL Mg @mkag’ on p. 22; Sikelianos is quoted: see n. 60 below, but the sexual
communion of p. 9 also has something in common with ‘To npwtofpdyL’, Avpikog Biog,
11, 110-11; for Karyotakis, see n. 48 above.
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a haunting, it has a voice both familiar and individual. The last
delicately balanced line speaks volumes about the poem’s purposes,
which are described more fully (and clumsily) in the blurb:

Paraloge is not a collection of poems gathered into a book. As its title shows, it is
a single poem, with marked narrative elements and with as its basic thematic axes
love and death. A polyphonic poem. Only that the voices come from the opposite
shore. As in the Nekyia of the Odyssey and in the folk ballads, the dead speak
here.

Let this not sound blasphemous. We all hear ‘ideal voices and beloved’
speaking to us, usually in our own words.

In Paraloge can be heard the voice of the Dead Brother and the voices of the
well loved or the never met dead, which come and tell their own stories. Words
never said, unspoken loves and secrets on which death has set its seal.

The poem develops without strict formal constraints and with a metrical
freedom which extends from the pure dekapentasyllavos and the haikuto free
verse and dramatic dialogue.>!

The sequence consists of twenty-seven constituent poems, all but the
last under one page long, and some very short indeed. The forms, as
suggested, vary widely but, as the blurb’s reference to Cavafy’s
‘1davikec pwveg kL dyannuéves’ might suggest, the basic rhythm is a
muted sort of iambic in lines of varying length.>? (In fact Ganas and
other formalist poets were attacked in the wake of the book’s
publication for being metrically retrograde, with a hidden agenda which
made them much the same as royalists!)** Allusions to Greek poets are
legion, and a particular importance derives from the poem’s dialogue
with, this time, a living poet, Sachtouris.

In 1948, Sachtouris published a collection with the pregnant title
Iapaloyais. Not least because of its archaic spelling, this had a number of
connotations, referring not only to the name conventionally given to Greek
ballads of non-historical content, but also conveying the irrationality

51. On this, see Evripidis Garandoudis’ review of ITapaioyn, Ioinon 2 (Autumn
1993), 155-8.

52. Cavafy, ‘Q@ovég’, Hormuata, 91. On Cavafy’s iambics see Peter Mackridge,
“Versification and.signification in Cavafy’, MoAvfdo-kovovio-nelexntiic 2 (1990),
125-43. On the last page of his collection (35) Ganas actually says ‘Kt dv arayyéAio
Evav Toppo yAopo’.

53. Garandoudis, rev. ITapaloymn, expresses reserve more temperately.
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(rapdioyo) of those troubled years.>* As Sachtouris’ career has gone
on he has produced several intersections, semantic and rhythmical, with
the violent and troubling world of the folk ballads, and it is to this
heritage that Ganas here pays tribute. (He has done so more openly in
1995 with a poem dedicated to Sachtouris.) So it is not surprising to find
love and death treated with the dark colours of the ballads and
Sachtouris’ variations on them, or to find Ganas using two staple folk
metres in the collection.’> But the particular originality of the book lies
centrally elsewhere.

The twenty-seven poems move in sequence, but while most seem to
be in the albeit haunted persona of the poet, twelve are in italics,
representing other voices which the speaking voice’s modest and semi-
involuntary necromancy has summoned up. While .we begin and end
with the central poetic voice, the seven poems at the book’s heart are in
the voice of a forger, Grigoris Raptis, who murders his female lawyer
out of unrequited love, and in other places we have the imagined words
of friends and family.5® Now this ‘polyphonic’ method is familiar from
recent Greek fiction, some of it distinguished. Yet one may relate this
elaborate scheme very particularly to Ganas’ homeland on the Albanian
border, and to provide a pressing reason for this polyphonic method’s
being employed with so much colouring from the anonymous poetry of
the Greek folk. For Ganas comes from the only part of Greece with a
polyphonic tradition of folk song, once heard never forgotten, and with
a clearly important affinity with church music. A simple song, say, of
Eevitid becomes highly complex, with two main voices, a drone, and a
fourth voice which moves above and below the melodic line in a curious

54. See Miltos Sachtouris, [Hoinuaza 1941-1971 (Athens 1971). For graphic examples
of the use of folk poetry’s rhythms and motifs by Sachtouris see, e.g. the following poems
from that volume: ‘ H Anopovnuévn’ (32), ‘ H nAnyopévn dvor&n’ (40), <O Bubog’
(50), ‘Tob nmOpyov’ (78), * H mnyn’ (109). See also Giannis Dallas, ITAdyio¢ Adyog
(Athens 1989), 338-56. Ganas’ poem dedicated to Sachtouris (a reworking of one of the
latter’s poems) appears in PeOuata 28 (Nov.-Dec. 1995), 101.

55. These metres are, of course, the dekapentasyllavos and the Maniat eight-syllable
metre found on p. 12 of the collection, which recalls the Maniat version of the Dead
Brother: see Giorgos Ioannou (ed.), T6 dnuotixo Tpayoidr. Ilapaloyé; (Athens 1983),
41-3. Earlier palpable quotations from folk song in Ganas’ work include ‘TToAAG Brpata
riow’, Madpa Aifldpa, 36, ‘Xprotovyevvidtikny iotopia’, T'vddiva Idvveva, 14-16.

56. I presume this is a real case.
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yodel. This last voice is significantly called xAdoing — very
significantly, in the light of lines 6-8 of Ganas’ opening poem.5’

Ganas is of course only the latest in a succession of Greek poets who
have drawn on folk song; but the way in which he weaves a tradition of
both anonymous and authored poetry into a pattern is highly original.
Above all, the revelatory idiom of three earlier poets to whom folk
poetry was important is strongly but subtly present: Solomos,
Sikelianos, Seferis. It is only with the last poem that this balancing of
tradition and the individual talent perhaps comes unstuck, and Ganas’
claim to being (in Harold Bloom’s terms) a ‘strong poet’ looks weaker.

The last line of the twenty-second poem would have made a nice
ending to the collection: ‘Kai offjve dirla pov T Adura’.s Instead,
Ganas presses on, ending with the longest poem. This begins with a
Solomian address to the matpida (recall < ’Atagn’ at the beginning of
this paper), and culminates by quoting Sikelianos and (more or less)
Seferis.”® The poetic voice wanders much like the voice at Seferis’
Asine, seeking an apparently lost homeland, and concludes:

Kol A€ voi - €80 - 616 edS Bavatmcs pe.

TMarti ©6 pdg 86 udg dikacet
K1 dAipovo o §nolov gopdet patoyvala.

The first phrase quotes Sikelianos’ poem ‘MaBiAng’, itself translating
Ajax’s famous words in Homer: év 8¢ @dst xai SAeooov - ‘610 ¢dS
Oavatooé pag’.® I am not sure about the wisdom of this; and so too
with the last, intensely Seferian lines: there is to my mind a tonal
problem here. It is rather clamorous, as if Ganas, in writing a sequence
of this sort, is setting out to vie with Mythistorema and Thrush. And so
many are the echoes of Seferis in Ganas’ poem that it looks at times

57. See Simon Karas, sleeve-note to Tpayotdia tiic Hreipov (ZOAAoyog mpog
Aidoow tiig EOvixiig Movoixkiig 111) (Athens 1975).

58. Ganas, ITapaloyn, This is a Cavafian touch: see e.g. ‘Kawoapiov’, ¢ Ev éonépg’,
Hoimyaza, 69-70, 87.

59. Solomos, [Toiuata kai meld (ed. Stylianos Alexiou, Athens 1994), 237,

60. Ganas, ITapadoyn, 35; Sikelianos, ‘MaBiing’, Avpicds Biog, 11, 68-9.
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almost like a cento.¢! Ganas wouldn’t be the first or the last post-
Seferian poet (Sinopoulos is a distinguished example) to show that
head-on confrontation with the master isn’t the way forward. Yet the
fact that Seferis himself could at his weakest be under the influence of
Cavafy and Eliot is to make us strike a note of caution — quite apart
from the etiquette of ending this paper on a carping note.®? So I shall
conclude by looking at a poem from this collection striking in form and
feeling:

Na pué Ooudoar — Bacilucd va tpifeis otic maldueg oov yid vd Guudoar — xai
daxpva moldd va ybveic Stav pé Goudoar — &rav onpaiver Nabraxtog-
Apayofa-deckdrn — Stav mepvdc T'alnvne 18 — mod 0€v mepvac — vd ué
Ooudoar — éxel yaptid wooypaupéva ~ naidid nob ueyaidvovy — Hiiag —
Tiavvyg — 1d mawdia pov ~ éxel mapanovo Epuiovy — nepactinds Miydng kai
Xpfiotoc 1@V ypwudtwv ~ Pasilixa va tpifeigc nid va ué Goudoar Srav
onuaiver Zappato — Mavpouyarn 8 — 6 ®ihimrog pali pag ~ dy I'swpyia -
Tigvvy — Extopa — Niko — I'dpyo — va tobls mels . . . — vad ué Bvudote —
Ofpévofric kai Havoaviov — dnov ndte ué Iénn kai Mvpaivy kai INdvvakxn —
Kai un pod ypdgeic - dév ox épreoar éuéva Srav ypdpel - oxépteaar abtd nod
ypdpers — k1 &y {nrdw pvi-pun — newvdo pvi-un kai Sty dw uvn-un — xai un
ods fydiw én’tn (w1 oag — Iév 16 BEAw — a0 16 BEAnoes — Buunaov — ywpic
doéva dév brdpyw — ywpic éudc elote peloyngpia (OAOI MAZI) ywpic éodg
datd yeyouvwpéva — kai ufv drolc ndvw kai kdtw kéouoc — eicacte N
raztpida pag K1 ucic Eeviteuévor.®

In the poem that precedes this one, an echo of the liturgy (YAvkd pov
£ap) sets off the opening lines of a ballad in which a merchant is
ambushed and killed by what turns out to be his own brother. This in
turn, via a painfully slow and child-like act of writing, and then in turn
an echo, leads to another italicised quotation this time identified by a
note at the back of the book. It comes (adapted) from a poem by the late

61. The atmosphere in the poem comes out of recollections of Seferis, ‘Anpotixo
tpayovdt’, ‘ O Bacthdg thgAsivng’, ‘Kixdn', ¢ Ayidvana A’ (Iloiquaza, 25, 185-7,
217-29, 233). Notable is the introduction of ancient settings (even if Cassope is in Ganas’
native Epirus) and words (adAdg, domida, 80pv) not met with in Ganas’ earlier work. It
would be arbitrary to see these as off limits for Ganas just because they are new here; yet
they do not perhaps so naturally fit into what Cavafy would have called the meproyn of
his poetry.

62. See my paper, ‘George Seferis and Theodore Roethke: two versions of Modernism’
in Dimitris Tziovas (ed.), Greek Modernism and Beyond (Lanham, Md. 1997) 167-79.

63. Ganas, ITapaioyn 27.
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Christos Bravos, a native of Grevena (about whom both Ganas and
Sachtouris have written poems) and it challenges the folk belief that
there is no music in the Underworld: €btod Broiid 6&v maifovve.5
Tradition, as summoned up by Ganas, here subsumes namedness and
anonymity within a consoling ceremony.

But Ganas’ necromancy brings us in the next poem the imagined
words of the dead poet Christos Bravos. Though written out as prose,
each constituent part between the fragmenting dashes is iambic: the
voice that comes from the underworld keeps getting cut off as if by a
bad connection but still consists of, or coalesces around, poetic kernels.
The recollections of the pleasant life of the world echo those of the rich
young men in Hades who address the narrator in Apokopos. This early
fifteenth-century Cretan work, the first poem in the modern language to
be printed (1509), is itself indebted to folk tradition: Ganas actually
echoes the Cretan poem with the words ‘Gtav onpaiver Zappoto’.s
But the passage also presents us with the sort of real-life details familiar
from Sinopoulos’ Nexpddernvog or, even more appositely, Anagnostakis’
poem ¢ “Otav droyaipétnoa . . % The dialogue with these recent and
highly self-reflexive poems is a reminder that the feelings of separation
from the living which the dead poet feels are greater still than those felt
by others. The dead in Apokopos are tormented by the knowledge that -

64. For the ballad see Ioannou (ed.), [apaioyés, 31-43. Other poems for or on Bravos
are in Sachtouris, Extonidouata (Athens 1986), 10-11 and Ganas, I'vddiva Nidvveva, 8,
28. Ganas’ note on Bravos is on p. 36; for violins and the underworld see e.g. N.G. Politis
(ed.), Exloyal @rno ta tpayotdia to0 éAAnvikov Aaol (Athens 1979), 219 (no. 209).

65. Bergadis, Adndxonog [with H Bookornobdia) (ed. Stylianos Alexiou, Athens 1979),
31 (line 449); see also Margaret Alexiou, ‘Literature and popular tradition’ in David
Holton (ed.), Literature and Society in Renaissance Crete (Cambridge 1991), 239-74. G.P.
Savidis, in a communication délivered in 1991 which Ganas may have known of,
identifies the work as the starting point of Modern Greek literature: ‘I16te Gpayeg
apyxier f| vedtepn EAANVIKT Aoyoteyvie;’ in Nikolaos M. Panayotakis (ed.), Origini
della letteratura neogreca (Venice 1993), I, 37-41.

66. Manolis Anagnostakis, Ta noifjuata 1941-1971 (Athens 1992), 128-9. Also
relevant is Takis Sinopoulos’ titie poem from Nexpddeinvog (Athens 1972), with its
truncated phrases; though the manner in which they are truncated is visually and
rhythmically different. Traces of Sinopoulos’ manner are to be found in Ganas’ first
collection, and Sinopoulos’ last book, T6 yxpilo ¢ (repr. Athens 1995) is not without
affinities. Note in particular Sinopoulos’ poem, ‘Znpeidoeig VI' in Zvlloyn IT (Athens
1980), 112: “Né ypayo pid napdypapo-naparoyh yid 1ov Xpiotdéoopo’.
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they are forgotten on earth, even by their wives, but the poet’s need for
remembrance is more urgent still. This is where the concluding
reference to Karyotakis comes in (by the most Karyotakian device of an
ungainly set of brackets). In ‘Olo1 pali’ Karyotakis satirises the tribe
of poets (himself included) who go around together in a lumpen kind of
way.%” The voice of the dead poet in Ganas’ poem warns that poets will
actually come to lose their poetic individuality if they are not in
communion with tradition and what is paradoxically the still bigger
group of the dead.®® And yet, in the poem’s very traditional-sounding
last line, only this world is seen as our home. It is on the horns of this
dilemma that the poem ends, in a manner which exemplifies Ganas’
distinctive gifts of technique and feeling.

From Apokopos to Anagnostakis: Ganas is, I hope to have shown, a
resourceful poet in that, among other things, he draws on the full
resources of modern Greek poetry in order to create his own voice. To
read him is to be inspired to re-read a whole tradition through him —
including poetry (folk poetry, say, or Sikelianos) which has in recent
years slipped out of the living dialogue, if not always out of curricula.
The continuity of Ganas’ themes is evident, the way in which he keeps

. reinventing himself versatile without being showy. It is of such poets, at
the height of their powers, that Eliot speaks in the irresistible phrase,
‘Immature poets imitate; mature poets steal.’s®

King’s College London

67. Karyotakis, IToinuata xai e, 103.

68. Demographers, however, inform us that it will very soon cease to be true that the
dead are the majority.

69. Eliot, ‘Philip Massinger’, The Sacred Wood, 123-43; quotation from p. 125.
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