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Abstract

Cavafy has been the key inspiration of a line of younger — and very different —
Greek writers who employ homoerotic modes. This thesis, covering the years 1905-
2010, concentrates on some major examples (Sikelianos, Lapathiotes, Ritsos,
loannou, Christianopoulos) chosen for their variety of responses to the homoerotic
Cavafy. In aggregate these writers, along with Cavafy himself, can be considered a
‘regiment’: the ‘Regiment of Pleasure’, in Cavafy’s term. In presenting these writers
in this fashion, | attempt to illuminate both the work of the successors and that of

their influential precursor.

In the three broad yet selective chapters that constitute the main body of my
thesis, | seek to display the culture-specific elements of the Modern Greek
contribution to homoerotic writing, as these can be extrapolated from a critical

examination of the poetic legacy of Cavafy, within three themes:

Chapter 1, ‘The Appropriation of Ancient Greek Eros’, delineates the ways in
which modern Greek homoerotic writing exploits Greek Love in Plato (Symposium
and Phaedrus) and the Palatine Anthology. Chapter 2, ‘Homoeroticism and the
Notion of Sin’, approaches literary homoeroticism as associated with sinfulness and
confession. Chapter 3, ‘The Favoured Class and Games of Class- Crossing’,
examines literary homoeroticism as connected to class barriers. The writers listed

above appear as appropriate in each chapter.

Always in relation with the analysis of the discussed writings, | draw as
appropriate on queer theory, theories about tradition and reception, and the writers’

historical and social context.

My aim is to show that different aspects of Cavafy’s queer radicalism have
been exploited by a diverse range of Greek successors whose work has not hitherto
been fully discussed, either in itself or in relation to Cavafy. Seeing his successors as
a cluster is something new, as it also is the interpretative discussion of both poetry

and prose in this direction.
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Preface
‘Cavafy allows everyone to feel that he has been

understood’1

| have been following the discussions and critical contributions to the
interpretation of aspects of Cavafy with great interest, especially those produced
during 2013, the official celebratory year of the poet.In 2013, marking 150 years from
the birth of the poet and 80 years from his death, a lot of energy has been exerted on
highlighting the great importance of the poet; the impact of his work seems to be

more present and relevant than ever.2

Writing my thesis during this time, the stimuli were constant and numerous and
| continuously had to consider the new production of scholarly work and constantly re-

consider my line of critical thinking.

1 This statement was made by Daniel Mendelsohn in his discussion with Papanikolaou
about Cavafy, in «Ztéyn I'pappdtwv kot Texvaov» (Athens, January 12, 2014), as reported in
Michael Paschalis, «H Zuikpuvon tov KaBdapn», review of Zav k’ euéva kauwuévor: O
ouo@uAopiros Kafapng kat n mointikn the oeovaiikotntag, by Demetris Papanikolaou, The
Athens Review 6:56 (November 2014): 51.

2 The year 2013 saw the publication of multiple editions of Cavafy’s poems as well as a
significant amount of studies on Cavafy. See, for example, Demetres Daskalopoulos, K. I1.
Kapapng: H moinon kat n momtwky tov (Athens: Kichli, 2013), Andonis Drakopoulos, K. I1.
Kapapng: To avoiyto épyo (Athens: Topos, 2013), Demetres Demetroules, H avayvwon tov
KaBapn (Athens: Gutenberg, 2013), Yannis Psychopaidis, EmayysAua: [lomtiig: Etkéves mavw
oto mpdowmo kat Tnv woinon tov K. II. KaPapn (Athens: Metaichmio, 2013), Yannis
Psychopaidis, ed., «0 Osd¢ va to kauet Sketch»: O Kafapnc kat n moAn: 18 elkaoTiké
mpooeyyloels NG montikns moAsodouias otov Kwvotavtivo Kafdapn (Athens: Gavrielides,
2013), Vasiles Kolonas, H méAis: O aotikos ywpos atov K. I1. KaBapn (Thessalonike: University
Studio Press, 2013), Kostas Koutsourelis, K. IT. KaBapng¢ (Athens: Melani, 2013), Kostas
Voulgaris, ed., K. I1. KaBapng: KA\aoikog kat povtépvog, EAAnvikos kat maykéouiog (Athens:
Poema, 2013), etc. For a full list of the new publications on Cavafy see Kostas Agorastos,
«Néeg Exbo6oeis yua tov K. IT. KafBagn», Book Press, October 14, 2013, accessed October 15,

2013, http://www.bookpress.gr/multipress/teleutaia-nea/nees-ekdoseis-gia-ton-kavafi.


http://www.bookpress.gr/multipress/teleutaia-nea/nees-ekdoseis-gia-ton-kavafi

During this time, | have read work with which | agree, and work with which |
could not disagree more, although this is not the place to make more extensive
references. In the course of my thesis, | draw on these new points of view whenever
appropriate, incorporating them and challenging them, where needed. Because of the
thematic character of my thesis, | have admittedly placed particular emphasis on the
new studies based on the homoerotic aspect of the poetic corpus of Cavafy. It is this
aspect of his poetic corpus that has caused so much controversy throughout the
years and continues to do so until this day.Yet, | believe it is important in the preface
of my thesis to refer to an important scholarly dispute which struck me and which will
help me bring to the fore some important observations having to do with the nature of
my study: the hostile review «H Zuixpuvon tov KaBaen», by Michalis Paschalis, which
comments on Dimitris Papanikolaou’s monograph «Zav k' guéva kauwuévor»: o
ouo@uAdpiros Kafdapne kat n mommtiky tn¢ oeovalikotntag». This critical review
reminded me of why Cavafy’s erotic poems, one third of the Cavafian corpus, remain
and most probably will remain for a long time the main source of ambivalence and
scholarly debate regarding the work of the poet. As far as this topic is concerned, it
seems that there are two distinctly differentiated categories of scholarly research; the
first, supported by prominent scholars like Maronitis, Manuel Savidis, Jusdanis and
apparently Paschalis, express the belief that it is a mistake to take into consideration
Cavafy’s homoeroticism for the illumination and interpretation of the whole of his
oeuvre. In this respect, it also sounds too extreme and far-fetched to characterise the

poet’s work as ‘gay’.

On the other hand, other important scholars like G.P. Savidis, Haas, Pieris,
and Syrimis have over the years placed special emphasis on the homoerotic nature of
Cavafy’s work and its importance for the interpretation of his work as a whole. In his
recent monograph, Papanikolaou addresses this issue and takes its analysis a step
further, by arguing that Cavafy’s poetry has to be openly characterised as ‘gay’ and it
is because of this nature that it has acquired its worldwide influence. Undoubtedly, the
worldwide success and timelessness of a writer's work, adding it to what we may
describe as ‘world literature’, owes great deal to the feature of the ‘modern’ that it
carries, and simultaneously to the fact that it enables further discussions based on
new theories and approaches. Papanikolaou’s exploitation of the scholarly field of
Gender and Queer Studies to offer a new reading of the homoerotic Cavafian corpus

through this lens, confirms its contemporary relevance.



Even though the scholarly world leans over Cavafy’s historic, didactic and even
religious poems, and their importance for the totality of his poetry has already been
brought to the fore and discussed multiple times, his erotic poems have been studied
less systematically -and often treated less sympathetically. This is due to their
ambivalent nature, a nature which had to be as discreet as possible in a period of
time where being a homosexual was taboo. Therefore, even though objective
scholarly research has -of course- pointed out and discussed this basic feature of
Cavafy’s work, the analytical tools that the contemporary field of Gender and Queer
theory offers nowadays in scholarly research, enables scholars like Papanikolaou to
offer a modern point of view: the ambivalent character of Cavafy’s homoerotic poems

is indeed re- studied and re-valued within a scholarly field which seems to be the

most appropriate for this attempt.3 What | argue is that contemporary scholarly

research on Cavafy has to be indeed open-minded, not towards the emergence of a
«TOVOTNG K(xBé((pr]g»,4 a fact which is obviously there and its importance has been

emphasised in a rather different idiom by the poet himself,5 but towards new

theoretical approaches employed for the interpretation of the corpus of the poet.

This thesis, “The Regiment of Pleasure”: Cavafy and his homoerotic legacy in
Greek writing’, attempts to offer a new proposal of reading and approaching the
homoerotic poetry of Cavafy, with special emphasis on his influence on homoerotic
tendencies in Greek writing. | see the poet as the key inspiration of a line of younger
— and very different — Greek writers who are drawn to homoerotic themes. Covering
the years 1905-2010, | concentrate on some notable examples (Sikelianos,
Lapathiotes, Ritsos, loannou, Christianopoulos) chosen for their variety of responses

to the homoerotic Cavafy. In aggregate, these writers, along with Cavafy himself,

3 By saying so, | do not underestimate the undoubtedful importance of other approaches,

like the psychoanalytical one, for the Cavafian hermeneutical line.

4 Papanikolaou, «Xav k'suéva kauwuévors, 90.

S| am referring here especially to some Cavafian notes published later on in Avékdota

Znuetopata Momtikns kaw HOwkng, by G.P. Savidis.
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can be considered a ‘regiment’: the “Regiment of Pleasure” 6, to use Cavafy’s term. In
presenting these writers in this fashion, | attempt to illuminate both the work of the
successors and that of their influential precursor. This study as a whole approaches -
in its own way- the issue of homoeroticism in Modern Greek literature in broad terms,
but with reference to a selection of representative authors. | draw inevitably on critical
approaches from the West, where the topic has been more easily discussed, and one
of the characteristics that | am interested in probing is whether those categories are
mapped out clearly in the reality of modern Greek literature, which has a distinctive
relation to an ancient past and to the Church, and a possibly different class structure.

This topic constitutes a challenge on multiple levels. No relevant systematic
analysis has been carried out thus far, with the important exception of Cavafy. The
Greek society’s attitude towards this issue is indeed extremely interesting; especially
if we observe it through the prism of ancient Greek tradition. In ancient Athens, to
take the most celebrated example, homoeroticism was an acceptable feature to an
extent that Ancient Greece is all over the world perceived as the starting point of it, as
the place and period during which homoeroticism was established. Ancient Greek
literature, as a child of its period, reflects society’s different attitude towards
homoeroticism and thus it is brimful of homoerotic elements. Plato, Sappho,
Anacreon, Theocritus, and the Palatine Anthology, consist —among others- of
fundamental homoerotic readings even in our time. Consequently, research on
Ancient Greek homoerotic literature is abundant, with considerable scholarly research

7 Davidson8, Dowlingg). Yet, there remains a

from a variety of perspectives (Dover
vast gap when it comes to Modern Greek homoerotic literature. The gap has to do
with its collective research and interpretation. In the late nineteenth and twentieth

century, a number of notable authors write in homoerotic terms, though, of course, to

6 Constantinos P. Cavafy, Ta Ilela: (1882-1931)/K.Il. KaPapng, edited by Michalis Pieris
(Athens: Ikaros, 2003), 168. The poem and its significance to the formation of the arguments

of my thesis is analysed on page 57.
7 K.J. Dover, Greek Homosexuality (London: Duckworth, 1978).

8 James Davidson, The Greeks and Greek Love: A Radical Reappraisal of Homosexuality in
Ancient Greece (London: Weidenfeld & Nicolson, 2007).

9 Linda Dowling, Hellenism and Homosexuality in Victorian Oxford (Ithaca and London: Cornell
University Press, 1994).
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a smaller extent than in ancient times. However, no scholar to date has endeavoured

to delve into this part of Modern Greek literature as a collective theme.

There are indeed scholars and critics who have worked on an individual
writer's homoerotic aspect, and this has led to the production and publication of a
number of important articles having to do with that aspect. In the course of my thesis,
| take into consideration the existing bibliography on the homoerotic aspect of the
writers | discuss and, where appropriate, | seek to supplement, develop or challenge
it. It is not the case that homosexuality in Modern Greek culture has been avoided as

a topic. There have been significant sociological studies on same-sex relationships in

contemporary Greece — among others by Yannakopoulos,10 Kantsall and

Kirtsoglou12

. These theorists have not approached this issue in its literary voices, but
mainly in sociological, political, historical and other terms. Hence, the literary field
lacks contextually grounded research in this area. This is what | seek to provide, with
reference naturally to Cavafy and to some of his successors in Greek homoerotic
writing. One may question the reason for this gap and especially in contradistinction
with the Ancient Greek literary tradition. Sociological studies on Greek homophobia
today have attributed it to these main causes: the Church’s clear opposition to
homoerotic acts throughout history, the macho position of the majority of Greek
politicians, the negative representation of homosexuals through mass media, the

police and their homophobic behaviour, the lack of sex education in schools and the

10 See, for example, Kostas Yannakopoulos, ‘Cultural meanings of loneliness: kinship,
sexuality and (homo)sexual indentity in contemporary Greece’, Journal of Mediterranean
Studies 18:2 (2010), Kostas Yannakopoulos, ‘Wars between Men: Football, male sexualities
and nationalisms’, Synchrona Themata 88 (2005, Kostas Yannakopoulos, ‘Male identity, body
and same-sex relations. An approach to gender and sexuality’, in Anthropology of Gender,
ed. Sotiris Dimitriou (Athens: Savalas, 2001).

11 See, among others, the studies by Venetia Kantsa, Vasiliki Moutafi and Evthymios
Papataxiarchis (eds.), ®vio kat Kowwvikés Emiothues oth ovyypovh EMdda (Athens:
Alexandria., 2010), Venetia Kantsa, “Visibility: Women, same-sex sexualities and the
subversion (?) of gender, in Revisiting Sex and Gender In Contemporary Greek
Ethnography, eds. Eugenia Georges and Chrissy Moutsatsos, Journal of Mediterranean
Studies 18:2 (2010): 213-240.

12 Fyndamental is Elisabeth Kirtsoglou, For the love of women: Gender, Identity and Same-

Sex Relationships in a Greek Provincial Town (London: Routledge, 2004).
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negative attitude of governments towards the requests of homosexuals for legislation
which establishes their rights. The raison d'étre of my study is not to engage in a
sociological discussion (though some sociological theories are used as they are
linked to literature) and, therefore, further reference and explanation of these reasons
will not be given here. But it cannot be denied that within this context,
homosexuality in Modern Greece, and its literature, has been insufficiently discussed.
Modern Greek literature concerning homoeroticism somehow remains in the
shadows, as if its very existence is still denied. Many Greeks are not aware of the

homoerotic aspect of important poets and prose writers.

This study modestly attempts to fill part of this gap. Its significance lies in its
engagement in a discussion of Modern Greek homoerotic literature, on the basis of a
cluster of different authors, for the first time. To make the term ‘modern’ more specific,
| must explain that | will refer to Greek literature since Cavafy, the first openly
homoerotic writer of modern Greece and still the most important, covering the years
1905-2010. The fact that there is no other similar comparative approach constitutes
the main originality of this effort. (It has to be noted however from the outset, that the
topic of drama and film lies outside the ventures of this thesis.) | specifically focus on
the analysis and close reading of a combination of poetry and prose, as the authors
that | will discuss do interestingly cover the topic both in verse and in prose. Cavafy,
with his cunning mixture of the two, opens the way for cross-fertilisation between

poetry and prose.

The Introduction to my study consists of a clarification of the theoretical models
to which | have had recourse in an eclectic fashion, and with no ambition to contribute
novel theoretical insights to queer theory in general. The first part of my Introduction is
entitled ‘Cavafy as a pioneer of the homoerotic: the formation of a (powerful) tradition’.
In this section, | embark on a discussion around tradition and reception, in order to
define the character of my study and the category into which it fits. At the same time,
my study borrows elements of the theory of each category. The aim of this section is to
clarify that the writers this thesis incorporates have been chosen based on their
conscious Cavafian affinities and linkages. In this direction, my approach acquires the

character of a reception study.
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A significant part of my Introduction is -as expected- concerned with queer
theory. The aim of this section is to approach major and ambivalent terms of queer
theory with caution, in order to decipher their usage in my thesis. Terms like
‘homoerotic’, ‘homosexual’, ‘queer’ and ‘homosocial’ are approached and discussed
in order for the reader of the thesis to understand the ways in which each term is
used throughout this thesis. At the same time, it is important for the reader of the
thesis to understand why | am referring to a ‘homoerotic’ legacy. There are specific
reasons for my choice of this term, which | analyse in my Introduction. It is important
to clarify for the outset that | am not a queer theorist; therefore my approach to the

terms is eclectic, and based on the purposes of each of my chapters.

Moving on to the main corpus of my thesis, | should begin by explaining that in
each of my chapters, Cavafy, as the ‘father’ of Modern Greek literary homoeroticism,
is analysed first. As well as being of obvious importance himself, Cavafy is, | shall
argue, the key inspiration of a line of younger writers in homoerotic writing:
Lapathiotes, Sikelianos, Ritsos, loannou, Christianopoulos. All these writers can be
understood as being in a line following Cavafy when it comes to writing the
homoerotic. It is clear that there are important Greek practitioners of homoerotic
writing, above all Tachtsis, who are not included here. This has occured due to the
fact that scholarly research is engaged in a relevant and rigid analysis to a great
extent and in thorough detail; to name one example | shall refer to the recent well-

documented PhD thesis of my colleague, Dr Stavrini loannidou, who analyses

Tachtsis and this aspect of his work in depth.13An important writer of homoerotic
literature is also Demetrios Capetanakis, who is not incorporated into this thesis due
to the fact that he writes in English. Menis Koumandareas, another prominent writer
with considerable homoerotic work has also been excluded, as he falls under a

different generation, and my thesis does not include writers born after Cavafy’s

death.14

Chapter 1, ‘The appropriation of Ancient Greek Eros’, seeks to show the

conscious connections between the homoerotic literature of ancient Greek times with

13stavrini loannidou, ‘Autofiction a la grecque: Greek autobiographical fiction (1971-
1995)’ (PhD diss., King’s College London, 2013).

14 on the same grounds, my discussion does not include Mitsakis, with his shorttext, for

example, «To ®iAnua» (1892), because he comes before Cavafy.
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the homoerotic literature of the late nineteenth and twentieth centuries. In this
manner, | aim to show the creative appropriation and how the homoerotic literature of
the past survives and lives again through its reflections in and productive encounters
with the modern homoerotic literature. In doing so, it displays where the differentiation
between ancient and modern homoerotic literature lies, but also seeks to show how
homoerotic writing in modern times can see itself as an extension of the ancient
Greek heritage. Cavafy, Sikelianos and loannou constitute the main examples which |
draw on. They show how modern Greek homoerotic poetry and prose craftily uses
‘Greek love’ as inherited from ancient times and as linked to the romantic Platonic
idea of love, as expressed in the Symposium and Phaedrus especially, and less

commonly with the sometimes overtly sexual language of the Palatine Anthology.

Chapter 2, ‘Homoeroticism and the Notion of Sin’ approaches literary
homoeroticism as associated with sinfulness. Cavafy, Lapathiotes, Ritsos, loannou
and Christianopoulos are examined here through this prism. The chapter is occupied
with the hostile relationship between Orthodoxy and homosexuality and the effect
this has on homoerotic literature. In the first place, it forces literary homoeroticism to
be restricted to some hints and be latent. Homoeroticism in literature comes to the
surface slowly but vigorously and especially through and after Cavafy. Yet, religious
references in the context of homeroticism play a continuous and perhaps surprisingly
central role. A particular focus of the chapter relates to ideas of confession through

literature.

‘The working class as erotic Object: Cavafy and his successors’ is the title of
the third and final chapter, which examines Modern Greek literary homoeroticism as
connected to class barriers. It examines how class barriers are involved in modern
homoerotic literature and how poets and writers face them. Who do they identify with
the «amlo kat yviiolo tov épwtog Tatdi» and is this «mawdi» socially defined? Is there a
class which has a favoured role in their writing, and why? Moreover, what do we
mean by ‘class-crossing’ and what does it have to offer for the interpretation of
Modern Greek homoerotic literature? Cavafy, Christianopoulos and loannou form a
rich basis for this question. Through a productive encounter with their homoerotic
oeuvre, | question whether homoeroticism can transcend social class in literature

and in what ways it becomes the case.
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The combination of the three chapters aims at further illuminating the
homoerotic strand in Cavafy, through the study of his influences over a cluster of
writers. The major unifying feature of these writers, who are very different in other
respects, is their kinship with the Cavafian homoerotic corpus. Therefore, this study
also deciphers an aspect of Lapathiotes, Sikelianos, Ritsos, Christianopoulos and
loannou that scholarly research has neglected to a great extent hitherto. In doing so,
this thesis offers a proposal for interpretation for Cavafy and his successors. Last but
most importantly, it brings to the fore and draws on a tradition in Modern Greek

literature: the Cavafian homoerotic legacy in Greek writing.
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Introduction

Cavafy as a pioneer of the homoerotic: the formation of a (powerful) tradition

As Beaton argues ‘Cavafy stands unassailed today as the first, and in the

opinion of many also the foremost, of the Greek poets of the twentienth

century’.lSYet, when Cavafy, referring to himself in the third person singular,

humorously argued that

Cavafy in my opinion is an ultra-modern poet, a poet of future generations. In
addition to his historical, psychological, and philosophical worth, the fastidiousness of
his style, which at times verges on the laconic, his measured enthusiasm, which
arouses mental excitement, his correct syntax, the consequence of an aristocratic

disposition, his subtle irony, are elements that generations of the future will enjoy

even more (...)16

he had no idea that his joshing yet ambitious words were going to become a reality
and the subject of so much scholarly research. The growing readership for his work
and the large number of important writers whom he has influenced throughout the
years have proved the fact that Cavafy is indeed ‘an ultra-modern poet’ and definitely

a poet ‘of future generations’.17

15 Roderick Beaton, An Introduction to Modern Greek Literature (second edition, Oxford:
Clarendon Press, 1999), 92.

16 As translated in English in: Beaton, An Introduction to Modern Greek Literature, 96 from
the French text: Cavafy selon mon avis est un poéte des générations futures. En
complement de sa valeur historique, psychologigue, et philosophique, la sobriété de son
style impecabble, qui touche parfois au laconisme, son enthousiasme pondéré qui entrainea
I' émotion cérébrale, sa phrase correcte, résultat d’ un naturel aristocratique, sa légére
ironie, sont des éléments que godteront encore plus les générations de I avenir (...) (Cavafy
1963: 82-4).

17 As Beaton points out ‘Cavafy’s (...) was mostly published privately in Alexandria and,
despite a favourable review by Xenopoulos as early as 1904, was not widely known in
Athens before the 1920 ’ (Beaton, An Introduction to Modern Greek Literature, 92).
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Beaton argues that

What crucially separates Cavafy from his predecessors in the nineteenth century,
and indeed from most of his contemporaries in the early twentienth, is neither his
subject-matter nor his beliefs about his art, but an ironic detachment, a sense of the

fallibility of human beings and the relativity of values, even of those he holds most

dear, coupled with a disconcerting sense of humour.18

It seems that the constantly increasing reputation and acknowledgment of
Cavafy worldwide constitutes a major sort of consideration in the on-going discussion
of current scholarly research. At the centre of this scholarly discussion, an important
phenomenon occurs: Even though the worldwide significance of Cavafy, his
influence over foreign writers and readers and the recognition of his oeuvre as
quality world literature are undisputable, his significance in Greek literature and his
influences over Greek writers is a topic that is not hitherto clear. This problematic is
so present that Lavagnini begun the Introduction of the 2006 special issue of the

journal To Aévtpo, dedicated to «AieBvrg KaBagne» with this juxtaposition:

Eav ommv maykoopa ypappatoroyia o Kafdeng sival pia avtovomm afia peyaiov
BeAnvekoUg, 660V aPopd TN veEoeAAN VKT vTToSox1 Tou bev elpaote (akoua...) oiyouvpol

O0TL ovpPaivel To (510.19

In the same journal the same problematic is delineated and expanded by

Koutsourelis, a scholar who strongly doubts the Cavafian influences and presence in

Greek literature.20 Koutsourelis argues that

(...) To yTua g amymongs tov KafBdaen oto efwtepikd Sev mMPEMEL va oUYYEETAL [UE

ekeivo TG TpooAnG TG veoeAANVIKN G AoyoTteyvias. Kt tétolo Oa

18 Beaton, An Introduction to Modern Greek Literature, 95.
19.0 «AeBviopde» touv KafBan», To Aévtpo 145-146 (2006): 5.

20see Kostas Koutsourelis, «Mia emtuyia oxL avedyntm», To Aévtpo 145-146 (2006): 35-41.
Koutsourelis views on Cavafy were later on further developed and expressed in his book
published in 2013: Kostas Koutsourelis, K. II. Kafiapngs (Athens: Melani, 2013).
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glxe vonua, av o Kafdaeng tav momtng avTimpoowTEVTIKOG, av TO €pyo Tou SnAadn
TaPELXE OTOV LEVOYAWOOO aQVOyVMOTN ML EIKOVA TIPOGPOPT], WOTE HECW QUTNG VA
utmopel va Katavonoel TL elval kal TL emediwée va yivel 1 eAAnvikn Aoyotexvia twv
TeAsvTalwy 600 alwvwy. ‘Opws timota tétolo dev oupfaivel. KabBwgs o Kafaeng otekel
OTIOUOVWUEVOG GTN VEOTEPT ToINoN pag, xwpic TPodpduous 1) eMydvoug, 1 HOVOYLKN
TPooAN TOL 6NV XAAOSAT] AVTL VO TPEPEL TO EVOLAPEPOV TWV EEVWV AVAYVWOTWV YL

NV VEOTEPT EAANVIKN AOYOTEXVIKTY TTAPASOGT, OXL GTIAVLY, TO outonpocsocvocro?\i(sL.21

Even though | disagree with an amount of points made by Koutsourelis on his
discussion about Cavafy, for the scope of my study | shall focus on two of them, as
extrapolated from the above extract: the claim that Cavafy is not a representative
poet for Greek literature and the claim that he constitutes an isolated case in Greek

literature with no successors.

As elaborated in my Introduction, the nature of my study comes per se as an
answer to such groundless claims. The example of Cavafy in Greek literature
definitely constitutes a cutting-edge exemplum, what we would call in Greek «toun».
His pioneer aspect in terms of thematic, style and language were an amalgam which
was previously unknown. It was exactly for this reason that Cavafy was to become a
reference point for a cluster of writers who dwelt on different aspects of his daring

treatment of homoerotic themes.

Cavafy makes the first Modern Greek effort to transcribe homoeroticism into
poetry. In a period during which homosexuality was frowned upon, Cavafy ventured to
circulate his ‘audacious’ and ‘degenerate’ poetry. His hopes were invested in a future
and different generation, one which will be more open-minded and more deliberate,
and his revolutionary and visionary example was indeed followed by a series of other
Modern Greek writers who built on his daring. The writers that | examine in my study
were drawn to his path-breaking homoerotic aspect, forming, | shall argue, a sort of
tradition, which draws on Cavafy’s poetry in a variety of ways, and confirming the
recent assessment of Papanikolaou about Cavafy’'s poetics of the «egvdAwtog

EAUTOGN:

21Koutsourelis, «Mux emtuyia 6xL ave€nyntn», 36.
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Amo v AAn, o Kafaeng katadlovetal wg evag amd Toug Baclkolg ouyypa@Elg
autoL mou Ba NBeda 8w va ovopdow «nBIKN Tov EVAAWTOV gavToV». Evwow OTL
umopel kaveic va Swxfdoet 6A0 TOU TO £py0 WG WA OUVEXN TPOOTAOELH
QUTOTIPOCSLOPLOUOU KOl AUTOAVAIPEONG, WLt SLPKT) TEXVOAOYNON TOU €UTOV TIOU
QUTOEKTIOETAL KAl autoyeveadoyeital, Seiyvel SnAadn TNV OMTIK Ywvia oamd Tnv
ool WAGEL aAAG Kol TIG AETITOUEPELEG TNG TIPOOTIAOELNG va atevBUVOEl -0 ATTAWG
Vo HANoEL 0AAG va WANOEL yia évav €quté o oUvdeon ue Toug darloug, (o)To

TapeABOV, TO TAPOV KL TO HEAAOV Tov.22

This description fits perfectly into Cavafy’s homoerotic poems. It would be
neither far-fetched nor ill- judged to argue that the protagonists of the homoerotic
poems of Cavafy are eiher struggling to come to terms with their homoeroticism or
proudly and bravely experiencing it. At the same time, this «gvadAwTog gavtdg» IS a
product of the pressure that one receives from different sources: in my thesis these
sources are the Ancient Greek past and the sort Eros which it cultivated, based on
one of its major expressors, Plato; the beliefs of the Greek Orthodox Church about
homosexual acts; and the sense that social class is a burden. In my thesis, |
undertake the discussion of these three selected themes because they bring out
some recurrent preoccupations initiated in Greek literature by Cavafy; in doing so, a
sort of tradition is created and my aim is to bring to the fore some main features of this
tradition. | refer to a tradition and not to the tradition, following what Summers
justifiably, according to my opinion, explains in his book Gay Fictions: Wilde to

Stonewall: Studies in a Male Homosexual Literary Tradition:23 there are of course

many homoerotic literary traditions.

In approaching the heirs of Cavafy, | have to be careful and avoid a specific

‘prejudice’24 pointed out by T.S Eliot, according to whom scholarly research has
greatly insisted on approaching texts with the belief that the originality of a writer lies
in the part of his work which does not bring to the fore any affinities with any other

writers:

22Papanikolaou, Zav K’ guéva kapwuévot, 39.
23 Claude Summers, Gay Fictions / Wilde to Stonewall: Studies in a Male Homosexual Literary
Tradition (New York: Continuum, 1990), 25.
24 Thomas Stearns Eliot, “Tradition and the Individual Talent”, in The sacred wood: essays on

poetry and criticism. (London: Faber and Faber and Faber: Barnes & Noble, 1997), 39-40.
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‘One of the facts that might come to light in this process is our tendency to insist, when we praise a

poet, upon those aspects of his work in which he least resembles anyone else (...)'.25

Eliot argues that the real importance of a writer and his real ‘individuality’ is to

be found in the dialogue with his ancestors:

(...) if we approach a poet without this prejudice we shall often find that not only
the best, but the most individual parts of his work may be those in which the dead

poets, his ancestors, assert their immortality, most Vigorously.26

Having these arguments in mind, in the course of my study | emphasise the
kinship of the writings | discuss, bringing to the fore the fact that they step onto the
giant shoulders of Cavafy. It has to be emphasised that the creative appropriation of
the Cavafian homoerotic legacy in Greek writing does not mean that the writings
belonging to this category are «kafagoyevr», in the sense that they just try to imitate
Cavafy. On the contrary, the writers whom | analyse challenge the Cavafian legacy
and come into a creative dialogue with their great ancestor, in a productive way.
They do not just adopt certain Cavafian elements having to do with homoeroticism,
but creatively elaborate them. In doing so, they manage at the same time to cultivate
their own ‘individuality’ and to become advocates of a homoerotically orientated
identity, which was introduced in Greek literature by Cavafy — an identity which is in
part collective. The writers | discuss in my study, seen as a cluster, acquire a

different meaning and a different interpretation.

One of the most important remarks of Eliot in his influential essay is that

(...) the past should be altered by the present as much as the present is directed by
the past. And the poet who is aware of this will be aware of great difficulties and
responsibilities. (...) But the difference between the present and the past is that the
conscious present is an awareness of the past in a way and to an extent which the

past’'s awareness of itself cannot show.2”

25Eiot, ‘“Tradition and the Individual Talent’, 40.
26Eiot, ‘Tradition and the Individual Talent’, 40.

27Eliot, “Tradition and the Individual Talent”, 43.
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These important words by Eliot are of particular relevance to a study like mine,
as they justifiably point out the fact that my analysis will be two-sided. Allow me to
explain: My proposed interpretation of selected writings by Lapathiotes, Sikelianos,
Christianopoulos, loannou and Ritsos as a cluster with common Cavafian joints,
approaches, at the same time, the work of the writers as a whole through a different
prism. Therefore, it illuminates the understanding of their oeuvre and their influences.
On the other hand, however, the same proposal offers a different approach to the
homoerotic work of Cavafy, which is also illuminated; its understanding and
interpretation also changes, or, at the very least, is viewed through a different prism.
What is the purpose of this further illumination, as achieved through the approach to
what | shall argue a tradition shaped by Cavafy? The following definition of ‘tradition’

helps us to extract the answer to this question:

any body of works, styles, conventions, or beliefs which are represented as having
been ‘handed down’ from the past to the present. In practice, this means a specific
selection of works arranged according to a certain interpretation of the past, usually

made in order to lend authority to present critical arguments.28

Therefore, a ‘certain interpretation of the past is exploited in order to justify and

offer ‘authority to present critical arguments’zg. Both past and present, ancestor and
successors are intertwined in a way that has a great deal to do with their definition

and description.

Other explanations of ‘tradition’ made clear a juxtaposition that occurs in
literary theory between ‘tradition’ and ‘reception’. According to Martindale in A

Companion to the Classical Tradition30

The etymology of ‘tradition’, for example, from the Latin tradere, suggests a —usually

benign — handing down of material from the past to the present. ‘Reception’, by

28 Chris Baldick, The Concise Oxford Dictionary of Literary Terms, (Oxford: Oxford University
Press, 2001), 600.

29 Baldick, The Consise Oxford Dictionary, 600.

30Charles Martindale, “Reception,” in A Companion to the Classical Tradition, ed. Craig W.
Kallendorf et al. (Oxford: Blackwell Publishing, 2007), 297-311.
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contrast, at least on the model of the Constance school, operates with a different
temporality, involving the active participation of readers (including readers who are

themselves creative artists) in a two-way process, backwards as well as forward, in

which the present and past are in dialogue with each other.31

The case of Cavafy and his homoerotic legacy in Greek writing constitutes, in
my opinion, an example where the meanings of ‘tradition’ and ‘reception’, as
differentiated above, blend in a way which manages to further emphasise the
importance of Cavafy as a poet ,and of his successors as individual writers (‘creative
artists’, if we want to adopt Martindale’s characterisation). This happens because, on
the one hand, there is -among the writings | discuss- a sense of belonging and an
explicit or implicit reference to a common corpus which lends to the writings the
possibility of acquiring common features. The writers after Cavafy take comfort in
finding themselves part of his «ZvUvtaypa». They feel empowered to express
themselves more openly and freely. In a way, Cavafy is constantly by their side to
back them up, and in doing so, their characterisation as ‘traditional’, in the sense that
Eliot defined it, meaning ‘belonging to a tradition’ enriches their possibilities to expand
on the topic and take further steps. It is the element of solidarity, which will be
emphatically brought to the fore through my three chapters. The homoerotic poems of
Cavafy are ‘handed down’, creating a ‘tradition’ which does not restrain his
successors; Cavafy does not ‘lock in’ his followers. On the other hand, the Cavafian
homoerotic corpus ‘unlocks’ a specific common aspect to writers who are otherwise
very different. The tradition that Cavafy foregrounds is a tradition which also
encompasses Martindale’s description of ‘reception’, since the Cavafian corpus also
proves to be a corpus which enables the successors’ contestation, creative
elaboration and further development. Cavafy becomes such a key intertext that it is
almost impossible for later writers to treat homosexual or homoerotic themes without
quoting him or without referring to him implicitly or explicitly. Cavafy leads the road
and leads by example, expressing his ambitions and investing his hopes in the future
generations. The poem «Kpuppévar is illuminating for Cavafy’s vision about the future
and his successors. In my thesis | attempt to approach the different homoerotic

applications of the man’s vision:

31 Martindale, “Reception”, 298.
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TeG MPAEELS Kol TOV TPOTO TG {w1i§ HoU.
Eumodio oTékovTay Kol 6TAUATOVOE UE
TOAAEG (POPEG TIOU TIY ALV VA TTW.

OL TTL0 ATTaPATPNTEG OV TIPAEELS

KoL To YPoW {(HXTA OV TA TILO OKETIAOUEVA —
atd exel povéya Ba Ue vivyoouv.

AN\ lowg Sev ailel va katafBAnOel

TOOM PPOVTIC KAl TOGOG KOTIOG VA UE LABouv.
Katomi — otnv teAelotépa kKovwvio —
KAVEVAG GAAOG KAUWUEVOG TV EPEVA

BéPBaa Ba pavel K eAsvBepa Ba KApEL 32

32 C. P. Cavafy. Kpvuuéva Homjuata: 1877-1923, ed. G.P. Savidis. edited by G.P. Sawvides
(Athens: lkaros, 1993), 35.
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The question of sexual identity

In the preface of my thesis | have extensively referred to the variety of
challenges that such a thesis faces. In this section | shall concentrate on its greatest
challenge: the definition of the basic terms in play. It is obvious that the terms in use
play an instrumental role for the attempted proposal of interpretation of the poetry
and the prose | embark on. Therefore, they are the major components and the
backbone of the thesis; they function as allies, helping me to engage with varying
viewpoints, but, at the same time, they function as enemies, since they are restricting
me and exposing me to academic ‘attacks’, in minds where the terms are
categorically defined and viewed otherwise, or even cancelled on their whole. And
this is what has made queer theory one of the broadest theories, in terms of its

flexibility and its multiple uses and applications.

Let it be said from the outset: this thesis does not aspire to contribute novel
theoretical insights to the field of queer theory. But | have found many of the
debates within contemporary queer theory to be of considerable usefulness. Queer
theory as it has evolved takes in very general approaches and discussions having
to do with the overall concept of sexuality and identity, and brings into question
whether the term ‘sexual identity’ is valid at all. Such discussions around sexual
identity, its existence or not and its specific manifestations through different ‘norms’
have been particularly influenced by the work of Judith Butler, and | shall here
outline some main points of her theory. The main point of her theory may be

illustrated by this quotation:

I'm permanently troubled by identity categories, consider them to be invariable
stumbling- blocks, and understand them, even promote them, as sites of necessary
trouble. (...) To install myself within the terms of an identity category would be to turn
against the sexuality that the category purports to describe; and this might be true for

any identity category which seeks to control the very eroticism that it claims to

describe and authorise, much less liberate’.33

33 Judith Butler, “Imitation and Gender Insubordination,” in Inside/out: Lesbian Theories,
Gay Theories, ed. Diana Fuss (New York: Routledge, 1991), 14.
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Butler provides homosexuality as an ideal paradigm to illuminate her annoyed
stance about being forced to classify herself under a sexual label. Being a lesbian
herself, she receives someone’s decision to come out of the closet with a significant
amount of scepticism. First of all, she wonders whether someone could in fact
completely leave behind the condition of being in the closet, and whether someone
is really capable of becoming totally explicit about the status of their sexuality or
whether this is a stage that can be never reached. Furthermore, if, constitutionally
speaking, someone does indeed come out of the closet by revealing their up until
recently hidden sexual status, then the next question which arouses is to which
status they are then entering. Put in other words, a homosexual who is in the closet
is seeking for something better by coming out of it. Thus, this homosexual has
expectations which emerge from his decision to openly state this characteristic of his
personality. These expectations cannot be fulfiled. Why is that the case? But
because of the apparent and rationally derived observation, that being out comes

only if someone has already been in. Put more bluntly,

(...) being ‘out’ must produce the closet again and again in order to maintain itself
as ‘out’. In this sense outness can only produce a new opacity; and the closet

produces the promise of a disclosure that can, by definition, never come.34

Taking it a step further, the world of this ‘disclosure’ is nothing more than

another closet and apparently ‘a return to the closet under the guise of an escape’.35
As a logical consequence, homosexuals can never be fully revealed. Taking this into
consideration, ‘gays’ and ‘lesbians’ do not exist and can be characterised as

‘impossible identities’. 36

34 Butler, “Imitation and Gender Insubordination,” 15.

35 Butler, “Imitation and Gender Insubordination,” 16.
36 Butler, “Imitation and Gender Insubordination,” 16.

See also Ann Oakley, Sex, gender and society. Michigan: Arena, 1985, 165.
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Butler brings to the surface the paradigm of lesbianism, provided as ‘a fake or
a bad copy’37 towards the norm of ‘heterosexual priority’38:
To say that | ‘play’ at being one is not to say that | am not the ‘really’; rather, how and
where | play at being one is the way in which that ‘being’ gets established, instituted,
circulated, and confirmed. This is not a performance from which | can take radical
distance, for this is deep- seated play, psychically entrenched play, and this ‘I’ does
not play its lesbianism as a role. Rather, it is through the repeated play of this
sexuality that the ‘I’ is insistently reconstituted as a lesbian ‘I’; paradoxically, it is
precisely the repetition of that play that establishes as well the instability of the very
category that it constitutes. For if the ‘I’ is a site of repetition, that is, if the ‘I’ only

achieves the semblance of identity through a certain repetition of itself, then the | is

always displaced by the very repetition that sustains it.39

So far so good; but, if we accept the above assertion, then certain
considerations automatically emerge. First of all, these repetitions could never be
completely identical. Each one could have its special moments, quite different from
the previous ones. Therefore, the identity which is produced each time by repetition,
has something different to display and so could apparently be characterised as
unstable and indefinable. Moreover, at this point emerges a rather interesting
observation; namely, if this ‘I’ is nothing more and nothing less than a produced by the
repetition result, then this automatically excludes a pre-existing ‘I. Put in other words,
is there an original ‘I’ or not? This ‘I’ is every time open to political overlays
(‘regulatory regimes’), due to its inconsistent nature. The existence of lesbianism
applies only in a sphere which does not belong ‘to the thinkable, the imaginable, that

40

grid of cultural intelligibility that regulates the real and the nameable’.”™" If lesbians

41

exist only as ‘objects of prohibition’™+ then, in political terms, they do not really exist.

37 Butler, “Imitation and Gender”, 17.
38 Butler, “Imitation and Gender”, 17.

39 Butler, “Imitation and Gender”, 18.
40 Butler, “Imitation and Gender”, 20.

41 Butler, “Imitation and Gender”, 20.
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Actually, since they do not possess a respectable role in a discourse, they
could not even constitute prohibited objects and by being excluded from the official
discourse, they are accepting the political discrimination. Lesbianism and
homosexuality in general could be said to exist only as ‘sites of radical homophobic

fantasy’.42

The core of Butler’s theory, as | read it, consists of her discussion of originality
and imitation. For most people originality is detected in the heterosexual nature; the

origin is heterosexuality. Therefore, homosexuality is just a ‘copy, an imitation, a

derivative example, a shadow of the real’.#3 Butler comes to the conclusion that there
is no such thing as a real sexual identity from which all the other imitations are
derived, by using the example of the drag. A drag does not imitate a gender, or a sex,

as the terms have been previously explained, but ‘enacts the very structure of

impersonation by which any gender is assumed’. 44 In doing so, drag shows the
theatricality and impersonation which occurs in sexual identities. The ‘I' which is
produced does not copy any original.Butler's approach has of course undergone
extensive criticism. Her theory has been charged as ‘both voluntaristic and

deterministic, idealist and materialist, endowing the subject with too much agency or

not enough of it40. Let us attempt to explain the source of this concern. What Butler
seeks to do is to reframe the dominant existing stance that a person is nothing more
than a historical mandate’s accomplishment; these ‘regulatory regimes’ which Butler
mentions are accepted as the norm and the subject is produced within this norm.
Butler ‘proposes to rethink subjective identifications with the symbolic law as

performative acts’46:

To avoid impasses of social constructivism that sees the subject as merely an
effect of social conditions, Butler stresses the fact that the reiteration of the norm
(code) constitutes not only the subject, but also the meaning of the symbolic law. (...)
the law itself is produced by the repetition of subjective approximations in time. (...)

42 Butler, “Imitation and Gender”, 20.
43 Butler, “Imitation and Gender”, 20.
44 Feder, Rawlinson and Zakin, Derrida and Feminism, 128.
45 Feder, Rawlinson and Zakin, Derrida and Feminism, 128.

46 Feder, Rawlinson and Zakin, Derrida and Feminism, 128.
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the law (...) is marked by the‘infelicities’ and the infidelities characteristic of
performative utterances. The repetition of acts understood as the citation of the law
stabilises the form of the law, and, at the same time, produces a ‘dissonance’ and

inconsistency within it. Indissociable from ‘irruptive violence,’ reiteration sustains and

undercuts both the permanence of the law and the identity of the subject.47

In the end what most characterises Butler’'s approach is the sense, as Caplan
expresses it that what identity really is (or should be) is ‘differentiation’ ‘it is about

affinities based on selection, self-actualisation, and apparently choice’.#8 As Caplan

eloquently puts it:

The resulting preoccupation with identity among the sexually marginal cannot be
explained as an effect of a peculiar personal obsession with sex. It has to be seen,
more accurately, as a powerful resistance to the organising principle of traditional
sexual attitudes. It has been the sexual radicals who have most insistently politicised
the question of sexual identity. But the agenda has been largely shaped by the
importance assigned by our culture to ‘correct’ sexual behaviour. But politicised
sexual identities are not automatic responses to negative definitions. For their

emergence, they need complex social and political conditions in order to produce a

sense of community experience which makes for collective endeavor.49

My discussion of Cavafy and some of his Greek successors seeks to draw out
the implications of Caplan’s statement in the spirit of Butler. | shall aim to show that,

for these authors too, sexuality is not ‘so much about who we really are, what our sex

dictates’.20 On the contrary, it is all about ‘what we want to be and could be?1.

An emblematic topos of Cavafy and his successors examined here is that they

a7 Feder, Rawlinson and Zakin, Derrida and Feminism, 128.

48 Pat. Caplan. “The Cultural Construction of Sexuality (introduction),” in The Cultural
Construction of Sexuality, ed. Pat Caplan (London: Tavistock, 1987), 42.

49 Caplan, “Cultural Construction,” 47.
50 Butler, “Imitation and Gender”, 20.
51 Butler, “Imitation and Gender”, 20.
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engage in a discussion of breaking the sexual boundaries that are imposed on
people,by institutions, like society, Church, laws, ‘morality’. In doing so, this cluster of

writers hymn, each in his own way, the pure form of pleasure and eroticism.

Cavafy and his successors are in face engaged in what we would now read as
the question of sexual categories, an interpretive approach which opens up new

perspectives. Through their work they show their conviction that sexual categories are

actually a burden in someone’s life, ‘necessary trouble’, as Butler eloquently puts it.92
Such writers pinpoint that eroticism exists in a world of endless possibilities and
options. Towards this direction, they appear to celebrate people’s sexual rights,
differentiation and individuality, in a way that ascribes to their work rather modern

undertones.

Texts of Cavafy and other writers can be examined in this light: Butler’s idea of
performativity, as approached in this section, nicely fits the preoccupation of some of
the primary texts that | endeavor to analyze in my thesis. Cavafy and his successors
delineate that the repeated play of specific forms of sexuality, that constitute the choice

of the protagonists in their work, comes to verify specific erotic ‘beings’. Following

Butler, ‘“To say that | ‘play’ at being one is not to say that | am not the ‘reaIIy’.53 Butler's
theory of performativity runs through this thesis’ chapters, creating a continuum. This
perspective make us read part of the work of the writers that | discuss in different
terms. For example, the prose poem «To Zvvtayua tg HSoviig» becomes an emblem
of renouncing forms of conventional sexual identities, in order to experience pure and
real eroticism. Again, Ritsos’ preoccupation with masks and multiple personae and
loannou’s ambitions to be part of the working-class men whom he admires and
considers to be the elite become an interplay of intentional and unintentional, at the
same time, different and differentiated ‘roles’. The repetition of these roles and of other
roles and interplays that the writers employ in their work (‘religious’ roles, for example,

in «Mvupng, AAegavdpela touv 340 p.X.») verifies the own existence such the ‘roles’.

The power of this repetition and sway between different ‘roles’, as delineated in
each of my thematic chapters, metaphorically and symbolically breaks the restricting

boundaries and enhances the erotic horizon and the possibilities of pleasure.

52 Butler, “Imitation and Gender”, 20.
53 Butler, “Imitation and Gender”, 20.
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It is under this umbrella that we should precede to the discussion which |
undertake in each of my three chapters. But first, the job of the introduction is not
done. After commenting on the elusiveness and the abstract nature of the existence
or lack thereof of sexual identity in general, it is time to survey some basic terms that

| will use throughout my thesis. These terms are highly disputed.
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Homosexuality or homoeroticism?

In his article ‘Homoeroticism or Homosexuality: Narcissistic Eroticism™%

Bergeret sheds light on the term ‘homoeroticism’ by undertaking a psychoanalytical
approach. His analysis and conclusions are undoubtedly useful. Even though my
thesis does not delve into the sphere of psychoanalysis, the doctrines of queer theory
engage with it to a great extent, making it impossible for the student of the theory not to

touch upon this aspect.

In this important and illuminating article, Bergeret contrasts the terms
‘homosexuality’ and ‘homoeroticism’, in a significant attempt not only to illuminate
their use—and, occasionally, their abuse- but also to distinguish them, an admittedly
very difficult and complicated task. It is important for us, the students of the theory, to
remember that he does so following the perspectives of a psychoanalyst. Bergeret
explains from the outset that one of the greatest difficulties even for a psychoanalyst
is to avoid the general pressure, exerted from society, media etc., which promotes

the application of the more popular term ‘homosexuality’ over the later and less

widely used term ‘homoeroticism’.2® In doing so, however, we run the risk of applying
a term which clearly connotes overt (homo)sexual undertones to scenarios,
situations, readings and people (or more accurately, ‘protagonists’, if we are referring

to literature) having nothing to do with overt and direct sexuality.

‘Homoeroticism’, as Bergeret outlines, is a more complicated thing than
‘homosexuality’, and he speaks of ‘the different mechanisms of the narcissistic

register that come into play in the quite particular relational behaviour that should

more relevantly be called ‘homoeroticism”®®. In order to avoid further
misconceptions of an already often misunderstood topic, Bergeret warns us for the
existence of ‘very different varieties of homoeroticism, male or female, latent or

manifest, in too global a fashion™7 .

54 Jean Bergeret, Lyon, "Homosexuality or Homoeroticism? ‘Narcissistic Eroticism,” Int.
J. Psychoanal 83 (2002) 351-62.

55 Bergeret, "Homosexuality or Homoeroticism?”, 351.

56 Bergeret, "Homosexuality or Homoeroticism?”, 352.

57 Bergeret, “Homosexuality or Homoeroticism?”, 351.
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In order to decipher these varieties of the term Bergeret bases his article on
the arguments and counter-arguments of Freud and Ferenczi, which took place in
their productive discussion at the Third Congress of the International Association of
Psychoanalysis (Weimar, October 1911). At the Congress, Ferenczi delineated an

entirelydifferent approach to the term homophilia, an approach which justifies the use

of the term ‘homoeroticism’ instead of the term ‘homosexuality’.58 Putting it bluntly,
what he actually did was to present and analyse a narcissistic aspect of the term,
which, according to Ferenczi, exceeds the sexual one, to which Freud paid his
ultimate attention and emphasised to a great extent. Summing up Ferenczi’s
proposal and innovative perspective, Bergeret mentions that according to Ferenczi ‘it
was preferable to use the term ‘homoeroticism’ in order to take into account in a
more precise way the affective and relational functioning of the subjects in

question’.59 In order to conclude this argument, Ferenczi took into serious

consideration Freud’s positions on the topic. He specifically took into consideration
Freud’s suggestion in his Letter 125 to Fliess (December 1899), where he argues
about his theory of the gradual emotional development of all people. Freud famously
argued in his Letter that there are three specific stages of personal emotional

development and he proceeded to name these stages as ‘autoerotic’, ‘homoerotic’

and ‘heteroerotic’ accordingly.60 Bergeret, eloquently and wittily pinpoints this
development of the Freudian thought and characterises it as the amalgam of Freud’s
considerations on the topic of hemophilia. Arguably, the conflicted question at this
(more advanced) phase is not about defining homosexuality anymore, but about

describing and defining homoeroticism.

The emphasis shifts from ‘sexuality’ to ‘eroticism’ and for Freud, according to

Bergeret, the definition of the term ‘eroticism’ ‘takes on a more general meaning,

applicable to the different forms of pleasure experienced’.61 In doing so, Freud

brought to the fore a narcissistic nature, attached to the terms of ‘autoeroticism’ and

58 For the interesting insights of Ferenczi on the topic, see Sandor Ferenczi, First
Contributions to Psychoanalysis, ed. And trans. E. Jones (London: Hogarth, 1953).
59 Bergeret, “Homosexuality or Homoeroticism?,” 352.

60 see Bergeret's elaboration on the Freudian thought: Bergeret, “Homosexuality or

Homoeroticism?” 351- 352.

61 Bergeret, “Homosexuality or Homoeroticism?,” 352.
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‘homoeroticism’, and a sexual nature, attached to the term ‘heteroeroticism’.62 By
unravelling the development of his theory, we can rationally conclude that the three
progressive stages of the eroticism of an individual include both narcissistic and
sexual elements. In interpreting Freud’s theory, Bergeret points out that the new
interpretation that Freud offers to the term ‘homoeroticism’ and his insistence upon it

is actually his solution to the problematic definitions of ‘autosexuality’ and/or

‘homosexuality’.63 The term ‘homoeroticism’ appears to be more functional and more
inclusive, according to Freud, since it captures and encapsulates both the narcissistic
and sexual nature of the individual. It actually seems that both Freud and Ferenczi
agree on their belief that the terms ‘autosexuality’ and’ homosexuality’ appear to be
problematic, and for the reasons analysed above (and extensively in their works) they

have to be replaced by the more adjustable and fitting term of ‘homoeroticism’.

As stated by Bergeret, even though ‘homoeroticism’ appears to be the term

which does justice to the describable subjects of the individual, the term is not without

a veil of ambiguity.64 Bergeret offers his own approach to the problematic
terminology, explaining the inadequacy of the term ‘homosexuality’, with reference to

d:65

the etymology of the wor the second part of the word ‘homosexuality’, ‘sexuality’,

derives from the Latin verb ‘secare’, which means ‘cutting in two’.56This concept fits

Plato’s myth of the «avSpoyvvoy» perfectly, as well as the creation of Adam and Eve.

On the other hand, the prefix ‘homo’ originates from ancient Greek and

specifically the ancient Greek adjective «ouog», meaning ‘similar’.67 Therefore,

there is a clear contradistinction which occurs within the word ‘homosexuality’ and its

two parts; it seems that the first part cancels the second one and vice versa.

62 Bergeret, “Homosexuality or Homoeroticism?,” 352.
63 Bergeret, “Homosexuality or Homoeroticism?,” 352.

64 Bergeret, “Homosexuality or Homoeroticism?,” 352.
65 Bergeret, “Homosexuality or Homoeroticism?,” 355.
66 Bergeret, “Homosexuality or Homoeroticism?” 355.

67 Bergeret, “Homosexuality or Homoeroticism?,” 355.
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At the same time that ‘homosexuality’ proves to be the wrong word
grammatically, the same applies to the word ‘heterosexuality’. The scholar explains
that ‘Likewise, the term ‘heterosexuality’ constitutes a pleonasm, since all sexuality

(division into two sexes) makes the choice of an object of different status obligatory

(‘hetero’)’.68

Based on this obvious observation, we shall conclude that the ‘fight' of the
scholars about the terms has a reasonable base, since their ambiguity expands not
only over their meaning and interpretation, but also over the actual and specific
existence and creation of the terms. And if the terms are in advance inadequate, that
means that the whole discussion which follows, threatens to become pointless and
inadequate in advance. At the same time, however, it is because of this ambiguity
that the ground is fertile for a great amount of discussions and approaches.

For the purposes of my study, it may be helpful to turn to Mary Mclintosh’s
argument that homosexuals should themselves embrace, for their own reasons, the

view of homosexuality as a condition.

In 1968 Mary McIntosh published a controversial article entitled ‘The

Homosexual Role’59. Attention to her argument will help us to unveil the complexity
of the terms in question and under discussion. In her study, McIntosh goes against
the view of homosexuality as a condition and stands firmly by the position that
homosexuality is to be seen as a constructed social role. What is extremely
important for my thesis is Mclntosh’s line of reasoning, which holds that ‘much

homosexual behavior occurs outside the recognised role and the polarisation

between the heterosexual man and the homosexual man is far from complete’.70

Mclintosh urges us to avoid an obvious trap. Homosexual behaviour definitely

68 Bergeret, “Homosexuality or Homoeroticism?,” 355.

69 Mary Mcintosh, “The homosexual role,” Social Problems 16, no. 2 (1968): 182-192.

70 Mclntosh, “The homosexual role”, 182.
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has various and divergent aspects, expressions and connotations. The term
‘homosexuality’ does not manage to include all of those variations. And indeed,
would that even be possible, since any term might actually lay some erroneous
andsuperficial borders — the potential, though, is limitless. Oversimplifications such
as polarities under the categories of ‘homosexuality’ as opposed to ‘heterosexuality’

are superficial and misleading.

In order to tackle this problematic approach to the terms, psychiatrists, at

that time, offered the following definition of homosexuality:

(...) do not diagnose patients as homosexual unless they have engaged in overt
homosexual behavior. Those who also engage in heterosexual activity are
diagnosed as bisexual. An isolated experience may not warrant the diagnosis, but

repetitive (sic) homosexual behavior in adulthood, whether sporadic or continuous,

designates a homosexual. ’1

As Mcintosh points outs, such explanations and descriptions as the above aim

at offering a ‘solution’, to the problematic of the polarisation, by introducing the

category of the ‘bisexual’.”2 Such an attempt fails, though, because ‘bisexual’ is also

explained as being a condition of which no extensive discussions were made.’3

Furthermore, the uncritical acceptance of the conception by social scientists can be

traced to their concern with homosexuality as a social problem.74

What is interesting in the above quotation is the fact that the presentation and
reception of homosexuality as a condition is motivated and conducted by a society
which always sees homosexuality as a problem. The ultimate purpose of this

concept is to enact social pressure over the individuals by ‘stigmatising’ them.

71 Mclntosh, “The homosexual role”, 182.
72 Mclntosh, “The homosexual role”, 182.

73 Mclntosh, “The homosexual role”, 182.

74 Mclntosh, “The homosexual role”, 183.
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According to Mcintosh, since homosexuality and deviancy are perceived as

synonymous it is quite obvious to distinguish between ‘permissible andimpermissible

behavior.”® It is as if it becomes clearer what society rather objectively perceives as
moral and immoral. People acquire the knowledge of what they should avoid, since it
is condemned. At the same time, this very fact enables society to distinguish between

the two groups of people; those who engage in legal and licit behaviour and deviants.

It for this reason that a further clarification of the term ‘homosexual’ and
related terms and their connotations has to be conducted and taken into
consideration from the outset, before proceeding to the corpus of the thesis. What is
important to note is that all these different applications of such terms, highly
influenced by society’s expectations and bias have played a crucial role in the
creation, cultivation, development and conservation of a specific role. The most
noted facet of the article by Mcintosh is in describing and defining this role, the

‘homosexual’ role:

The creation of a specialised, despised, and punished role of homosexual keeps the

bulk of society pure in rather the same way that the similar treatment of some kinds

of criminals helps keep the rest of society Iaw-abiding.76

The above description of the usage of the creation of such a role puts society

as the finger behind the trigger of a sneaky conception in order to ‘deter people from

drifting into deviancy’.77 It all becomes a matter of ‘social control’.”8 Mcintosh
emphasises that the construction of this role might function as a ‘self- fulfilling

9

prophecy’7 since it gives people the margins within which they can develop their

sexuality. In doing so, this actually works against society’s primal intention for social

75 Mclintosh, “The homosexual role”, 183.
76 Mcintosh, “The homosexual role”, 184.
77 Mcintosh, “The homosexual role”, 184.
78 Mclntosh, “The homosexual role”, 184.

79 Mclntosh, “The homosexual role”, 184.
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control, since it encourages what is considered as ‘deviance’:80 ‘(...) there may be a

tendency for people to become fixed in their deviance once they have become

labeled.’81

On the other hand, Mcintosh urges homosexuals to welcome and embrace the

view of homosexuality as a condition.82 This happens because labelling, according
to Mcintosh, cancels the feature of mutuality, which means that labelling does not
function as a mutual role. At the same time that it should help to discipline people and
dissuade them from falling into the ‘wrong’ category, it also enables ‘homosexuality’
to function as a close category, which prevents people to fall again into the category
of ‘normal’ people. In doing so, homosexuals seem to set themselves free from a vain

anxiousness:

It appears to justify the deviant behaviour of the homosexual as being appropriate for
him as a member of the homosexual category. The deviancy can thus be seen as

legitimate for him and he can continue in it without rejecting the norms of the

society.83

By taking her argument a step further, Mcintosh bases the invention of this
‘role’ on the expectations that people labelled as homosexuals have of themselves
and the expectations that others have of homosexuals. These expectations are

mainly the following:

(on behalf of homosexuals and others)

1) ‘a homosexual will be exclusively or very predominantly homosexual in his feelings

and behaviour’.84

80 Mclntosh, “The homosexual role”, 184.
81 Mclntosh, “The homosexual role”, 184.

82 Mclntosh, “The homosexual role”, 184-185.

83 Mclntosh, “The homosexual role”, 184.

84 Mclntosh, “The homosexual role”, 184.
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(on behalf of others, mainly, but also influencing homosexuals’ view about

themselves)

2) ‘the expectation that he will be effeminate in manner, personality, or preferred

sexual activity

3) ‘that sexuality will play a part of some kind in all his relations with other men’

4) ‘that he will be attracted to boys and very young men and probably willing to

seduce them’.85

In the view of Mclintosh, the existence of these expectations leads in a way to

their actual fulfilment.86
*
Glancing back at this sympathetic treatment of the topic in 1968, it is easy to
see that McIntosh does not in fact escape the notion of homosexuality as a
condition. In that spirit, | generally prefer the term ‘homoerotic’ when describing the
Cavafian poetic and legacy. But in light of more recent debates, it will also be to
make reference from the outset to two further terms that | will use throughout my

thesis; namely, ‘queer and ‘homosocial’.

85Mclntosh, “The homosexual role”, 184.

86Mclntosh, “The homosexual role”, 184-185.
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‘Queer’ and ‘Homosocial’

Scholars have ventured to approach the term ‘queer from different
perspectives. One type of definition of the word may be found in The Routledge

Dictionary of Literary Terms:

‘Even though ‘queerness’ is most often associated with lesbian and gay subjects,
being queer is to resist any models of sexual stability and static

identification, albeit with an overarching resistance to ‘heterosexual hegemony”87.

On the other hand, in Cultural Theory and Popular Culture88, Queer Theory
appears to embrace ‘all modes of variance (such as cross-dressing) from the
normative model of biological sex, gender identity, and sexual desires’. Back in 1998
when Eve Kosofsky Sedgwick was trying to explain in a few simple words what queer

theory is, she stated that

It's about trying to understand different kinds of sexual desire and how the culture
defines them. It's about how you can’'t understand relations between men and
women unless you understand the relationship between people of the same gender,

including the possibility of a sexual relationship between them89,

For my group of writers, we also need to move beyond Foucault to embrace
Sedgwick’s use of the term ‘homosocial’. Examples of writers like Sikelianos and
Ritsos in the whole discussion are very important and illuminating, because in
these cases we do not have an unambiguously homoerotic mode of writing, but at

times a ‘homosocial’ one. Sedgwick codified the term in her innovative book

87 peter Childs and Roger Fowler, eds., The Routledge Dictionary of Literary Terms
(New York: Routledge, 2006), 195.

88 John Storey, Cultural Theory and Popular Culture. An Introduction (New York: Routledge,
2015), 160.

89 Dinitia Smith, ”’Queer theory’ is entering the literary mainstream”, New York Times,
January 17, 1998, accessed March 15, 2017,
http://www.nytimes.com/1998/01/17/books/queer-theory-is-entering-the-literary-

mainstream.html.
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Between Men: English Literature and Male Homosocial Desire (1985):90

‘Homosocial desire,” to begin with, is a kind of oxymoron. ‘Homosocial’ is a word
occasionally used in history and the social sciences, where it describes social
bonds between persons of the same sex; it is a neologism, obviously formed by
analogy with ‘homosexual,” and just as obviously meant to be distinguished from
‘homosexual’. In fact, it is applied to such activities as ‘male bonding,” which may,

as in our society, be characterised by intense homophobia, fear and hatred of

homosexuality.91

On the other hand, and in order to demonstrate the kinship that the terms
share, we could argue that Sikelianos and Ritsos, because of their pan-erotic spirit,
produced what it may be helpful to call ‘queer’ writings. From now on, when | use
this term within my thesis, | refer to a category which is neither
homosexual/heterosexual nor homosocial: it is a pansexual category which
encompasses —very consciously, it has been noted- all types of eroticism. Ritsos’s
Ewcovootdoio Avwviuwv Ayiwv constitutes in this sense a very representative example

of a ‘queer’ novel.

Over the years the term ‘queer’, as an adjective and as a verb, has known
various formations and elaborations. At the beginning, the term used to have a

degrading meaning, used as a ‘term of homophobic abuse’.92

Later on, the term was used as ‘slang for homosexual’.93 The elaborations went

on to ramify a sort of theory which encompasses ‘a coalition of culturally marginal

sexual self-identifications’.94 This all-encompassing term produced ‘a nascent

90 Eve Kosofksy Sedgwick, Between men: English Literature and male homosocial desire
(New York: Columbia University Press, 2015).

91 Sedgwick, Between men, 1.

92 Annamarie Jagose, Queer Theory: An Introduction (New York: New York University

Press), 1.
93 Jagose, Queer Theory, 1.
94Jagose, Queer Theory, 1.
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theoretical model which has developed out of more traditional lesbian and gay

studies’®® and the other way around: the term produced the theory and within the
theory the term came across and experienced new constant developments and

definitions.

Multiple discussions on the fluidity of the term agree that

(...) queer is very much a category in the process of formation. It is not simply that

gueer has yet to solidify and take on a more consistent profile, but rather that its

definitional inderterminacy, its elasticity, is one of its constituent characteristics. 96

Would it be right to characterise Eve Kosofsky Sedgwick’s interpretation of

‘homosocial desire’ as a bridge between homosociality and homoeroticism. 97

According to the A Dictionary of Literary Terms and Literary Theory, homosociality

is defined as:

A term which denotes same-sex relationships which are not necessarily sexual.
Football terraces, Girl Guide camps, military bases and prisons are usually
predominantly or entirely homosocial environments. The term was first used by
organizational sociologist Jean Lipman- Blumen in 1976, though it has been
popularized by leading queer theorist Eve Kosovsky Sedgwick in her work on ‘male
homosocial desire’ in Between Men (1985) and The Epistemology of the Closet
(1991). Sedgwick argues that the ever-present continuum between male

homosociality and homosexuality becomes disrupted in modern society due to new

knowledge about sexuality.98

95Jagose, Queer Theory, 1.

96Jagose, Queer Theory, 1.

97 This argument is supported in an interesting dissertation: Vegard lglebaek, "Masculinities
in the television series ‘Friends’. A different kind of male friendship?” (MA diss., University of
Manchester, 2000), 11.

98 3 A. Cuddon, Dictionary of Literary Terms and Literary Theory (Somerset, NJ, USA: John
Wiley & Sons, 2012), 600.
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Helpful for understanding the concept of homosociality is an article by

Sharon R. Bird)99. As clarified from the beginning, the focus of the study is the
conceptualisation of masculinities in terms of sociality. It is clarified that the term of
sociality refers to ‘nonsexual interpersonal attractions’. It is emphasised that the
concept of masculinity is a quite recent concept, since it began a couple of

decades agoloo, whereas the differentiation between ‘normative’ and ‘non-

4101 102

normative’ masculinities is even more recent, as both Bir and Kimme

support. In his theoretical review, Bird finds Connel’s studies on masculinities 103

of especial importance, since they ‘facilitate a better understanding of how the

structural order of gender is maintained’. 104

Based on the studies of Lipman-BIumenlOS, Bird defines homosociality as the

‘non- sexual attractions held by men (or women) for members of their own sex' 106,

The scholar continues by specifying that these attractions ‘promote clear

distinctions between women and men through segregation in social institutions’. 107

99 Sharon R Bird, “Welcome to the men’s club: Homosociality and the
Maintenance of Hegemonic Masculinity,” Gender Society 10 (1996) 120-32.
100 Bird, “Welcome to the men’s club”, 120.

101 Bird, “Welcome to the men’s club”, 120.

102 Michael S. Kimmel, “After fifteen years: The impact of the sociology of masculinity on
the masculinity of sociology,” in Men, masculinities and social theory, ed. Jeff Hearn and

David Morgan (London: Unwin Hyman, 1990).

103 R. W. Connell, Gender and power: Society, the person, and sexual politics
(Stanford, CA: Stanford Univeresity Press, 1987), 185-86.

104 Bird, “Welcome to the men’s club”, 120.

105 jean Lipman-Bluman, “Toward a homosocial theory of sex roles: An explanation of the sex
segregation of social institutions,” Signs: Journal of Women and Culture and Society (1976)
15-31.

106 Bird, “Welcome to the men’s club”, 121.
107 Bird, “Welcome to the men’s club”, 121.
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Bird adds, through his study, that homosociality offers distinct limits between
hegemonic masculinities and nonhegemonic masculinities defined by the

‘segregation of social groups’.108

Conceptualising masculinities, according to Bird, is an on-going process, both
internal and external: ‘The social ideal for masculinity, which in itself is a nonstatic

notion, may be internalised (i.e., central to one’s core self (...)) or simply interiorised

(i.e., acknowledged by the self)’.109 Therefore, each male comprehends concepts

of masculinity attributed by society, as well as ‘unique’, ‘idiosyncratic’110

concepts,
having to do with the person’s own gender identity. Bird concludes with an
assessment of especial importance for conceptualising masculinity and for

generating gender norms:

(...) the presumption that hegemonic masculinity meaning is the only mutually
accepted and legitimate masculinity meanings helps to reify hegemonic norms

while suppressing meaning that might otherwise create a foundation for the

subversion of the existing hegemony.111

Bird elaborates three shared meanings which are supported by male
homosociality. These meanings are emotional detachment, competition, and the

sexual objectification of women. (The last point has no relevance for my discussion

and so will be omitted here.112 As Bird explains, the three meanings constitute
features of hegemonic masculinity, though they are not always internal, in the way

described above.

108 Bird, “Welcome to the men’s club”, 121.

109 Bird, “Welcome to the men’s club”, 122. See also the line of thought as elaborated in
Chodorow, Nancy. "Gender, Relation and Difference in Psychoanalytic Perspective," in
Hester Eisenstein and Alice Jardine (eds.), The Future of Difference (New Brunswick,
N.J.: Rutgers University Press, 1985): 3-19.

110 Bird, “Welcome to the men’s club”, 122.

111 Bird, “Welcome to the men’s club”, 122.

112 Bird, “Welcome to the men’s club”, 122.
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Emotional detachment is characterised as ‘withholding expressions of intimacy,

serving both hegemonic masculinities and setting personal boundaries’. 113

Moreover, such a characteristic is avoided, in order not to appear vulnerable and

sensitive. This concept is also associated with control.114 On the other hand, the

concept of emerging competition contributes to cultivating hierarchy in

relationships.115 In Chapter 3 | will discuss the concept of hegemonic masculinity

further, in relation to social class.

*

In this Introduction, it has been essential to refer to basic differentiations
between the terms ‘homosocial’ and ‘queer’, in addition from the terms ‘homosexual’
and ‘homoerotic’. This happens because all of these terms are used to an extent in
the chapters, in discussing the writings, which constitute, in specific aspects, the
legacy of Cavafy. As | have already mentioned, and it has to be emphasised again,
that the term ‘homoerotic’, due to the characteristics described in the Introduction, is
the most adequate to cover the majority of the writings discussed, conveying their
erotisised essense; the legacy of Cavafy is homoerotic. We shall now explore three

different aspects of this legacy.

113 Bird, “Welcome to the men’s club”, 122.
114 Bird, “Welcome to the men’s club”, 123.

115Bird, “Welcome to the men’s club”, 123. See also Miriam Johnson, Strong mothers,

weak wives (Berkeley: University of California Press, 1988).
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Chapter 1

The appropriation of Ancient Greek Eros

Introduction

In this chapter | attempt to analyse the bonds of the ancient Greek and Modern
Greek Eros, as explicitly and implicitly present in Modern Greek homoerotic poetry
and prose. | have divided the chapter into three sections, each dedicated to one major
Modern Greek author whose work is illuminating for the objective of my chapter;
namely, Cavafy, Sikelianos and loannou. | choose these three writers because their
work undoubtedly has very strong connections with the ancient Greek past, as cases
of legitimately opportunistic uses of Plato to foreground Greek love. | discuss Cavafy
and Sikelianos as expressing through their work in different ways the idea that the
ancient Greek past, as expressed and represented in ‘Greek Love’ and its major
representative, Plato, not only survives, but creates for Modern Greek writers a field of
inspiration, challenge, productivity and confrontation. On the other hand, | discuss
loannou as an example of an anti-Platonic writer who draws rather on the Palatine
Anthology as a more real and earthy source of Greek love, one with no need for

KOAPXOLOTIPETTELQ.

As | am not a classicist, my purpose is not to provide new philosophical
approaches or to give an exhaustive account of Platonic philosophy, for which one
can look to the abundant Platonic bibliography. It is a study which has to do more
with the reception and perception of Greek love by three prominent Modern Greek
authors who have some acquaintance with such material. Even though this approach
to ‘Greek love’ is widespread in English studies, it has hardly been touched on,
paradoxically, in the case of Modern Greek writers. And even though some

references and studies have been made for each writer sepa\rately116

' scholarly
research on Modern Greek literature lacks a comparative interpretation of the topic. |
believe that the discussion of the bonds with Ancient Greek Eros and specifically
Plato offers a different line of understanding and approach to the homoerotic strand
in Modern Greek writing and especially for the general comprehension of the work of

Cavafy, Sikelianos and loannou.

116 To these studies | acknowledge the well-documented monograph of Rena Zamarou on

Cavafy and Plato, to which | will refer extensively later on.
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Blanshard has recently argued that

Democracy could have come into being without Athens, philosophy would have

continued without Socrates, the laws of physics have no real need of Archimedes,

but modern western homoeroticism without the Greeks is impossible.117

It was as early as 1873 that John Addington Symonds writes his essay ‘A

118

Problem in Greek Ethics which he characterises as a ‘treatise on Greek

Iove’,119 and drawing on Plato’s Symposium.120 At the beginning of his essay,

Symonds clarifies the ultimate reason which resulted in considerable scholarly

research on homoeroticism in ancient Greece:

(...) here alone in history have we the example of a great and highly-developed race

not only tolerating homosexual passions, but deeming them of spiritual value, and

attempting to utilise them for the benefit of society.121

Lydia Amir defines Platonic love as ‘one of the most influential traditions of love

g122

in the Western worl and goes on with the important distinction between what

French scholars have termed as amour platonique and as amour platonicien.123

The first term refers to a sort of a very deep bonding which takes place between

117 alastair J. L. Blanshard, Sex: Vice and love from Antiquity to Modernity (West Sussex:
Wiley-Blackwell, 2010), 91.

118 j0hn Addington Symonds, A Problem in Greek Ethics (London: Privately Printed for the
Areopagitica Society, 1908).

119 Symonds, A Problem in Greek Ethics, 4. 172 Symonds, A Problem in Greek Ethics, 4.
120 Symonds, A Problem in Greek Ethics, 6.

121 Lydia Amir, “Plato’s Theory of Love: Rationality as Passion,” Practical Philosophy (2001):
6.

122 Amir, “Plato’s Theory,” 6.
123 Thomas Gould, Platonic Love (New York: The Free Press , 1963), 1.
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heterosexuals, to the extent that it could be perceived as erotic. Yet, this type of love

does not include sexual relations. It would not be far-fetched to equate this term with

the term ‘homosocial’l24 which Eve Kosofsky Sedgwick codified in 1985, which |
have discussed in the Introduction. On the other hand, amour platonicien refers to
Plato’s ideology on Eros, i.e. to the features of Eros according to Plato. It is this
second sort of Eros which interests me in the discussion that | will delve into this

chapter.

During my research, | personally experienced what has been called ‘the

research problem of Plato’s views of eros’, based on the claim that ‘Plato adapted

and modified his doctrines in sequential dialogues’.125 It is for this reason that | will
focus and try to discuss Plato’s ideology of Eros, basing myself on his two major
dialogues which discuss the topic, the Phaedrus and the Symposium, even though
Plato makes references on the topic of Eros in other of his works as well, like the

Republic, Laws, etc. | will make references to these works as well, where relevant.

Plato’s Symposium is undoubtedly the ultimate treatise on lovel26: For the
purposes of my chapter | will concentrate on the speech of Socrates on the matter of
true Eros, which is presented through the remembrance and display of his discussion
with Diotima (201d). Diotima is the woman who initiates Socrates in erotic matters.
Socrates argues that he possesses erotic knowledge more than any other
knowledge. It is emphasised that erotic desire emerges for something which is
missing from us, for something that we lack and therefore long for. Eros per se
cannot be characterised as something which is valuable («&yaBd¢») and nice
(«xaAog»), nor as a feature which is disgraceful («aioxpog») and bad («xaxdgy); it is

something in between. Therefore, it would be hybris to characterise it as a God and

124 Eve Kosofksy Sedgwick, Between Men: English Literature and Male Homosocial Desire
(New York: Columbia University Press, 1985), 1.

125 Anne Van de Vijver, "A comparison of Plato's views of eros in the Symphosium and
Phaedrus" (PhD diss., University of South Africa, 2009), 2.

126 something which is indicated from the outset: Plato’s indicative subtitle is «mepi £pwTog».
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it should be better described as a daimon, a common ‘state of mind’" which
characterises both Gods and humans and in doing so it unites them, making them
belong to a single group (202b). Eros lusts for beauty and at the same time it lacks
beauty: it is always poor, tough, dirty, difficult, not tender and nice at all. Yet, at the
same time, it is brave, courageous, manful, forceful, a great hunter and resourceful.
It rises and increases when it achieves its goals or it can otherwise die. Eros loves
philosophy and is itself a philosopher, in between the wise men and the simple

crowd.

Therefore, according to Diotima and Socrates, there is a hierarchy of Eros;
heterosexual love holds the lowest step and the Eros of the poets and the creators for
their work reinforcing their posterity is the supreme form of Eros, something that, as |
will delineate in my chapter, Cavafy, Sikelianos and loannou argue as well. By
emphasising the importance of the ‘birth’ of the soul in opposition to the ‘birth’ of the
body, Socrates creates an environment which brings homoeroticism in a more
superior position than heterosexuality, since the former enables someone to give
more emphasis to the cultivation of the soul. Symposium brings to the fore an erotic
ritual of initiation; Diotima wants to initiate Socrates into erotic matters, in the same
way that Cavafy, in his own work, refers to the initiates, and in the same way that, in
the work of Sikeliano,s there are some degrees of initiation («BaBuideg pomong»),

according to Frangou-KikiIia.127

Having said that, my main argument in this chapter is that the Modern Greek
writers | discuss turn to the ancients in ways that are always mediated by the
modern, and the sort of problematic visible, for example, in the Victorians. In other
words — and this is Cavafy’s radicalism — Greek love is being retrieved through a
sensibility which is distinctively modern and (of course) opposed to or questioning of
Christianity.

Recourse to the ancient Greeks by certain Victorians to validate homerotic

feeling has been extensively discussed: | now attempt to extend this discussion with

127Ritsa Frangou-Kikilia, Ayyedog ZikeAtavig: BaBuidec Munong (Athens: Pataki, 2002).
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respect to a cluster of Modern Greek writers, who might be seen as closer to ancient

Greece, but are in reality more remote from it.
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Cavafy’s «mAatwvikoc Xapuidne»

The abundant bibliography on Cavafy undoubtedly contains scholarly research

which analyses the work of Cavafy in connection with the ancient Greek tradition and

ancient Greek philosophy, from which much of his creative inspiration derives. 128 of
particular importance is the 2005 study by Rena Zamarou, Kafapns kat [Ilatwv:

M\atwvika otolyeia otnv Kafapikn no[nan.lzg

| draw upon the importance and the
comprehensiveness of these initiatives and my aim here is to focus extensively on the

Cavafian poetry as it uses the homoerotic aspect of the Platonic heritage.

| shall argue that Cavafy in his homoerotic poetry constantly enters into a
dialogue with the Platonic analysis of Greek eros. Apart from the explicit Platonic
references in the Cavafian oeuvre, the epigraph to the poem «Amiotia» (1904), the

reference «miatwvikog Xapuidne» in the poem «Ev moAel tg Ooponvig» (1917) and

the reference to Plato in the poem «Ag ®povtilav» (1930),130 Plato is present — at
least by implication — in a number of Cavafy’s homoerotic poems. An argument as
such has not been pinpointed and analysed extensively hitherto, a feature which
reinforces the opinion that this chapter comes to fill in a gap and indeed a very
important one. | will attempt to prove that Cavafy is more pervasively Platonic, in the
sense of having a homoerotic agenda, than Zamarou suggests.

One of Zamarou’s major references in her well-documented monograph on

Plato and Cavafy is to the poem «Ev [160AeL g Oopon\n']g».l31 The poem is central to
the discussion of Plato’s ‘appropriation’ in the work of Cavafy, a characteristic

emphasised by the explicit reference to the name of Plato, first of all, and to the title

128 gsee for example Yannis Dallas, 0 KaBagpnc kat n Asvtepn Zopiotiky) (Athens: Stigmi,
1984).

129 Rena zamarou, Kapapne kat Matwv: Matwvika Ztoyeia otnv KaBapwn [loinon (Athens:
Kedros, 2005).

130 zamarou makes reference in her monograph only to these explicit Platonic

references, along with a discussion of the poem «ZaAwmun».

131 zamarou, KapBapnc kat lMAdtwv, 43-49.
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of one of the Platonic dialogues: Charmides. The poem reads as follows:

AT ¢ TaBépvag Tov Kauyd pag @Epav
TANYwWUEVO Tov @idov Péuwva xBeg mepl ta
UECAVUYTO.

AT' Ta mapaBupa Tov agicauev oAGvolyTa,
T' wpaio Tov cwpa 6To KPEPRPATL WTL(E 1) GEAN V.
Elpeba éva kpapa e8w- LOpot, I'pawkoi, Apuéviot, Mndol.

Tétolog kL o Péuwv eival Opwsg xOeg cav
@WOTUE TO EPWTIKO TOV TPOCWTIO 1) GEAN VT,

0 VOUG UG TN YE GTOV TTAATWVIKO Xapuio.

When the poem was first written, in 1916, it had the title «Xapuidng», which

later on Cavafy chose to change: the poem was finally circulated in 1917, with the far

subtler title «Ev moAeL g Ooponvﬁg».132 As Zamarou argues, and | agree with this,
the fact that Cavafy changes the title of his poem is an intentional and careful choice:
the titles of the Cavafian poems play a functional and important role for the

133 The reason for

interpretation and understanding of the poem as a whole.
Cavafy’s choice to finally change the title is, according to Zamarou, that: «(...) o

KaBapng, axkoun kat ota xpovix tng avdyvwong touv I[IAdtwvog, amo@elyel va

TITAOQOPTCEL TIOIM A TOV UE KATIOLO TAXTWVIKO (')vouoc».134 I would like to emphasise,
firstly, the fact that it is difficult for us to define the exact period that Cavafy was
reading Plato, in the same way that Cavafy was returning back to his poems again
and again re-working and changing them, it is reasonable that he could have been
constantly re-reading his books. Based on this, | argue that as far as the relationship

between Cavafy and Plato is concerned, Cavafy implicitly utilises the Platonic

1327hijs information was first illustrated in the G.P. Sawvidi publications of the poems
belonging to the Cavafian Canon: C. P. Cavafy, Ta lomjuata A’ (1897-1918), ed. Georgios P.
Sawvidis (Athens: Ikaros, 1993).

133 Also in Zamarou, Kafdaenc kat lTAdtwv, 43.

134 zamarou, Kapapng kat [Miatwv, 43.
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inheritance on Greek Eros even in his contemporary poems. The use of Platonic
elements and ideology is not restricted within a specific period of Cavafy’s work, but
permeates the work of Cavafy as a whole. The argument by Seferis that Cavafy’s

135

work should be perceived as a ‘work in progress also moves in this direction.

The fact that Cavafy, according to Zamarou, «amo@eVyeL v TITAOQOPT|OEL

Tomud Tov pe Kamolo MAaTwVviko dvopa» has a deeper explanation that the claim that

it would seem foreign («&&vile») 136 19 the reader, because Cavafy, as Zamarou
suggests, was distanced at that point from Plato’s work and his other protagonists of

his erotic poems written in the same period were coming from the «eAAnviotiko-

aAegavopLvo nspLBdMov>>.137 The reason for this is that Cavafy wanted to include in
his work elements from the ancient Greek past and references to other writers, but
wanted to do so in a productive way, not as mere imitation and exploitation of the
ancient Greek inheritance. Moreover, Cavafy had another very important reason to
change the title «Xapuidng»; in 1881 Wilde had published his own poem entitled

‘Charmides’138 139

where he alluded to Charmides as ‘the ideal Hellenic youth’.
Cavafy would have been aware of this poem and it seems to me that because of this

he decides to avoid using the same title.

Zamarou also argues that

(-..) Sev elvar o «mAatwvikoe» Xapuidng n agopun yw ta éca cvpfaivouv atnv
avovuun ToAn ¢ Ocponvig. Avtifétwe Ta Biata cupPavta oxeTika pe Tov Pépwva
elval Tov avakaAovv ot pvnun tov Xapuidn, 6xt to avtibeto. (..) H popen tovu
Xapuidn épxetat wg avapvnon (o voug pag mye) mov Babaivel kol eldavikevel TV

TapoVo surtapia.140

135 George Seferis, On the Greek Style: Selected Essays in Poetry and Hellenism, trans.

Rex Warner and Th. D. Frangopoulos (London: Brodley Head, 1966).

136 zamarov, Kapapng kat I datwv, 45.

137 zamarovu, KapBapnc kat MAdatwv, 44.

138 Oscar Wilde, Complete Poetry (Oxford: Oxford University Press, 1998).

139 BJanshard, Sex: Vice and love from Antiquity to Modernity, 101.

140 zamarou, KapBapnc kat MAdtwv, 45.
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| agree with the first part of Zamarou’s argument, where she holds that it is the

specific incident of a «Aaik6g kavyag» and a «7\0([K(')g»141 protagonist who constitutes
the stimulus for the comparison with Charmides to emerge. Yet, | have a strong
sense that the last verse «o voug pag Tye oTtov TTAaTWVIKO Xappidn» does not
elevate Rhemon to the ideal figure of the ultimately handsome Charmides, but the
other way around: ancient Charmides comes to the present and survives through the
figure of Rhemon. Therefore, Rhemon and Charmides become one and the same
and are at the same time two faces of the same person. Unlike Hyacinthus,
Charmides was not connected to Plato by a divine or a noble nature. On the
contrary, the way that Plato refers to him in his so-called dialogue gives emphasis to
the carnal exaltation and stimulation that the body and the physical appearance of
Charmides bring out in Socrates when the two meet. Blanshard emphasises the

important differentiation of the Charmides and the Symposium and the Phaedrus:

The sheer force of passion that swept Socrates at the sight of Charmides has proved
embarrassing for many. It seems hard to reconcile the Socrates of the Charmides

with the restrained pedagogue of Symposium or the Phaedrus. (...) Charmides

threatens to expose the carnal nature of Greek love. 142

Cavafy would have been aware of such discussions around the ‘scandalous

content’ of Charmides because it had been used as a main argument against ‘the

rise of Hellenism in Victorian England’.143 Therefore, it is not «ta Blaa cuppavta
OXETIKA PE ToV Pépwva (...) Tou avakaAovv otn pviun tov Xapuidn» but the specific
reference to the word «owpo» (T'wpaio Tov To cwpa) along with the reference to
the «epwtikd mMpoowto». The speaker of the poem, as another Socrates, is aroused
by the exquisite physical appearance of Rhemon and because of the carnal
stimulation, Charmides is the most appropriate figure for a comparison; not
Hyacinthus, not Endymion. This argument is also reinforced by the intentional choice

of the verb «mye» in the verse «o voug pag mye otov mAatwvikd Xapuidn», as

141 gee the reference to a «Aaiké ovpBav»: Zamarou, KaBdeng kai lNAdrwv, 48.
142 Blanshard, Sex: Vice and love from Antiquity to Modernity, 101.

143 Blanshard, Sex: Vice and love from Antiquity to  Modernity, 101.
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opposed to the conscious choice of the verb «avéBawe», in the verse «o voug pov
avéBawve ota W8avika» of «Tvaveds MWOmne» (1911), where the suggestion of a

spiritual ascent is explicit.

We have seen how Cavafy’'s apparent allusion to Plato in «Ev moAeL tng
Ooponvno» is less clear than it seems. Let us turn to an unfinished poem in which a
celebrated poem attributed to Plato is actually quoted in the title. And because this is
a poem by (supposedly) Plato which was then embedded in the Palatine Anthology,
this gives us a great opportunity to exploit Plato and the Palatine Anthology as a

polarity in Greek love.The poem [Tnv Yuxnv enl xeileow €oxov] 144(1918) follows the
same line with «Ev moAeL tng Ooponvioy»: Plato is ‘brought down’ to asetting which
could be described as «Aaiko» because of the incorporation of the words «taépva»
and «xavyac». The speaker of the poem destroys from the beginning of the poem
every sense of romanticism, using in an ironic way anti-poetic words and
expressions. | argue that this shall be considered as a conscious dig at Platonism,
and even maybe against the Sikelianos circle. Cavafy seems here to be very

consciously (and too directly) laying claim to the true Platonic inheritance:

Timote amoAVTWE TO PWUAVTIKO

Sev elxev otav pe eimev «Towg va
mebavw». Twme yio aoteiopd. 'ETol tov

Bo To TIEL €lKOGL TPLOV ETWV Eva TTALSL.

K' eyw -elkooL TévTe- £TOL TO TMPA EAAPPAQ.

Timote (evtuxws) NG YevTOo-UOONUATIKIG
TOMOEWS YL V& ouyKivnBouv kouég (aoteieg)
Kupleg

OV YLlA TImoTA 6TEVA{OUV.

144 ¢, P.Cavafy, AteAn Howmuata: 1918-1932, ed. Renata Lavagnini (Athens: Ikaros, 2006),
309-315.
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In this «Aaik6» setting the protagonist is a child («maidi») and not an
adolescent («é@nfog»). Yet, the atmosphere of the poem changes in the third

145 and the sudden switch

stanza, bringing in mind the poem «Mépeg touv 1896»
towards the end. A similar switch happens to this poem as well, in the second stanza

and specifically in the lines referring to Plato:

K' ev tovtolg dtav Bpebnka £Ew am' v mOPTA TOU
omToV pe NABE 1) 18€a IOV TIPpAY A KO TELOV SEV 1)TAV.
Mmopovoe kat v' amédvnoke. Kat pe tov @o6fo
QUTO AVERTKA TEG OKAAESG TPEXOVTAG, ITAVE TPLTO
matwpa. Kat xwpig v' avtaArdovpe kavéva Adyo,

TOV @{Anoa To HETWTIO, TA UATLX TOV, TO 6TOUQ,

To o1nBog Tou, TA XEPlA TOU, Kol kKabe, KABe
uéAog: mov BdppePa - OTwWG Agyouv ol Beiot
oTixol

Tov [TAGTwvog - Tou 1 Puxn Hov avéBnke ota xeiAn.

Motivated by his fear and instinct that he might indeed lose his beloved, the
speaker of the poem rushes to the room where his ill lover lies and kisses every part
of his body. The emphasis to the «xal ka0¢, kdBe pédog» brings to mind the reference
to the «Aaydveg» of Pantarkes and the statement of Phidias’ admiration, as | discuss
later on in relation to Sikelianos. The last two lines of the stanza refer to the lines:

«THv YPuymv AydBwva @Adv éni xeideow €oxov. 'HABE ydp 1) TAHwV KOG Stapfnoopévn»,

included in the Palatine Anthology and attributed to Plato146. At this point | agree
with Zamarou in supporting that through the action of kissing, the speaking voice
desires in a way to transfer life to his beloved, and | disagree with Lanagnini who

makes a connection with the popular expression «ue ™ Yuxn oto oréua».147 We

should also note that this scene is suggestive of the Last Rites. 148

145 Cavafy, The Collected Poems, 166.

146The Greek Anthology, |, Cambridge, Mass./London, 1970, p. 166
147 zamarou, KapBapnc kat MAdtwv, 51.
148 gee also the end of The Greek Anthology, I, Cambridge, Mass./London, 1970



56

The reference to the «Beiovg otixouc» of Plato elevates the deed of the lover
and idealises it by comparing it with Plato’s ideal sort of Eros, as given in the
Symposium, where Socrates supports that pure feelings of Eros lead the lover to
deeds of sacrifice and bravery for his beloved. The use of the verb «6d&ppepar» points
out towards this direction, having as a basis the noun «Bdappog», strength. At the
same time, adding to the arguments of Zamarou who discuss the superiority of

«Belovg otiyoug» towards the ironically given «yevto-aiobnpatikn no[ncm»,149 I

would like to suggest that with the reference of the«6eiol otiyow» of Plato Cavafy
conveys his own belief about the superiority of homosexual love over heterosexual

love.

Moving away from these two cases of explicit references to Plato, | would like

to refer to the unpublished prose poem «To ZVvtayupa g H80vﬁg»,150 the title of

which | have chosen to given to my whole thesis. The text reads as follows:

Mn opwreite mepl evoxng, un ouAeite mepl guBVVNG. Otav Tepvd To ZVVTAYHA TNG
Héov1¢ pe povokniv kol onuaiog: 6tav pryovv Kol TPEROVY Ol AeBNOELS, G@PwV KAl
acePng elvat 60TIG HEVEL PAKPAVY, OOTIG OV OPUA €1 TNV KAANV €KOTpATEIQV, TNV

Bailvovoav emi TNV KATAKTNOLV TWV ATTOAQUOEWY KAL TWV TTHOWOV.

‘OAoL oL VOPOL TNG NOLKNG - KAK®G VOIUEVOL, KAK®G EQAPHOTOUEVOL - Elval undév kat ev
NumopovV va otabolv ovEE oTyuny, Otav Tepvd To Xuvtayua g Héovhg pe

HOVGLKNV KalonHalag.

Mn a@nong xaplav oklepdv apetv va ot Baotaén. Mn moteing OTL Kopio
vmoxpéwols o€ dével. To xp€og oou eivat va evdidng, va evdidng mavtote €1 TAG
EmiOupiag, mov eival Ta TeEAsldOTATA TTAGOUATA TWV TeEAElWwV Bewv. To xp€og cov eivat
Vo KOTato0n¢ motog

OTPATIOTNG, UE amAOTNTA Kapdiag, OTtav Tepvd To Zuvtayua tng Héovng pe

LOUGIKNV KAl oTjuaiag.

149zamarou, Kapapne kat Mdatwv, 52-53.
150Cavafy, Ta Iela, 168.
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Mn xlelecal ev Tw olkw cou kal MAavacal pe Bewplag Sikatoovvng, pe tag mepl
apoBng TPoANPELS TNG KOKWS KAUWUEVNG Kowvwviag. Mn Aéyng, Téoov a&ilel o kOTOG
HOV Kal TOGOV OQEAw va amodavow. Omwe 1 {wn elval kAnpovouia kol Sev EKAUES
Timote Sl va Vv kepSions we auotBriv, ovtw kAnpovouia Tpemetl va eivat kat 1 HSov.
Mn kAeleoal ev Tw olkw 00U AAAG KPATEL TA TAPAOUPA AVOLKTA, OAOAVOLKTA, Sl Vo
akoVoNG TOUG TTPWTOVS

Nxovg ™G Safacews Twv oTpaTIwTwY, 0Tav @Oavn to ZUvtaypa g HSovhg ue

LOUGIKNV KOl oTjuoiag.

Mn amamBng¢ amd toug BAac@nuouvg 600l oe Aéyouv OTL 1) uTnpeoia eival emkivéuvog
kal enimovog. H ummpeoia g ndovns elvat xapd Stapknic. Ze e€avtiel, aAda o€ efavtAel
ue Beomeoiag pébag. Kal emi téAoug 6tav meéong €1¢ Tov Spduov, Kol TOTE elval 1 TuX
oov {nAevty. Otav mepdon 1 kndeia cov, at Mop@atl tag omolag EémAacav al emBupiat
oov Ba plouv Asipla kat poda Aeukd eTti TOL PEPETPOV GOV, B GE GNKWOOUV ELG TOUG
WUOUG TwV £enPot Beol Touv OAVumov, kat Ba oe BaPouv €5 To Kowuntplov tov
[6ewdoug 6TI0V

aoTpilouy Ta HOVOWAELQ TG TIOU|CEWS.

It is noteworthy that such a modern and ground-breaking poem for the period
can be largely based on the ancient Greek tradition, with Platonic undertones. The
speaker of the poem appears to be a rebel who goes against the «xabeotukvia
taén». The speaker of the poem, like another Socrates, gives the impression that he
has the absolute knowledge over the erotic matters and therefore he gives a
‘speech’, an ‘account’ about them, in an extract which could harmonically fit into the
Symposium; yet it shall be surely characterised as more monologic and didactic.

According to the speaker of the poem, hedone should be celebrated and
everyone should acknowledge its power and domination over the life of a person. It
has to be stated that at this point Cavafy goes against the Platonic ideology on Eros
as stated in the Phaedrus, where he demonstrates Socrates referring to a twofold
desire that dominates all people: an inherent desire for hedone and an acquired
opinion (86¢a), which is based on the apprehension and realisation of reality and
leads us to aim for the best in our lives. Sometimes this twofold nature which exists
among all people comes to an inside agreement and balance, and other times it
creates an inner fight because one direction dominates the other or vice versaln
doing so, two features come to the fore: prudence («ocw@poocVvn») and hubris

(«UBplg»); prudence when reason and tendency for the best dominate and hubris
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when the person follows deliberately and limitlessly the desire of his body for
constant hedone, for the hedone of the beauty and the hedone of the beauty of the
body.

For Cavafy, hedone should undoubtedly dominate over «cw@pocvn» and this

does not constitute hybris, but a liberating act. 191 The importance of hedone is so
great that it should constitute the «oVvvtaypa» based on which a state should be
ruled. «Zvvtaypoa» refers to a ‘battalion’, which emphasiss the masculinity of Greek
love, though it also shades into ‘constitution’ and also might imply «cuvtayée» too, in
the way that the word is used in the poem «Katd teg ouvtayég apxaiwv EAAnvocupwv

ué(yoov».152

Not only should it be legitimate for someone to give in to all the pleasures of
the flesh, but, more than that, it should be the profound and ultimate law for the
creation and organisation of every society. The speaker makes a distinction between
the antithesis of «ot vopotr ™¢ nBwne» and «to Luvtaypa tg Hoovig»; the former
leads, mistakenly according to the speaker, to the restrictive feelings of guilt
(«evoxns») and responsibility («evBuvne»). «HOwm» and «apetr» are clearly given as
burdens, restricting free and authentic expression and in doing so they get invalidated
and underestimated as values. The ultimate ‘duty’ of someone, given in the text with
the momentous word «xpéog», is to always follow his desires, without resisting at all.
The «xpéog» for hedone becomes as important as the «xpéog» to protect one’s country

53

in the recognised poem «@spuo1r1')7\£g>>l ' since the poet significantly uses this

specific word to indicate someone’s responsibilities.

151 Hedone, even though differently defined, is liberating in Sikelianos as well, as we shall

see later on.

152 Cavafy, The Collected Poems, 202.

153 Cavafy, The Collected Poems, 10.
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The speaker of the poem154

connects the complete giving into hedone with
bravery and courage in the same way that Plato in his Symposium displays
Socrates supporting that the ultimate features of homosexual Eros are power and
bravery and he argues that it is because of this reason that he praises it and he
makes an encomium about it. It is a feature that Cavafy often brings to the fore to

the poems of his canon as well, and in particular to the poems «Emijyoa» 155 iy
which we find the verses «K’' fma and Suvatd kpaoid, kaBwg mov mivouv ot avdpeiol

™¢ ndoviig» and in the poem «l'[o?wé)xatog»l56

and the verses «I'U GtoApa cwpata
Sev elval kapwpévn autg g (Eotng n ndovn». In the end of the poem «To Zvvtaypa
™¢ H8oviig» we come across the idea that, according to the speaker, by allowing
yourself to be freely sexually expressed you are worth of surviving time and be
remembered after your death because this very feature, let alone duty, makes you
worthy of poetic depiction in «Ta pauowAeia NG TToINcEwS» and also constitutes a
denial that homoeroticism is effeminate. The idea that someone is worthy of being
transferred into a poetic context and by this to gain posthumous fame is also present

in the poem «l'lép(xoua»157

in which we come across the following verses: «K’ étot
éva sl amAd yivetat a&lo va to dovpe, kL arm’ tov YYnAd ¢ [lomoews Koopo pa
OTLYMT] TIEPVA KL qUTO — TO aoBNTIKO TSt e to alpa Touv KavoLvplo kat (eoto». This
idea is originally mentioned by Socrates in Symposium where Plato presents

Socrates referring that Eros is the best co-operator of human beings to conquer

mortality. 158 gocrates also claims that creators love and proceed to their creations
motivated by their will for immortality and posthumous fame, a dominating feature
among poets too and a characteristic which Cavafy often refers to. Socrates argues

about the ways that a mortal human being can claim immortality and this is by

154 Very much in style of Platon Rodokanakes (1883-1919) and his De Profundis. As the
editor Nasos Vayenas states in the Introduction of the book referring to Rodokanakes: « (...)
SlakpiBnke w¢ pia amd TIg TAEOV EVELAPEPOVTEG LOPPESG TOU EAANVIKOU
awoOntiopov».Therefore, it a shame that scholarly research has neglected him to a great
extent.

155 Cavafy, The Collected Poems, 74.

156 Cavafy, The Collected Poems, 74

157 Cavafy, The Collected Poems, 100.

158 See the next page and footnote 160 for the elaboration of this argument and specific

references to Plato’s text.
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leaving behind something new which is the same with the old self which is leaving;
poems, photographs, images, statues, epigrams and so on can be possible

inclusions of this rule.

The call for a total yielding to the «EmBupiaig, mov elvar ta teAsidTata

159, «&@npot

Oeol Tov OAVpmou» and «to Koymtiplov tou Idswdoug», explicitly bring to mind

TAdopata Twv TeAelwv Oewvr», as well as the references to «at Mopgai»

Socrates’ myth in Plato’s Phaedrus, having to do with the claim that every erastes
falls in love with an eromenos who has the features of the God that the soul of the
erastes used to follow and support. According to the myth, each soul incorporates
this remembrance of the ideal Beauty and every time a person falls in love, they seek
to cultivate in the soul of eromenos the same characteristics of the ideal beauty that
their God possessed and which they remember very well, since Eros triggers the
mechanisms of memory. Because of these references, the text acquires a clearly
homoerotic character; behind the negative aspects of the society and its restrictions

we can clearly interpret that the text refers to heterosexual society.

Cavafy’s mise en scéne is craftily created in such a way that enables us to
imagine the speaker of the poem to orate before an audience. This is reinforced by
the fact that the speaker uses colloquial Greek and the second person plural in
addressing his audience, indicating that he refers and actually gives advice to an
amount of people and definitely he refers to more than one person. This group of
people shall be identified with the ‘initiates’, people who, according to Cavafy , are
being authentic to themselves and are consciously giving in to the urges and calls of
their body, looking for the ultimate hedone. As we will see later on, Sikelianos also
refers to a category of initiates, who have more or less the same characteristics. The

origins of these initiates are to be sought in Plato’s Republic.

The ancient poet bases on these certain features and values of people the
foundations of his ideal society. If the ideal citizens according to Plato’s Republic

159 Cavafy’s preoccupation (like that of von Aschenbach in Death in Venice) is with the

mortal who can ascend «ota 18aviké» (Cavafy, The Collected Poems, 58).
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might be compared with the initiates of Cavafy, then Plato’s ideal ‘Republic’ should be
paralleled with Cavafy’s ideal «Z0vtaypa». Therefore, the words «moAtteia» and
«ovvtaypa» function synonymously, since both Plato and Cavafy in «IloAtteioa» and
«To ZOvtayua g Héovno» respectively offer their suggestion for the formation of the

foundations and the organisation of the institutions of their ideal state.

The Cavafian reference to «Xvvtaypa» and to the virtue of bravery which the
lovers have to demonstrate recalls an abstract coming from the Symposium and
specifically from Phaedrus’s speech. Taking into consideration the total sum up of
the Platonic elements found into this poem, | believe that behind Cavafy’s choice to
use the expression «Xuvtayupa g HSovne» lies the following part from Phaedrus’s

speech in the Symposium:

(...) and in the selfsame way we see how the beloved is especially ashamed before
his lovers when he is observed to be about some shameful business. So that if we
could somewise contrive to have a city or an army composed of lovers and their
favorites, they could not be better citizens of their country than by thus refraining from
all that is base in a mutual rivalry for honor; and such men as these, when fighting
side by side, one might almost consider able to make even a little band victorious over
all the world. For a man in love would surely choose to have all the rest of the host

rather than his favorite see him forsaking his station or flinging away his arms (...).160

According to Phaedrus the ideal state or army should consist of lovers. The
reason for this is that lovers would have been trying their best to impress their
beloveds with their generous and brave deeds, without showing cowardliness in any
possible way and protecting their beloveds until death. Bravery is a virtue that Eros
infuses to people; and it is this sort of bravery which is perhaps the Platonic element

which Cavafy draws on most emphatically.

160 Plato, Symposium, in the Perseus Digital Library,
http://www.perseus.tufts.edu/hopper/text?doc=Perseus%3Atext%3A1999.01.0174%3Atext%3
DSym.%3Apage%3D179 (accessed 17 January 2018). The achient Greek text reads as

follows: «el oOv pnyxavr) Tig yévolto Mote mOAV yevécBal f| otpatdmedov £pacTt®dV T Kal
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TALSIKGY, 0UK 0TIV OTIwG AV GUEVOV OIKNOELOY TTV EAUTOV 1] ATIEYOUEVOL TTAVTWY TOV alop&dV
Kol @AOTLHOUEVOL TIPOG GAANIAOVG, Kal poyOpevol Yy’ &v pet dAAAwv ot ToloUtoL Vik@dev Gv OAlyol
6vTeG WG £TT0¢ ELTIETV TTAVTAG AVOPWOTOUG. £p@V Yap Avip UTIO TSIk G@BTfjval HAlmTwv Tagwv 1y
dmAa dmoBarav fTTov Gv S1mov §£Eaito 1 VO TAVTWY TV GAAWY, Kai TpOTOV TouTEOVAVAL &V
TIOAAQKLG EAOLTO. KOl PNV EYKATOALTIEWY YE TA TTaSikd 1j ur) BonBfjoal kivduvevovti— ovdels oUTw
KaKOG SvTva 00K &v avTdg 6 "Epws #vBeov omjoele Tpdg dpetiv, Mote Spotov elvat T dpiotw

@voel (...).» loannis Sykoutres, ed. Platonos Symposium (Athens: Kedros, 2005), 178e.
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«Meg TRV 1€p TToU 2’ 10 Bpswe MAaTwvikA pavia»: the case of Angelos
Sikelianos

The deep relationship of Sikelianos with the ancient Greek past is well

known.161

Throughout his work Sikelianos exploits the ancient Greek past and
especially ancient Greek mythology to convey the continuity between the ancient
Greek ideal and modern Greek reality. His life, dedicated to the promotion and revival
of the Delphic celebrations and of what he called the «Agi@wn Wéax», leaves no
doubts that Sikelianos endorsed in his oeuvre his life’s ideals, calling for «tnv €Bvwkn
ekelvn mvevpatikny evotnta». However, an acknowledgement of Sikelianos’s
homoerotic dimension is relatively a new observation; ‘relatively’, because there has
been already a study of certain of his poems and specifically of «I[lavtapkng»

(1914)162 in comparison with some Cavafian homoerotic poems163

which, in doing
so, brought already to the fore the presence of homoerotic elements in the work of
Sikelianos. But what has never been argued is that Sikelianos himself suggests a

homoerotic or at least homosocial reading of his sequence «Agpoditng Ovpaviag»

(1914-1929).164

| will proceed here to a demonstration and illumination of the homoerotic aspect
in the work of Sikelianos, by focusing on his dialogue with Plato’s ideas on Eros, as

expressed in his Symposium and Phaedrus. At the same time, in my effort

161 see Andreas Phylactou, 0 uv8og kat n Avpa O apyaioeAAnvikog uvbog oto «Avpiko Bio»:
ZuuPoAn atn UEAETN TV TNYWV Kal THS TownTikn¢ Tov Ayyedov ZikeAtavov (Athens: Kastaniotis,
2003) and Edmund Keeley, ‘E Melaloprepes Phone: O Sikelianos kai e Ellenike Mythologia’, in
Mythos kai Phone ste Synchrone Ellenike Poiese (Athens: Stigmi, 1987), 61-91.

162 Angelos Sikelianos, Avpwdg Biog, B’, ed. Geogrios P. Savvides (Athens: lkaros, 1966),
122-126.

163 seferis was the first to compare «Ilavtapkne» with the Cavafian poem «H Kndeia tov
Tapmndovog»: George Seferis, Aokiuéc A’ (Athens: Ikaros, 1981), 401. Ritsa Frangou-Kikilia
compares «Iavtapkne» with the Cavafian poem «Ewkwv Eikoottpletovg Néov dtiaypévn amo
®{dov Tov OpnAika, Epacitéyvnv»: Ritsa Frangkou-Kikilia, ITévte uedetnuata yia tov Ayyedo
Zikellavo (Athens: Theoria, 1984), 160-195. For a detailed comparison of the poem of
Sikelianos with the poem of Cavafy «Tvavevg I'AUming» see Liana Giannakopoulou, «H
Mumtkn) oty Iolnon tov ZikeAlavol», Anti 749 (2001), 36-37 and Liana Giannakopoulou,
«KaBdaeng kat ZikeAlavogy», Nea Estia 154:1761 (2003), 635-651.

164 Angelos Sikelianos, Avpikdg Biog, B’, ed. G.P. Savidis (Athens: Ikaros, 2003).
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to better define and clarify this element in Sikelianos, | will proceed to relevant
comparisons with Cavafy and loannou. Interestingly, Sikelianos emerges as a
surprising instance of where the ‘Greek love’ of Plato simply cannot be kept out. In
other words, Sikelianos constitutes a representative exemplum in Greek literature

where Platonism cannot readily be invoked without some element of the homoeraotic.

Sikelianos’s broad knowledge of Plato is documented by the multiple

references to Plato in his [le{o¢ /\évog.165 Eva Sikelianou argues in her
autobiography that her husband «Ilepiéypage ™ yvwpuuia tov pe tov IMAdtwva kot
16lwG PE TOUG TPOCWKPATIKOUG KAl PE OAX T KATAAOLTA TWV aApXOaiwv EAANVIKWV
EPywV, TOU £X0UV PTAcEL oTa Yépla puag». At the same time Sikelianos gives his
opinion about Cavafy, whose work he admired and supported. He mentions in his
correspondence to Marios Vaianos that

(...) Etoy, yia tov kUplo Kafden éxw peydAn cuumabela kat ektipnon, xwpis va mpémet
Kol voo ypaw KpLTikny yU aQutov, TPAyHa Tou 8V Ko TOTE KAl TIOU, TPOTIAVTIWY

onuepa ya péva, Ba ntave cov avoo(pokuég.166

Also, Sikelianos makes in the volumes of his lMe{6¢ Adyoc¢ specific reference to

167 poems

the Cavafian poems «Tvaveug I'Avmtng» and «Ta Adoya touv AXAAEWG»
that he admires. In the case of the relationship of Sikelianos and Cavafy in particular,

we can talk about perception and contribution to the tradition of Platonism.

Between 1914 and 1929 Sikelianos writes a group of twenty-one poems, a
poetic sequence which he later entitles «Ag@poditn Ovpavia». The title of the poetic

collection refers to the twofold distinction of the nature of Aphrodite as «mavénpog»

165 Angelos Sikelianos, I1e{o¢ Adyog, E’, ed. G.P. Savidis (Athens: lkaros, 1985), 345.
166 c. p. Cavafy, EmiotoAéc oto Mdpio Baiavo, ed. E. N. Moschou (Athens: Estia, 1979), 38.
167 Angelos Sikelianos, I1e{o¢ Adyog, B ’, ed. G.P. Savidis (Athens: lkaros, 1980), 40.
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and «ovpavia». The distinction is introduced in the Symposiunm and particularly in
the speech of Pausanias, who makes reference to the existence of two Aphrodites
and therefore to the existence of two sorts of Eros. The «Ovpavia» Aphrodite is older
than the other one, her father is Uranus and she does not have a mother. On the
other hand, the «Ilavénuog» Aphrodite is younger and her parents are Zeus and
Dione. The Eros which is a co-operator of the first one is called «ovpaviog'Epwe»
and the Eros which is a collaborator of the second Aphrodite is the «mdvénpog
Epw¢». These two sorts of Eros have different characteristics: «mavénpog» Eros is
connected with negative features; it is the sort of love that random and nefarious
human beings feel for mortal bodies, without properly appreciating the value of the
soul. Because of the reason that in the birth of «mavénuog» Aphrodite participated a
woman and a man, Zeus and Dione, «mavénuoc» Eros has women as the objects of
its erotic desire; emphasis is given only to the raw sexual instincts and their fulfilment.
According to Pausanias, this is an undervalued sort of ‘earthy’ Eros, which is
expressed towards women or children, in a wrong way, without aiming anything

superior or deeper: a pointless and flagitious sort of Eros.

On the other hand, the Eros of the «ouvpaviag» Aphrodite is the respectable
sort of Love in Ancient Greece, a pure, authentic and decent feeling, where human
beings are concerned primarily for the soul and not for the body and therefore the
expression of this love remains away from lewd acts. Because of the fact that in the
birth of this Aphrodite no feminine took part, men who are characterised by this sort
of love are falling in love with other men, because they understand that males are by
nature cleverer and stronger. Apart from homoeroticism, it is under this category of
love that Pausanias lists the pure love of an older man towards a child and the love
of a child towards an older man (pederasty). These expressions of love are
vindicated, honoured and recommended in ancient Greece, according to Pausanias

in the Symposium.

Therefore, Sikelianos’s choice to give this title to this group of poems is not
random, because the poems that the collection includes are pieces of a deep and
divine Eros towards Beauty in general. More specifically, some of this poetry of
Sikelianos can be characterised as ‘uranian’, in the modern sense of the word. The
modern term ‘uranian’ was introduced in 1864 to describe a ‘third sex’, a sex in

between homosexuals and heterosexuals, and was used especially by Edward
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Carpenter and John Addington Symonds to describe people (especially poets and

artists) who were characterised by an exquisite love of beauty above class and

gender barriers.168 This beauty is present in the poetry of Sikelianos in its many
expressions: nature, life, women, men, religion, ancient Greek past, Eros, Hedone.
In the first poem of the collection, which is also entitled «A@poditng Ovpavia» we

come across the following lines:

Tov m6Oov WG Avétat oAdyupd pou 1
{ovn, TOU AUTPWUOV HOU 1 HUCTIKY
TopLA

Bplokel To uAyo mVEUQ, TIOU LE
{ovel v néovyy cav TEAQO TN

oTEPLA.

The position of the word «ndovr)» at the beginning of the poetic collection
marks its central use for the interpretation of all the following poems and also takes
a word central to Cavafy’s poetry and poetics. But the word «m66og» seems to be
indicative of carnal lust; since it is a word that Cavafy never uses, Sikelianos at this
point appears to be far more daring than Cavafy. Even though the words«m66o¢»
and «ndovn» in these instances have no clear homoerotic overtones, poems
included in the collection, like «Iavtapkne» and «I'iavvng Kntg», in association with
the title of the collection, gives us the impression that the words refer to all kinds of
Eros. Apart from this, as indicated before, Sikelianos clearly states his admiration

for Cavafy and for his work.

Therefore, especially the word «ndovii» might be consciously used to indicate
a conncection with the Cavafian corpus. For Cavafy, homoeroticism is an elevating
feature, which means that someone is strong enough to experience a life full of

hedone and remain authentic to his desires. It is a modus vivendi that he promotes

168 The term was later on identified with homosexuals. For more information of the
‘intermediate sex’ see Edward Carpenter, The Intermediate Sex: A Study of Some Transitional

Types of Men and Women (London: TheClassics.Us, 2013).
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through his poetry and therefore the word hedone has been ascribed with
homosexual undertones. «Héovi)» is a feature of brave and unique people; it is a

mark of excellence: «K’' nma amo Svvatd kpaold, kabws / Tov mivouv ot avpelot NG

169, «T'U atoApa cwpata dev elvat Kapwpevn / autng g {€otng n80vr’]»170.

néovne»
In the above lines, Cavafy’s «ndovn» is related to a sense of violence and risk, which
derives from the adjectives «avdpeior» and «d&toAua». Furthermore, Cavafy’s
«ndovn» is a characteristic which makes someone’s life worthy of poetry and, thus,
transcribed into art (See the poem «Ilépaocpa»). On the other hand, the use of the
word «ndovn» in Sikelianos refers to both homosexual and heterosexual love and,
within the definition of ‘uranianism’, it actually refers to the deep erotic feelings that
dominate a person before the idea of Beauty, found in all things (in the spirit of
«Alapoiokiwtos»). Having said that, «ndovr)» in Sikelianos is different from
«ndovn» in Cavafy, in the sense that in Sikelianos the word does not have only a
homosexual meaning: it would be ill- judged to suggest that there is a possible
homoerotic reading of the «Agpoditng Ovpaviag» sequence as a whole. Yet, in one
poem, «Ilavtapkneg», Sikelianos does give surprisingly open expression to
homoerotic sentiment in a way that builds on what is just a hint at the Uranian in

general.

The poem «Ilavtdpkne» was written in 1914 and has been characterised by

Vivette Tsarlamba-Kaklamane as «éva amd ta aobBavtikdotepa KAl opTIOTEPX

OLKEALAVIKA TTON uaw»ln. Sikelianos puts the ancient Greek expression «o Taig

169Cavafy, The Collected Poems, 74.

170Cavafy, The Collected Poems, 74.

171Angelos Sikelianos, Avékdota momjuata kat I[lea, ed. Vivet Tsarlampa-Kaklamane (Athens:
Estia, 1989), 224.
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KO(?\c')g»172

as the motto of the poem, which was a famous expression that the
creators used to engrave on the ancient Greek vases, paying tribute to the beauty of

the young boy who was coloured on the vase. As Sykoutres mentions:

O amAoikol akOUN AYYELOYPAPOL EGTOALLOV TA AYYELX TWV PE TA OVOUATA TWV WPAIWY
epnBwv ™G nuépag (o Seiva kaAdg), OTMwS Twpa oL Adikol AvBpwTol HE TAG

PWTOYPAPIAS TWV KIVIUATOYPAPLKOV ACTEPWV KAL TWV SLA@OPWV WULG. 173

The motto of «Ilavtapkng» is central to the poem: by giving this epexegesis to the

title, Sikelianos indicates delicately from the beginning the theme that will occupy him

in his poem.174 The poem begins with a detailed description of nature, which is
described in a way that can be characterised as sensual: nature plays significant role

in the arousal of the senses.l75

172 For the definition of the term «kaA0¢» as used in the ancient Greek literature Dover
offers the following explanation:’ (...) the word kalos (...) means ‘beautiful’, ‘handsome’,
‘pretty’, ‘attractive’ or ‘lovely’ when applied to a human being, animal, object or place, and
‘admirable’, ‘creditable’ or ‘honourable’ when applied to actions or institutions.” And he goes
on by offering a considerable distanglenment which immediately stresses the ‘carnal’ angle
of Sikeliano’s poem: ‘It must be emphasised that the Greeks did not call a person ‘beautiful’
by virtue of that person’s morals, intelligence, ability or temperament, but solely by virtue of

shape, colour, texture and movement’ (page 16).
173 |oannes Sykoutres, IMdatwvog Zvumdaio (Athens: Kaktos, 1934), 50.

174 sikelianos consciously alludes to the Platonic dialogues; in specific, the motto of the
poem brings to mind the Phaedrus, which has the explanatory subtitle «mepl kaAov n0Owog -
epl Touv wpatov NOwoG», where Plato promotes the idea that Beauty does not exist without
ethos and the other way around. Therefore, we assume that the adjective «xaA6g» of the moto
of the poem «Ilavtdpkne» does not refer only to the exquisite physical appearance of the

youth, but also to his prudence and his morality.

175 see Angelos Sikelianos, «H ®von kat n AmootoAn tov Avpiouot», Nea Estia 108:1281
(1980).
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This highly stimulating environment constitutes Sikelianos’s own mise en
scene to introduce the erotic «é@pnfog» Pantarkes, which brings to our mind the
multiple references to the ‘ephebes’ in the poetry of Cavafy. In Cavafy, ephebes are

youths on the borderline of becoming men, they have an exquisite physical

appearance, and constitute objects of homoerotic admiration.17® Most striking of all

is that in Cavafy’s «lwvikov» (1911)177 and «Evag 0e6G twv» (1917)178 a divine
element is applied to ‘ephebes’ and they are presented as gods. The description of

the ephebe Pantarkes corresponds to these features and he is presented as such.

Consider these stanzas of the poem:

(...)

[lepiSpooa ta PAépapa, SGmTAaTa EKPATEL O
0TOXUOUOG Kat §ev Ta (Uywve UTIVOG:
TOOO NTOVE TOTIOTIKOG TWV APWHATWV Kol

YAUkOG 0 Seitvog...

0 Auxvootatng TtpipAoyog, oto Tpimodo
OTNTOG LEG OT APYACTIPL,
EPWTAE TO CUAAOYLOHO T  AVTPOS IOV GTNV TIAAALN

ToV elxe yelpetL..

Kt o epnfikdc mevtabintig ediavevev
apyOG 6T OAVUTILO UATL,
avapes’ am ta oLVEPYX, YUHUVOG, UTPOOTA OT'TO

TpiAoyo Tov AuxvooTaT.

Me 1t yoAnvn kot T Bela votid o texvitng

£UEVE KL aypUTIVA,

176 Ekdawi makes a distinction between ‘ephebes’, ‘boys’ and ‘youths’ in Cavafy’s
homoerotic poetry. For an interesting and revealing discussion see Sarah Ekdawi, “Cavafy’s
mythical ephebes,” in Ancient Greek Myth in Modern Greek Poetry: Essays in Memory of
C.A. Trypanis, ed. Peter Mackridge (London: Frank Cass, 1996), 33- 52.

177 Cavafy, Collected Poems, 70.
178 Cavafy, Collected Poems, 88.
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0T HUOTIKA GUUTOCLO GUVNBIOUEVOG PE TOUG

0eo¥¢g Tov edelmva...

()

It is the sexualised component of nature which lifts the mind of the speaker to
the eroticised ancient Greek past and the word symposia leads the reader to think of
Plato’s Symposium. Along with the mind of the speaker, the mind of the reader is

elevated to a different world, the world of the ancient Greeks.

Phidias appears to be lost in thought: he cannot sleep and stays awake in the
night, in his atelier. The poem reminds the Cavafian mise en scéne, since «o

AuxvooTtang TpipAoyogs, oto Tpimodo otntdg» can be paralleled with the lit lamp of the

Cavafian poem «At’ teg evvia» (1918).179 Both function as mediums for memory and
the imagination to beactivated and create the proper mystic ambiance for the
awakening of the senses. Emphasis is given, for example, in both poems to the sense
of smell and «apwpata», and for sensual feelings of hedone to come to the fore. The
speaker in the poem of Cavafy also sits all alone in his own place and appears to be
lost in his own thoughts, when:

To eibwlov TOL Vvéou OCWUATOG
1OV, AT’ TEG EVVIA TIOV Gvaya TNV
Aduma, NABe kAL pe MUPE KAL UE
60unoe KAELOTEG KAUOPES
APWHATIOUEVES,

KoL Ttepaopévn ndovn - TL ToAunp1 ndovn!

Through the warmth and the light of Phidias’s lamp, appears the statue of the

naked young athlete, Pantarkes, and grasps the attention of the sculptor, like another

Cavafian «Kaloapiwv» (1918):180

179 Cavafy, Collected Poems, 78.

180 Cavafy, Collected Poems, 84.
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()

Kt 6Twg ta patia eonkwoe k' €ide Yuyxn tov
‘E¢npo xoptdtm
o’ TNV OAUUTILX OLYOALX KL O’ TN VUXTLAV

0TIO0PBNE pUPWSAETY,

To BAupa, ooV ™G Ndovig ouvnOLoE WG
aLtog to popo,

KatéBfaoce ota o0l TOV, 6TA XEPLA, GTOVG AAYOVES TOU,

GTOV WO,

KL avaAoyiotn: OAOumov, w Ala, av avaotnow
Ze, 81k pov ag v’ n xdapn
va ypayw pévo otov modlov Tou pa ywviav: «Eiv’

opop@o o Mavtapkng moAkapt! ..»

At the sight of the youth as transmuted in art, Phidias’s soul rejoices and
illuminates. Sikelianos’s choice at this point to use the word «’E¢gpnfog», with an initial
capital letter, is not random, since in this way he captures the human and at the
same time divine nature of the youth, as well as the admiration and the pure love that
the creator feels for his creation and for the youth it respectfully represents. The
category of the Ephebes is significantly come across also in the poetry of Cavafy,
invested again with a twofold substance: human and divine characteristics; and as
such they are admired, loved and adored. Also, the reference to the word «’E@nfog»
unites the poem «Ilavtapkng» of Sikelianos with the poem «To Zvvtaypa tg Hoovig»
of Cavafy, which has some of the same characteristics. The word endorses
something ideal which brings to the mind Plato and his Forms. | assume that both
Cavafy and Sikelianos aimed at incorporating within a word the specific Platonic
feature and the word «E@nBog», with a first capital letter serves this purpose in the
work of the two poets. This observation reinforces my argument that Cavafy and
Sikelianos share the view that even though the reality might be unsatisfactory,
someone can always ‘elevate’ their mind to the ideal; Plato’s theory on homoerotic

love represents the ideal.
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The viewing of the statue stimulates the sculptor and allows feelings of
admiration and hedone to grow. The gaze of the sculptor playfully wanders around
all the parts of Pantarkes’s body and desire increases. The hedonic stimulus that
Phidias experiences at the view of his creation and through the artistic process itself

his statue which represents the ideal Beauty of the ephebe Pantarkes, may be
compared with the Cavafian poems «Tvavedg ['AVTTNG» (1911)181, «Evwmiov tov

aydApatog touv Evdupiwvoo» (1916)182’ where the speaker of each poem gets

stimulated and relives hedonic moments at the view of a statue or of an image.

Following the same Platonic line is also the poem «Tvavetg FAvTINg» (1918).
The speaker of the poem is a sculptor from Tyana, who, according to his words, is
famous for his statues. In the poem he makes reference to his creations, of which he
is proud, and mentions the care, dedication, love and attention to detail which
characterises his sculpting. The attitude that the sculptor holds towards his work is
reminiscent of Socrates’s references in the Symposium to the tendency of human
beings and especially poets and other craftsmen to pursue immortality through the

work that they leave behind. The last stanza of the poem reads as follows:

Mo va To £€pyov LoV TO TILO ayamnTo

oV §oVAEPA CUYKIVUEVA KAL TO TILO TPOOCEKTIKA: QUTOV, MK HEPA TOU KAAOKALPLOU

Bepun

IOV 0 VOUG POV avEBaLVE 0T LBaVIKA,

AUTOV €8 OVELPEVOOVY TOV VEOV Epwﬁ.183

It is obvious that Cavafy with these last verses brings the poem to its climax
and the sculptor utters these words with an explicit emotional peak. The importance of
this «véog Epune» is so great for the sculptor that the statue «aiobnpatomoieitay for

his creator, using an important verb that Cavafy uses in his poem «Ztov (t0 xwpo»

181 Cavafy, Collected Poems, 58.
182 Cavafy, Collected Poems, 80.

183 Cavafy, Collected Poems, 60.
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(1929)184
«Ze SnULoVPYN O LEG OE XUPA KOl LEG O€ AVTIEG: IE TOG TEPLOTATIKA, IUE TOOH TIPAYUOTA.

«K" aiteOnuatomoinkes oAOKAN PO, Yot uévoc».185

The thrill that the sculptor feels when he views this specific statue shall be
compared with the feelings of the speaker of the poem «Katw am’ to omit», who, when
wandering around the house where he enjoyed the man of his erotic feelings
confesses that «n vmdéotacic pov 6An amédide v @uAaxbeica ndovikny ovykiviiow,
whereas the nearby surroundings «apéows wpaicOnkav am’'mmyv yontela tov épwtogy. It
is the Eros that with its «efaiowav woxOv» changes everything. Evidence of this
emotional climax in the last stanza of «Tvaveug M'AvTTNG» IS the characterisation, «to
o ayatmtoy, which is ascribed to the statue, but mostly the adverbs «ouykwvnuéva»

and «mpooektika», which produce and increase it.

In this poem, the viewing of the statue of Hermes and the warmth of such a
summer day pushes up the mind of the sculptor to the realm of the Ideal: «o voug pov
avéBawve ota Wavika». The Platonic undertones of the verse are evident. The verb
«avéBatve» is not put here accidentally, since it also creates the feeling of an ascent,

of a progression to perfection.

The verb «ovelpgvopovv» which we come across in the following verse «avtoév
edw ovelpevopovv Tov véov Epun» indicates that, in the same way that the can become
conscious and denatured into the form of a dream, similarly, according to Plato, the
soul can remember in this life the ideal love with a God that a human being
experienced in the pre-existence. Instead of the verb «ovepgbopovv» we could
comeacross in the same place the verb «evBupolUpouvv», a strongly Platonic verb,
which is significantly often found in the homosexual poetry of Cavafy which places
emphasis on the erotic functions of memory. In the poem «Eméotpepe» (1912), for

example, we come across the verses:

184 Cavafy, Collected Poems, 196.
185 Cavafy, Collected Poems, 196.
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K embupia maAld Eavamepvd oto alpar 6Tav TA XEIAN kAl To Sépua evOupovvtal, K
aloO&vovtal Ta xépla oav v’ ayyilouv maAl Eméotpepe cuyva kat maipve pe mv voxta,

oTav TA XEIAN Kat To §€pua evbupovvTal 186

Finally, the adjective «véog» which is applied to describe Hermes might also
have a Platonic connection, in the sense that a ‘new’ Hermes presupposes an ‘old’
Hermes; therefore, the ‘old’ Hermes is the ancient Greek God that the sculptor had in
mind, ‘remembered’ in his own way and tried to fuse his ideal Beauty in the statue
that he created, in his effort to make it as similar to his ideal God as possible. This
‘new’ Hermes is made following the sculptor’s aim to recreate the ideal Beauty l1and
Form that he somehow experienced again as a soul without a body in the pre-

existential phase, according to the Platonic myth of the Symposium.

A special reference has to be made to the admiration that the sculptor shows
for the parts of Pantarkes’ body. What Sikelianos does at this point is a technique
that Cavafy would not proceed to, as Seferis noted. On the other hand, Cavafy would
proceed to a description of the beloved’s facial characteristics, like his eyes and his
lips, avoiding becoming more sexually explicit and direct by referring to specific body
members. On the contrary, Sikelianos reference to the «Aaydévec» of the youth is
indicative of the fact that the sculptor looks improperly — or at least frankly — at the

young man.

A second and very important level of analysis and interpretation is interwoven
in the last two stanzas of the poem; surprisingly, it has not been the subject of the
critics’ attention. The references to the «aitog» and to Zeus suggest and leave the
world of ancient Greek mythology wide open for the reader. More specifically, the
two words function as key-words which hint at and ‘unlock’ in the poem the most
known homoerotic incident of the ancient Greek mythology: the abduction of
Ganymede. According to the myth, Ganymede was the prince of Troy and a youth
very famous for his exquisite physical appearance. Zeus fell in love with him,
transformed into an eagle, abducted Ganymede and brought him to Olympus in

186 Cavafy, Collected Poems, 72.
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order to constantly be close to him, making him immortal. 187

This myth attracted the interest and the attention of many creators, who tried
to capture into their art the supreme beauty of the youth and his abduction by Zeus,

an extreme move which was the symbol of extreme lust. As Blanshard comments:

Plato accused the Cretans of inventing the story to legitimise pederastic desire. In the
Phaedrus Plato argued that there was nothing sexual in this story, the ascension of

Ganymede was a metaphor for the pure souls’ love of divine beauty.188

Sikelianos goes along with this interpretation of Plato and attempts as a creator
himself, to incorporate it into his poem and specifically as the key for the
interpretation of the last two stanzas of his poem. He compares the ideal beauty of
Pantarkes with the ideal beauty of Ganymedes, which could make even Gods
become erotically ‘possessed’ and fall madly in love, in the way that Plato very
tangibly describes in Phaedrus. Sikelianos’ choice to compare Pantarkes with
Ganymede is innovative and characteristic, since in the Cavafian poetry the
handsome protagonists might be compared to Hyacinthus or Endymion but not to
Ganymede. It has to be noted that the figure of Ganymede has been captured in a

much more sexualised way in his artistic depictions, than Hyacinthus and Endymion.

The last stanza of the poem reveals the identity of the sculptor; the protagonist
of the poem is Phidias, who, according to the myth, undertook the task of creating a
huge statue of Zeus at the temple of Olympian Zeus in Athens. Therefore,
Sikelianos’ craftiness is identified in the fact that he represents Phidias, in taking
charge of this task, becoming Zeus himself; In the same way that Zeus was tortured
by erotic feelings for Ganymede and he wanted to take action and he did, Phidias

also is lashed by his own erotic possession about Pantarkes and the only way to

187 For more information on the appropriation of the myth of Ganymede see Blanshard, Sex

Vice and love from Antiquity to Modernity, 131-133.

188 Blanshard, Sex: Vice and love from Antiquity to  Modernity, 131.
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express it and set himself and his feelings free is to proceed to the action that he has
in mind and write the expression on the feet of the statue of Zeus. In doing so,
Sikelianos displays Phidias as a sort of victim who, simultaneously with this
undertaking of the creation of the statue of Zeus, also undertakes the burden to carry
off the Father of the Gods’ purpose and task, and release, through his art, not only his

own erotic tension, but Zeus’ as well.

But the analysis of the last stanza should not be restricted, since before our
eyes lies a third level of interpretation and approach to the meaning of the poem;
We, the readers, know that the famous statue of Zeus that Phidias created was
taken away from the temple and transferred to Constantinople, around AD 391.
There, in AD 462, it was destroyed by a fire. Consequently, Sikelianos, with his
writing, tries himself to resurrect («avaotioew) not only the statue, but the erotic
feelings and instincts of both Zeus for Ganymede and Phidias for Pantarkes. The
same happens with the poetry of Cavafy, who again tries to relive, through his writing
and his memory, erotic meetings and feelings of lust. The origins of this technique
may again be interpreted via a Platonic lens. Plato holds that creators share a
major common characteristic: their seeking for immortality through their work which
constitutes monuments of themselves. Their Eros for ideal beauty survives death

through the medium of their works.

Last but not least, | would like to refer to the interplay which occurs with the
triptych of the words «maig (motto) — ‘E@npog — maAwdapw. | argued elsewhere on the
significance of the word «E@nfog», stated with a capital E, which includes both divine
and human innuendos and it could be paralleled to an extent with the Platonic ideal
Mopeai, in the same way that Cavafy also uses the word in his poetic and erotic
manifesto of «To XUvtaypa ¢ Hovne». Yet, the similarity which «moig» and
«maAkap have has to be pointed out at this point. They are definitely words which
do not include a divine substance; not only they refer only to the human aspect of the
beloved person, but also the element of sensuality and eroticisation within them is

quite increased.

The ending of the poem with the reference «o Ilavtdpkng moAwdpw» is a

translation of the motto «o maig kaAdog». Therefore, the poem acquires a circular
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impetus and, in doing so, not only it comes closer to Cavafy as far as this technique
is concerned (the last line comes to explain or repeat the title — in this case, the
motto), but also in terms of the oxaiogc épwg that moves towards the orders of
Havdnuog Appoditn, according to Plato. Having said that, the «Ilavtapxkng maiikap»

acquires  tangible characteristics, like those ofthe Cavafian

«TAATWVIKOG Xapu[Sng».ng Sikelianos was to return to the homoerotic aspect of

Plato in a later phase of his career, marked not only by personal setbacks, but by the
tragic death of a leading Plato scholar.190 Sikelianos dedicates a poem to loannes

Sykoutres.191 The poem constitutes an encomium to the dead Sykoutres (1901-
1937), who made a considerable scholarly research, analysis and translation of
ancient Greek literature. Among other studies, we owe to Sykoutres the first
adequate critical translation into Modern Greek of Plato’s Symposium, published in
1934. What has to be emphasised at this point, is the fact that Sykoutres came in for
a ‘war against him, having to do with the introduction of his translation of the
Symposium and mainly his clear references to the feature of pederasty in ancient
Greece. A massive wave of negative criticism was aroused against him, which was
initiated and strongly represented by other scholars, the journal «EmoTtnuoviki
Hxw» and, of course, the Church. The culmination of the reactions against him was
the fact that he was «Swapbopéag Twv nBwv», as another Socrates, and of being a
homosexual himself. Sykoutres’ response to his categories came with the publication
of his famous text «H exotpateia katd touv Zvumooiov. Ta kelpeva kot ot
koAovpomtwAaw, published in 1937. Yet in the same year, being devastated, among
others, by the extremely negative criticism and attack, he committed suicide at the
young age of 36. It was, therefore, to be expected that Sikelianos, with his admiration
for Ancient Greece and Plato, would have been intrigued, challenged and inspired by

189 A similar interplay to the one of these three terms (mag-E@npog-moaAikdapt) in

«[Mavtapkne» we come across in the poem of Cavafy «Mépeg tov 1909, ’10 kot ‘11».

190 |n his poetic collection «Néxuwa B’», including poems written between the yars 1930 and
1945. It has to be clarified that, along with «A@poditn Ovpavia», the poetic collection «Nékuix

B’» was made up of poems from this specific period, but was not conceived as a whole.

191 Maria Athanasopoulou in her book about the Greek sonnet, has pointed out the
importance of this particular poem for Sikelianos and for the interpretation of his whole
oeuvre: Maria Athanasopoulou, To EAAnviko 2ovéto (1895-1936): Mia MeAétn Ilontikng
(Thessaloniki: University Studio Press, 2011), 183-188. Angelos Sikelianos, Avpiwkdg Biog, E’
(Athens: lkaros, 1968), 11.
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the case of Sykoutres. | shall argue that Sikelianos utilises both Cavafy and
Sykoutres as the ‘bridges’, roughly speaking, to reach the ancient Greek past and

Plato, specifically, as one of its greatest philosophers and representatives.

The poem reads as follows:

ZTO HUOTIKOV aVI)(POPO TOV VGTEPO TIOV ETITPES
ynAda otov AkpokdpivBo, va Edotpadav umpostd Zov,

WG OTNV KopEPN NG AoKNnong, oo va Tav pla ot TPELS
Molipeg A, w¢ extuma Suvatd, Tnv wp’ auth, 1 Kapdla

Yovu!

K&touv oTovV KAUTO TOATELWVEG (PWVEG, TIKPEG Kol
otelpeg, 0N YAaAon Toug EopLyav avoota T Ovoud
Yov.

Amavw ekel, oo V' dvolyav Ol QLWVIEG TOU
[Inydoov @Tepovyeg, TOU AVEUOU YAUKA TwG

émadav oL AVpeg !

Kt a ! mog Be va 'tav Suvatd, oa yopileg kot
TGAL OTOV OXAO, Yyl TNV QVIOT] TOU O€
KapTépae TAaAN, O0Ao Xou TO aipa povould

Eomiow va prn @UYEL,

1e TNV Lept) ov X’ to BpePe [Matwvikn pavia,
Babua mpog v amdkpuen tov HpdkAeitov Appovia

IOV ATAVW KL aTt’ To BAvato TV apovykpwvtal ot Alyoy;

In a Cavafian manner, the poem of Sikelianos reaches its climax in the lines of
the last stanza. The poet in these lines refers to the ‘holy’ blood of Sykoutres, which is
permeated throughout by the Platonic madness. The reference to this kind of
madness is not random, since with this reference Sikelianos alludes to Plato’s
dialogue Phaedrus, where Socrates holds that the human being who falls in love acts

as if they are mad, but this madness is to be considered a divine gift and not a
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negative characteristic of a person who foolishly falls in love («paviag, Bgia pévtol
Sooel dedopévneor). In like manner, Sikelianos displays Sykoutres as possessed; in
doing so hinting at his detractors who accused him, as Socrates was accused, of
‘corrupting the youth’. Sikelianos comes to support Sykoutres and displays him being
possessed by a divine gift. This divine gift is Sykoutres’s talent and charisma in the
accuracy of his work. He appears to be in a very intimate relationship with his work,
as if he is in love, in the ‘divine’ sense, mentioned in Phaedrus. Along with
«[Moatwvikn paviay, Sikelianos admires Sykoutres also for his knowledge and
application of «touv HpakAeitov Appovia». At this point, Sikelianos refers to the
philosophical theory of Heraclitus, who held that the balance comes as a result of a
battle of opposites; this fight can be internal or external, between the opposite powers
and tendencies existing inside all human beings and reflected at the same time in the
external world. It has to be pointed out that the reference to Heraclitus in a way
weakens the Platonic focus of the poem, perhaps showing that Sikelianos is a bit

192

inhibited over the homoeroticism issue, unless we read the Heraclitus point as a

quiet pointing to bisexuality, with «Atyow» echoing Cavafy’s use of the initiates.

Sykoutres appears to be one of the ‘few’, of «ot Atyow», who comprehend and
are characterised by these two philosophical features; they combine the ‘Platonic
madness’ with the ‘Heraclitean harmony’ and therefore they reach the top point of
the hierarchy of the ideal citizens, a peak which is occupied by philosophers and
poets, according to Plato’s Symposium and Republic. These few people shall be also
identified with the ‘initiates’ of Cavafy, with whom they have the same characteristics:
Platonic madness, Heraclitean harmony, authentic and free expression of
themselves and their feelings and pure, conscious devotion to hedone. This hedone
is mental of course in the case of Sykoutres. Yet, Sikelianos admires in Sykoutres
the fact that he is a pure admirer of ancient Greek Eros, which considers hedone as

a great deal.

192 pjato had also supported a similar ideology in his Symposium with the myth of the
threefold soul: the soul has three parts; the first one appears to be a charioteer and the other
two appear to be two horses, but totally antithetical. The white horse is prudent and obeys its
master, whereas the black horse is arrogant and does as it wishes. This inner fight takes

place inside every human being at the view of the person who is the object of their Eros.
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Yorgos loannou: «50UA0G 1EPOG TOU £pWTAY

As a teacher of Modern Greek philology and a translator of ancient Greek
literature, loannou was greatly interested in and knew ancient Greek literature and
thought well and especially the Palatine Anthology, from which he was later to
translate. The importance that loannou gives to it is obvious from the fact that when
asked about his most important work he referred to his translations from ancient

Greek.193

However, loannou’s attitude towards the ancient Greek tradition and Plato, as
a major representative of this tradition, is radically different from that of Cavafy and
Sikelianos; he follows a different line. As | will argue, loannou may in fact be seen as
an anti-Platonic writer, using the Palatine Anthology by preferenceas a more realistic

counter-balance to idealised notions of ‘Greek love’.

This is a conscious decision, based on his wider opinion about tradition and the
ancient Greek past. When asked in an interview about his opinion about tradition

loannou gave the following strongly worded response:

Nouilw otL éyovv emPBlwoet Alya pdypata, amd kelva Tov GAAOTE Kuplapxovoay, amd
TOUGKTPOTIOUG» TIOU BEPATIEVAV TIG VALKEG KOl TIVEVHATIKEG AQVAYKES Kol Tapadivovtav
abopuBa, am’ TN WA yevid otnv aAAn. Kadd eival Aoimdv va Ta TPOCGELOUUE, va T
udBouvpe. Aev  vouilw mwg avafuovovtal To TOAITIOTIKO Kol OLKOVOUIKO TAQiGLo
exelvng G emoxng €xel méoel o epelma. M «avafiwon» eival oxedov yedola, a@ov

Sev gk@palel ma timota. (...). Kt autd elvat ow[spo.lg4

Taking a realistic approach, loannou argues that emphasis should be given to

the creation and cultivation of a Modern Greek civilisation, rather than the revival of

193 Yorgos loannou, 0 Adyog eivar ueyain avayxn tes puynec (1974-1985), ed. Yorgos
Anastasiades (Athens: Kedros, 1996), 28.

194 |0annou, 0 Adyoc eivat ueydin avaykn tn¢ Ypuxng, 94.
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the ancient Greek past. At the same time, loannou’s ideal Modern Greek civilisation

should keep and exploit some of the elements of the ancient Greek past:

Agv otV W KAT apynV WG AUTOG 0 VEOG EAANVIKOG TIOALTIOUOG, TTOU TOGO TOV EXOULE
avayk, elvat 1060 avOTApKToG 000 AfpE. Towg eival akopa oTo TAGCIUO Tov, (owg Sev
TOV £XOUUE GUVELSTOTIOWOEL, GAAQ VTIAPXEL AgV TILOTEVW AKOUA TIWG 1) SnUovpyia Tov
umopet va ompyBetl atnv mapadoon. Na evioxyuBolv ta otolyela ov £xouv emIBLWOEL,
VO TO PEAETI)OOVHE KAL VA TA ATMOKTHGOVE, ooV TEPAGOUV AT’ TOUG PUXIKOUG HOG
HoLav8poug, Kt 6L va KOAA|GOUUE TIAVW 0° aUTA oav xaAkouavieg. Na tepdoovv dniadn

ott’ Ao T KOoKLWVA KL O,TL us(va.lgs

Especially in the case of loannou, | would like to apply and employ a term
which to my knowledge has never been used, either in the study of Modern Greek
literature, or in studies of the work of loannou. In 1997 Wilhelm Emilsson published

his doctoral thesis entitled Epicurean aestheticism: De Quincey, Pater, Wilde,

Stoppard.196 In the Intoduction, Emilsson proceeds to a very interesting distinction

between what he calls Epicurean Aestheticism as opposed to Platonic Aestheticism:

In this thesis | examine a neglected sensibility | call ‘Epicurean Aestheticism’ and
argue that since this temperament is characterised by a willingness to adapt to the
flux of modernity it must be distinguished from the more familiar, escapist form of
Aestheticism | call ‘Platonic Aestheticism’. While Platonic Aesthetes continue the
Romantic attempt of trying to counter modernity with a variety of idealist and

absolutist philosophies, Epicurean Aesthetes adopt materialistic and relativistic

strategies in their desire to make the most of modern life.197

As opposed to Cavafy and Sikelianos, who could be characterised based on
specific writings as Platonic Aesthetes, loannou is clearly, with his individual and

innovative approach, an Epicurean Aesthete. His homoerotic writings have nothing to

195 |0annou, 0 Adyoc eivat ueydain avaykn tne Ypuxng, 95.

196 \Wilhelm Emilsson, “Epicurean aestheticism: De Quincey, Pater, Wilde, Stoppard”
(PhD diss., The University of British Columbia, 1997).

197Emilsson, “Epicurean aestheticism”, 27.
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do with a romantic approach or with homoeroticism as connected with an elevating
feature. On the other hand, in his writings connected with the ancient Greek past we
see a representation of wittily raw language and description, very down-to-earth. By
combining characteristics of his predecessors, Cavafy and Sikelianos, his efforts lean
to the direction of pointing out and acknowledging the fact that homosexual love
should be dealt in even terms with heterosexual love; he seeks for equality and not for
superiority and spirituality, committed to the humanneeds of homosexuals in Greek
society. Even though he appreciates the ancient Greek Eros and acknowledges its
importance, he consciously wants to cutthe bonds, which he believes force us to go
backwards. In doing so, loannou decides to enter a new dialogue with the Palatine
Anthology, with its sometimes provocative eroticism. He shows in this way an ironic

stance towards the romanticism and the idealism of the Greek love of Plato.

It was the genre of prose which gave loannou the opportunity to cultivate his
own voice as a writer. In his prose he chose to write in a more ‘open’ and explicit way
than in his poetry. Therefore, even though loannou was at an earlier point in his
career the prisoner of a false sort of Platonism, he hereafter clearly begins to follow
his own path and find his own original characteristics as a writer: even though he
remains close to his Modern Greek influences and allies, he consciously wants to cut
the bonds with the ancient Greek past. It should not be far-fetched to support that
Platonism in Modern Greek literature is more cultivated under repression, as it
seems that loannou dares to translate from the Palatine Anthology, once he leaves
his job and in the more indulgent atmosphere of the «upetamoAitevon». It is in 1979
that loannou becomes confident enough about his own Modern Greek identity,
without feeling tradition as a burden, but as a creative source of inspiration.
Therefore, he decides to proceed to a translation of the pederastic and audacious

poems of the twelfth book of the Palatine Anthology: Ztpdatwvog Movoa Hm6ucn’.198

Yatromanolakis argues that loannou chose to translate specifically the Movoa

198 straton, Ztpatwvog Movoa Iaidikn, trans. Yorgos loannou (Athens: Kedros, 1979).
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Haiéikn, because of his personal interests.199 He also emphasises loannou’s own
words, according to which he chooses this specific book, because of the

KKOAALTEYVIKT] apTLOTNTA TWV eTMYpAUpdTwv» and the «didlovoa nO Tovg».zoo I

would argue, furthermore, that loannou chose to translate this specific book because
of the close affinity it displays with the Cavafian corpus. My argument is reinforced by
the words of loannou himself in the Introduction of his translation, where he mentions
that:

H oxAnpdada ™ ¢ {w1G 0TI SLAPOPES TIEPLTITWOELS KUL PATELS TNG, KABWGS Kol TO EPWTIKO
ad1£€0do0, Sivetal pe x{Aloug TPOTIOUG, TIPAYUA TIOU TOUG XapIlel YEVIKOTEPO TIVEVUATIKO

Kal avBpwTivo evllagépov, O0Tws akplBws ocvpfaivel kat pe v moimorn tov KII.

KaBéupn.ZOl

It seems that loannou saw in Ztpatwvos Movoa Iadiky what he appreciated

most in Cavafy: the variety of the homoerotic scenarios and the expression of an
erotic melancholy.202 What Yatromanolakis argues is that loannou’s translations of

the poems are to be characterised as ‘re-creations’:203 «Eivau (..) &va amoAVvTWS

TPOOWTIKO Kelpevo Ttouv lwdavvou (..) HETA amd autov Sev pmopel Kavévag va

EMAVAAGPBEL TO eyxelpnud Tou».204

199 Yorgis Yatromanolakis, «0 I'wpyos lwavvov wg Metappaotiic KAaowkawv Kewpévwvy, in Me
Tov PuBuo tn¢ Wuyng: Apiépwua atov I'wpyo Iwavvov, ed. Nasos Vagenas, Yannis Kontos
and Ninetta Makrynikola (Athens: Kedros, 2006), 284.

200 yatromanolakis, Me tov PvbBuo tn¢ Puyrig, 284.
201 loannou, Ztpdtwvog Movoa Iaidiki, 8.

202 |pannou studied in depth the affinities of Cavafy with Ztpatwvog Movoa ITaidiky. In the
Third Poetic Symposium, held in Patra (July 1-3, 1983), which was dedicated to Cavafy,
loannou made a talk entitled «O K.I1. KaBapng kot to XII iAo ¢ HaAativiic AvBoloyiag,

nrown Hatdikn) Movoa Tov ZTpATWVOS».

203 yatromanolakis, Me tov Pv6uo tn¢ Puyrg, 290.

204 v atromanolakis, Me tov PvbBuo tn¢ Puyric ,290.
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It is clear that loannou, hidden behind the various ancient Greek writers
represented in AP XIl and their protagonists, experiments with his own homoerotic
writing, giving his own traces of expertise. In doing so, he becomes as a writer more
and more ‘open’ and explicit: he studies ancient Greek homoerotic discourse and
grows up with its auspices, fully capable of adopting the characteristics of the ancient
Greek homoerotic poetry and to give them to the readers combined with modern
Greek elements: this concludes with the production and use of words like

«KOAUAWTIKOGY», and so on.

The translation of Movoa Iaidikr leads loannou to a re-evaluation of the
ancient Greek tradition which departs from Plato. It becomes clearer now to his eyes
that the ancient Greek homoerotic past and modern Greek homoerotic present have
distinct continuities, especially in the obscenity which Cavafy’s poems had rejected,
in a way that no one else —and definitely not he himself — had understood. Based on
the claims of loannou about Cavafy in the Introduction of his translation, interestingly,
he seems to be emphasising, not the carefree and guilt-free nature of Greek love, as
found in the Palatine Anthology, as its element of «xanuég» such as we find in
Cavafy later. It seems that loannou has in mind his Cavafian influences when he
proceeds to the translation of the poems. As a result of this, we conclude that the
poems of the twelfth book of the Palatine Anthology are translated through a

Cavafian lens and take on a Cavafian nature, rather than their ancient Greek one.

Moreover, loannou stresses that from this point onwards he will use the
ancient homoerotic tradition at his side to intrigue the readers. In doing so, the
translation of Xtpdarwvoc Movoa Iaidikyy becomes loannou’s own manifesto and a

project which changes his horizons:

EvioTe, yla Adyoug eK@PAOTIKOUG, OPT)VOVUE HECH GTO PETAPPACUEVO KE(LEVO PPATELS
N AEEEI AUETAPPACTES. (...) ATIO HETAPPAOTIKA Seiypata TG SOUAELAG XS QUTIG, TIOU
£XOUVE KATA KALPOUG SWOEL, SLATOTWOAUE OTL TA «EEEPYA» AUTA 1) HAAAOV TA TPLUHEVX
QUTA ATTOUELVAPLA TIOV EVOWHUATWVOVTOL €5 0TI VEOEAANVIKY| HETAPPAOT], OTIWG KAULK
@Oop& ovpfalvel 0TI AVACTNAWMOELS UE TIG KATAPOPTES XPOvo Kol BAEppaTA TOALEG

TETPEG, OL AEEELG, AEY W, AUTEG AELTOUPYOUV KAl BEAYOULV TOUG cxvocyvd)orsg.ZOS

205 Straton, Mousa Paidike, 13
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Based on this new understanding that he earned through the translation of
Ztpatwvog Movoa Iaibikn, just five years before his death, loannou seals his life and

the majority of his writing career with his longest poetic synthesis, consisting of four

parts: «AovAog 1EpOG TOL ép(oroc».206 To my surprise, scholarly research has
neglected this poem and its significance for the interpretation of the poetics of
loannou. It broadens and specifies simultaneously the horizons and angles of the
interpretation of his work, giving us the impression that we clearly hear the poet’s
voice behind the verses. The reader and the researcher of loannou are struck by the
extent of the poem; it is indeed the longest poem of loannou. Moreover, unlike the
rest of his poems, this poem is divided into four parts, as if we have four acts of an
ancient tragedy. As opposed to Cavafy, who started with longer poems and moved on
with the standard form of his short poems, loannou picks up the Cavafian poetic form
at the beginning of his poetry and at the end of it chooses to differentiate himself and
adopt a more discursive mode of poetry. It is no accident that loannou chooses to
lengthen this poem, after the mediation of his prose, since he came to the
conclusion that he could better fuse his thoughts and feelings into a more discursive
mode. In any case, the fact that loannou returns to the genre of poetry after his
dedication to genres of shorter prose and brings out this poem with this homoerotic
subject matter, stresses the importance for the study of this poem, as well as the
deconstruction of the myth that loannou should be mainly studied as a prose author,

rather than as a poet.

The speaker of the poem has a secret relationship with someone who is
probably married and definitely in another formal relationship, as one verse indicates:

«BdAe To Talpl OV VA POV TA TIEL Eskdeapa».207 The speaker was away on a trip and
now returns, longing for his next assignation with his beloved, feeling possessed with
erotic frenzy. Because of the fact that it has been a long time since he enjoyed his
beloved’s company, his feelings constitute a «paptiplo» for him. He confesses
that Eros is his priority and all that he constantly thinks about: the beginning of the
journey, the journey per se and the destination. All his moves and actions are
motivated by his lack and need of Eros and by the fulfilment that he feels in the very
thought of his beloved:

206 Yorgos loannou, Ta XiAia Aévipa kai GAAa mmoijuara (Athens: Kedros, 1988), 97-102.
207 |0annou, XiAia Aévrpa, 102.
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lvpvovtag amdé  To

Talibt Oa Bpw évav

EpwTa.

[Inyaivovtag oTO

Taéidt O Bpw éEvav

EpwTa.

KaAvtepa oto yuplopud va Bpw Tov

£pWTA, VO TOV PEPW YPIYOPQ omit.208

The speaker appears to be possessed by the «miatwvikn) pavia» that
Sikelianos mentions in his poem dedicated to Sykoutres. He is burning with the flame
of Eros, and it is the absence of the beloved which increases his passion, just as in
the Symposium Diotima and Socrates declared that human beings experience strong
erotic feelings for whom or for what they lack. Following Plato’s dialogue Phaedrus,

the speaker himself considers his erotic madness and torture as a divine gift:

Ymoxelptog  Ba’pat  TOUL
épwta. [ToTé povayog ma,

S80UA0G LEPOS TOV épmra.zog

It is obvious that in his late poetry, having developed his prose, loannou
becomes considerably more ‘open’ and more ‘modern’, we might say. Most
importantly, what he manages to do is to combine elements from both Cavafy and
Sikelianos: the reference to himself as a «8o0Aog 1epdg Tov épwtay, and | stress the
word «tepog», alludes to the nobility and the respect with which Sikelianos utilises in his
work the ancient Greek tradition. Moreover, it moves towards the direction of
«A@poditng Ovpaviag», whose Sikelianos, as we have already seen, is a supporter.
On the other hand, the speaker confesses that he is «uovAiaypévog pe Aayveiag

opdapatar», without feeling anymore «tnv emavdaotaon ¢ ocapkdg pov». Admittedly, the

208 loannou, Xidia Aévtpa, 97.

209 |pannou, Xl Aévtpa, 98.
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reference to the «Aayveiag opapata» brings to the mind the Cavafian «ivdaAuara 1ng
Hdovrig». The word «Aayvela» and the explicit reference to the needs of the flesh
constitute the main characteristics of the okaioc épwc, which «A@poditn Iavénuog»
represents, according to Plato. This is also the most basic difference of Cavafy and
Sikelianos, based on the Platonic views of the homoerotic love that they incorporate
into their work. As we have seen, loannou’s late poetry manages purposefully to
distinguish this difference and to exploit in the same poem Platonic elements
from both Cavafy and Sikelianos. It seems that loannou constitutes the ‘bridge’

between those two and Plato the ‘platform’ for this merge to successfully take place.

In his book Katamaktn (1982) loannou includes a brief text entitled «lepa

Avomptxvydcuara»zj'o’ where he makes a direct reference to the writings of Epicurus

on love:

Agv umopel apa& va cupEwvnoel kaveig ue tov Emikovpo, o omoiog Bavpalovtag Tig
TUPAAOYES , AKATAANTITEG KAl WOAV UAYIKEG KPAUYEG , TToL Byalouv oL avOpwToL KAt

TN OTLYUN TOV €PWTA TOUG, TIG ATTOKAAEL «lepd ocvaxpowyétcuara».zn

loannou gives emphasis on this expression, «lepd avakpavydopatay», because
of their simultaneous internal and external function. loannou explains that when a

man unconsciously and genuinely screams at the moment of erotic climax, a

«EEppevn Tslaroupy[(v)zlz takes place: the screams which come out of the man’s
mouth return to him through his ears and are transferred to all the main organs of the

body, making the man even more excited, aroused and capable of an erotic

climax.213 Interestingly enough, loannou uses a Platonic expression in order to

describe the man’s ultimate erotic exaltation and production of these screams:

210 Yorgos loannou, «lepa Avakpavydouata», in Katarakty (Athens: Gnose, 1982), 27-30.
211 |oannou, «lepa Avakpavydouarar, 27.
212 |pannou, «lepa Avakpavydaouatar, 29.

213 |oannou, «lepa Avakpavydouata», 28
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«WoAv amo LEepn pavia KO(TEL)\T]IJ_uéVOU(;».214 What loannou does at this moment is a
direct employment of what it has characterised as ‘Epicurean Aestheticism’:
Aestheticism is brought down to earth from the Platonic ideals and is ascribed,
following the Epicurean writings, with a more carnal flavour. | have a strong sense
that loannou at this point brings to the table a direct reference to the Platonic ideal
only to cancel it at the same time, since it employs the Platonic comparison into an
Epicurean context of ideas on Eros. In this vein, he follows the traces of the Cavafian
legacy, who was the first who delineated this feature and elaborated it, in the poem
[Tnv Yuynv emt xeldeow €oxov]. However, at the same time, loannou cultivates this
idea and notion to a greater extent, building on the Cavafian legacy and appears to

be, in doing so, clearly anti-Platonic; he leans towards Epicurean Aestheticism.

In the same sense that in [Tnv Yuxnv enl xetleow €oxov] it is as if through the

kiss the protagonist tries to transfer his soul to his beloved,215 in this short text
loannou proceeds to a similar expression of an image, presented in a raw, carnal
way, having nothing to do with the «yevdoaicOnuatiky moinon». These «iepa
avakpavydacpatay» are finally transferred to the phallus, as if they are the blood which
gathers in the area and creates the erection. And through the phallus they want to
enter the other person, they want to be transferred into the foreign flesh. This is the

external ritual which takes place at the time of the erotic climax:

«['U autd 0 €pwTtag eivat évwon, ylatl To alpa Kavel KOKAwUA PEoa amd TO GAA0 CwHA KAl

KOUPUGHEVO EXVAPYETAL OTO SL1KO Tou»216

In a rather Cavafian manner which recalls the famous Cavafian line of the

poem «AmoAeimewy 0 606G Avtwviov» (1918)217: «UE PWVEG e€aloleg, LE Kpou)yég»,218

loannou refers to the «iepd avakpavydopata» as «ol e§aioleg EKEIVEG KPAVYES, TA

214 loannou, «lepa Avakpavydaouata», 28-29.
215 It would be very interesting for someone to conduct a comparative study in conjuction

with the importance of the kiss and lips in Whitman.
216 |pannou, «lepa Avakpavydouatar, 28.

217 Cavafy, The Collected Poems, 34.

218 Cavafy, The Collected Poems, 34.
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QVETIAVAANTITA LEPA avaKpauydouata».zj'g At the same time he proceeds to a
delineation of the power of discourse, through a comparison of the hedonic value of
these shouts with the hedonic value of the words. In doing so, writing is assimilated
with an erotic intercourse, an erotic ritual. Therefore, aside from a redemptive
function, as | will support in my chapter about homoeroticism and sinfulness,
emphasis is also given on the erotic —indeed hedonic- ecstasis that can be ascribed

through, or rather beyond words.

loannou’s ending of the text «lep& Avaxkpavyaopata» with the encouraging line

220 reinforces the

«Makaplot oL TLOTOL 0T LEPA AVAKPAVYACUATH KATIOLXG Bpadidgy»
notion of the ‘initiates’ to the authentic ritual of love making and also shall be
compared with the commands of Cavafy’s poem in prose «To ZUvtayua tg Hoovig»,
where people are encouraged to experience hedone as much as possible, without

committing to any laws, prohibitions or prejudices.

219 |oannou, «lepa Avakpavydaouatar, 29.

220 10annov, «lepa Avakpavydouatar, 30.
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Conclusions

In this chapter | have read key poems by Cavafy, Sikelianos and loannou, in
the terms of their engagement with ancient Greek tradition, a topic which sheds
important light on the theme of homoeroticism in their work. Therefore, | have tried to
provide answers to questions such as whether Modern Greek authors face ancient
Greek tradition as a burden and as a restrictive force which defines their own
production, and consequently, if they move forward following the direction that their
ancestors gave them or if they consciously differentiate themselves and provide
traces of their own original modern Greek voice. In order to better illustrate my
conclusions, | shall take each author separately, giving my concluding findings,
proceed to comparative observations between them and sum up, as | will do for each

of the following chapters of my thesis.

The relationship of Cavafy with poetic tradition is stated by the poet himself
and it has been noted in the relevant section of this chapter. As Rena Zamarou
argues in her monograph about Plato’s influence on Cavafy, if there is no extensive
research for their kinship this is due to the coded nature of the relationship. In fact, in
his explicit comments about Plato, Cavafy appears to disagree with specific points of
Plato’s philosophy and ideology. Therefore, as an addition to Zamarou’s arguments, |
have argued that Cavafy does not simply adopt Platonic views, but engages in a
dialogue with writings and exploit it in the way that he believes it is more appropriate.
Therefore, he steps on the Platonic views on homoerotic love, but unites them with
his own views on the topic, and in doing so provides a more legitimate and validated
version of Plato, according to Cavafy. On the other hand, | shall also state that
Cavafy roughly speaking disagrees with Plato’s views on the position of poets and
poetry in an ideal society, as well as with Plato’s opinion on the importance of the
pre-Socratic poets, something which he states clearly. Therefore, to do justice to his
ancient Greek ancestor, he uses in his poetry the part of Plato’s ideology with which
he agrees; his views on homoerotic love. | have argued that Cavafy’s homoerotic
poetry is implicitly and constantly permeated by Platonic ideology on homoerotic
love, at the relevant section. | come to the conclusion that, for Cavafy, Plato is an ally
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very important and distinct, who has not been extensively discussed in Zamarou’s
monograph, even though clearly hinted out with the poems «Ev moAeL g Ooponviig»

(21917) and [Tnv Yuymyv emi xeltdeow €oxov].

The inclusion of Sikelianos in a chapter like this one and within a thesis of this
sort may cause some surprise, in the same way that reaction might be caused for the
inclusion of Ritsos. What are the reasons for this possible reaction? Apparently, the
fact that Sikelianos happens to be a heterosexual poet, married for many years and
a poet who has hymned the love for women to a great extent in his work. Therefore,
the observation that Sikelianos has homoerotic poems as well is indeed a surprising
observation that, roughly speaking, has never been clearly stated. Of course, there
has already been a study of some of his poems and specifically of «[Tavtapkng», as
compared with some Cavafian homoerotic poems, namely «Tvavetg F'AOTTNG» (1911)
and «Ewwv €KooLTpLETONE VEOU KAUWUEVT]) ATO @IAOV TOU OUNALKA EPACLTEXVVY»
(1928), which, in doing so, brought to the fore the presence of homoerotic elements

in the work of Sikelianos.

But what has never before been argued is that Sikelianos himself suggests a
homoerotic reading of his sequence «A@poditng Ovpaviag», something which is
implied by the title of the sequence as well as by the motto «0 maig kaAdog» of
the poem «Ilavtapkng». This and some other poems by Sikelianos can be read in a
homoerotic way or — at least — in a homosocial way; it is this interpretation and
invention of the ‘queer’ Sikelianos that shall be considered innovative and one of the
major contributions of this chapter. The existence of a ‘queer Sikelianos has an
explanation; like Ritsos, Sikelianos is pan-ecumenical and pan-erotic and it is under
these all-encompassing terms that a ‘queer’ perspective is not only validated, but

also required.

The case of loannou seems to be far more conflicted than the one of Cavafy
and Sikelianos. This occurs because the path of his writing career includes many
genres (poetry, prose, translation) and at each different period and genre of his
writing he distinctly follows different tendencies regarding this issue, including a
tendency to realism, which may seem to be at odds with a Platonic idealisation of

eros. He experiments extensively in his attempt to figure out and define his own
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characteristic way of writing and he proves to be multi-faced. Therefore, in studying
his work | took into significant consideration the chronological order of the writings as
well as the genre to which they belong, coming to an amount of specific overall

conclusions.

loannou, influenced by Cavafy to a great extent, begins his work by writing
poetry. He follows the Cavafian poetic form of short poems, with lyrics which lean
more to prose, without the feature of rhyme in most of his poetic corpus. Following
Cavafy again, as far as the content is concerned, loannou’s poetry is reserved and
transfers the torturing feelings of a ‘closeted’, protagonist, who struggles in his guilt,
in his shame and in his search for approval from society. It is in this sort of poetry,
indebted to Cavafy’s, that loannou proceeds to the use of elements of the Platonic

ideology of homoerotic love.

In his prose, loannou becomes more revealing and therefore less Platonic,
since the glorious ancient Greek past and its representative ancestors are not
needed any more; loannou stops seeking validation and definition of the Modern
Greek homoeroticism by moving backwards and emphasising its glorious ancient
Greek origins. Consciously and purposefully, he decides that his homoerotic voice as
a writer has to cut its bonds with the past, which was previously used as a cover, and
has to be ascribed and attributed a more modern identity, based on the

contemporary.

In 1979, towards the end of his career loannou as a writer became more
‘mature’ and produced a bold translation of the Movoa Ilaidikn. This constituted the
boldest example of his effort to modernise Modern Greek homoerotic literature
through recourse to the ancient past. In his translation, he uses tradition as a
foundation to create and express his own modern voice. This is a feature that he
clearly attempts to cultivate in his prose as well, leaving behind the tradition as much
as possible, and experimenting with his expression in new paths. The new genre

(prose) comes also with new writing techniques and horizons.

It is, | believe, in his 1980 poem, «AovAog Iep6g tou Epwtay, that loannou most
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fully marks out his homoerotic voice, combining his experimentations in different
genres and his ancient and Modern Greek influences. This poem is both his most
Platonic and the most Cavafian; the protagonist clearly states that he feels like a
«80UA0G 1lEpOS Tov épwTax», in a Platonic manner, whereas this ancient Greek
originated feeling is ascribed to every day modern Greek situations, in a Cavafian
manner. Therefore, loannou’s craftiness manages to capture, at the end, within his
homoerotic discourse, a realistic approach, which, at the same time, carries along

with it the ideal Platonic and ancient Greek utopianism.
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Chapter 2

Homoeroticism and the Notion of Sin

Introduction

We may question it, we may find it self-glorifying or self-excusing,
we may search for errors of fact in it, yet we regard it in its own
terms — precisely, as a confession — as true to the self in ways

that other discourses never can be.221

In the part of Chapter 1 discussing loannou, it becomes evident that it is in fact
hard to disentangle an idea of ancient ‘Greek love’ from the language and
preoccupations of Christianity. However, in this chapter | provide a new approach to
the homosexually orientated writings of Cavafy, Lapathiotes, Christianopoulos,
loannou and Ritsos as associated with the strict religious environment of the Greek
Orthodox setting. My aim is to discuss how, throughout their oeuvre, homoeroticism is
intertwined with what may too simply be described as their religious feelings,
emerging from their upbringing. Greek Orthodoxy has always been a strong opponent
of homoeroticism. Quite recently, in 2016, the Archbishop of Cyprus Chrysostomos Il
made some provocative statements, arousing many discussions around the
regressive attitude of the Greek Orthodox Church regarding homosexuality,
characterizing homosexuality as «@poUto ToOU TPEMEL VA AVTIHETWTIOTE, and
homosexuals as «fetoimwtovg». He has also mentioned the ‘need’ for schools to be

created that they fight the ‘anomaly’ of homosexuality.222

This example is representative of the Church’s austere attitude towards
homosexuals and of the fact that the Church is an institution which for Greeks
commands particular respect and authority and is associated with the very idea of
being Greek. In the wider world, there has been much academic discussion

221peter Brooks, Troubling Confessions: Speaking Guilt in Law and Literature (Chicago:
Univercity of Chicago Press, 2000), 110-111.
222«ApXIETIOKOTIOC Y1 OLO@UAOP AL «(@POUTO» TIOV TIPETIEL VAL AVTILETWTILOTED. Politis online,

01 November, 2016, http://politis.com.cy/article/archiepiskopos-gia-omofilofilia-frouto-pou-

prepi-na-antimetopisti (assessed in 16/01/2018).



http://politis.com.cy/article/archiepiskopos-gia-omofilofilia-frouto-pou-prepi-na-antimetopisti
http://politis.com.cy/article/archiepiskopos-gia-omofilofilia-frouto-pou-prepi-na-antimetopisti
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concerning an admittedly ‘hot’ topic: homosexuality and religion.223 Even though the
topic of Christianity and homosexuality has attracted scholarly research worldwide as

well as in Greece,224

there is a lack of scholarly analysis regarding the ways in which
Greek literature captures the relationship between homosexuality and religion. This
chapter aspires to provide an approach to this less-examined topic. My discussion is
not primarily biographical: | do not aim at examining my writers’ relation to Greek
Orthodoxy outside of their writings, though | shall make references to relevant
aspects of their lives. Yet, these writings, covering the period from the late nineteenth
century to today, show more continuity than change in the tension between Orthodoxy
and homoeroticism. | study the writers having in mind this context and what
circumstances they are writing in. | point out their confrontation and, more
interestingly, their subversive adaptation of the Church’s view of homoeroticism as
«apaptia» and «kovoovpw. This feeling of presenting and promoting -through their
work- disapproved actions and thoughts, can be the root of powerful paradoxes in

creative writing.

The conceptual framework | seek to employ in this chapter draws on Orthodox
praxis itself and in particular the notion of confession. Confession, in a loose sense,
but sometimes as connected with sacramental confession in particular, occurs as an
imperative need for the writers, both as an honest urge and as an artifact to create
their own form of literature. In doing so, | emphasise such writers’ views on the

redemptive function of writing.

At this point, reference should be made to Yip’s studies, whose results help to
discuss the paradigms of Modern Greek writers. Yip holds that being gay and being
Christian are ‘two social roles’, to which different characteristics are ascribed, making

them in most cases incompatible. The attitude of these Greek writers, however, can

223 see for example the books: Homoeroticism and Religion, edited by Richard Hasbany
(1989), Coming out in Christianity: Religion, ldentity and Community, by Melissa M. Wilcox
(2003).

224 gee Richard Griffiths, The Pen and the Cross: Catholicism and English Literature: 1850-

2000 (Bloomsbury Publishing, 2010). As far as Greek Orthodoxy and Literature are

concerned, scholarly research has to display the book ITiotn kat veoeAAnviky) Aoyoteyvia: H

avalitnon tov Oeov oty Aoyoteyvia uag (1990) which is the only collective book so far to my

knowledge.
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be taken to prove the opposite, since in their mind both ‘roles’ are faced as pieces
constituting parts of the puzzle of their identity. While Christianity sees homoeroticism
as an enemy and a sin, writers from devout backgrounds like loannou,
Christianopoulos and Ritsos appear to acknowledge that in some sense their lives are
lived in a Christian framework. At the same time, that the homosexual aspect in their
oeuvre is dynamically there, exactly as with their religious feelings which are
undeniable in their work — despite the fact that none of these writers tend to be
approached in relation to Christianity or by critics with a strong Orthodox allegiance.

In the article ‘Attacking the attacker: gay Christians talk back’225 Yip studies
the cases of sixty gay male Christians in partnership. His conclusions and insights
are employable in the interpretation of the attitude of the studied writers. Yet, the
discussion on Yip’s grounds becomes problematic as far as two major points are
concerned: can we indeed characterise the writers as consciously gay or as

consciously Christian?

It is a fact that in the case of some writers a twofold distinction concerning the
‘openness’ of their sexuality is apparent: at the beginning of their oeuvre they may
choose to be cryptic, whereas in their later writings a provocative and revelatory
tendency takes place. One of the reasons for this phenomenon, apart from the fear
of social prejudice, has a religious substratum, found in the religiously imbued
notions of ‘guilt’ and ‘shame’. | argue that it is highly apparent through specific
writings what Yip found out in his sociological/ religious research: ‘Gay Christians
often experience a substantial amount of guilt and shame when they first become

aware of their sexuality.’226

Interestingly, it seems that such writers face their writings as a means to
‘come out’. | shall argue in this chapter that if writing is their own way for
reconciliation and in some cases for the satisfaction and secret pleasure of taking
the ‘less-travelled road’, which has to remain, more or less, hidden, then

confessional writing is also a rite de passage for writers to ‘come out’. My argument

225 Andrew K. T. Yip, “Attaching the Attacker: Gay Christians Talk Back,” The British
Journal of Sociology 48:1 (Mar., 1997): 113-127.

226 Yip, “Attacking the Attacker,” 113.
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presupposes the existence of a ‘closet’, responsible for the emergence of the
imperative need for coming out. The Greek Orthodox Church is a prime reason for
this closet. It would not be far-fetched to claim that the writers | discuss experience
the Church as the closet itself, since most of them are by upbringing and sensibility
deeply religious or at least conscious of the hold that religion has on people,

regardless of their sexual orientation.

Apart from the Church-as-closet scheme, the text itself can be considered as
a closet: writers have to express themselves within the restricted context of a ‘textual
closet’, brimming with the hazard of the existing literary norms. The horizon of
expectations of contemporary Greek readers constitutes a hindrance for these
writers, creating a ‘textual closet’, which the writers have to overcome, in order to
express themselves freely. Simultaneously, this ‘textual closet’ is nothing more than

a creation of the writers themselves for their purposes to be served; the closet is (...)

to some extent, built into its own project’.227 My analysis dwells on the argument
that the discussed writers constitute ‘closet cases’, since they are ‘both hiding and

showing the secret life of homoeroticism’,228 with a surprising -at times- narcissistic

emphasis.229 Confessional writing helps the writers to tackle both the ‘Church as a
closet’ scheme, by confronting the institution from within, with one of its own
sacramental rituals and at the same time the ‘textual closet’, by re-inventing and

adapting a form of writing with a new thematic to serve their own purposes.

The emergence of those two feelings (‘guilt’ and ‘shame’) also need to be
treated as a narrative strategy, which Cavafy, to begin with, might have adopted
from his familiarity with Victorian autobiographical writing. Buckton makes
reference to the way that writers like Edward Carpenter, John Addington Symonds,

Oscar Wilde and E.M. Forster take advantage of an

(...) intersection between secrecy as a narrative strategy deployed in Victorian

autobiographical writing, and the emergence of same-sex desire as a particular site, or

227Yip, “Attacking the Attacker,” 47.
228yip, “Attacking the Attacker,” 39.

229 Thus, the ‘skeleton in the closet’ and the closet itself with its double significations, are
functioning for the writers as camerae obscurae, giving them the chance to display their

real image.



119

‘subject’, of secrecy in nineteenth — and early twentieth — century British culture.230

In the same way, Greek writers like Cavafy and loannou apply the same
narrative strategy to their first writings, what Papanikolaou describes as ‘words that
tell and hide’. Therefore, the feeling of guilt and shame that the stigma of being gay
creates in the Greek Orthodox environment leads to the employment of the

characteristic of ‘secrecy’, which can be compared to what Foucault writes of ‘silence’:

Silence itself — the things one declines to say, or is forbidden to name (...) — is less
the absolute limit of discourse, the other side from which it is separated by a strict
boundary, than an element that functions alongside the things said, with them and in
relation to them within over — all strategies. There is no binary division to be made
between what one says and what one does not say; we must try to determine the
different ways of not saying such things, how those who can and those who cannot
speak of them are distributed which type of discourse is authorised, or which form of

discretion is required in either case.231

The ‘authorised type of discourse’ for Carpenter, Symonds, Wilde and so forth,
seems to be confessional writing. Confession is used as a means to express this
‘secrecy’. autobiography is considered a ‘genre’, then confession constitutes a
‘subgenre’ of autobiography, which enables writers to define their identity and can be

seen as ‘constitutive of the self’.232

Following Saunier's definition of autobiography as applicable to Cavafy’'s
contemporary, the highly religious writer Alexandros Papadiamantis:

(..) mpémel (...) va xpnowomomBel €86 o)L oV KUPLOAeEia... aAA& pe TV €vvola TOv
‘TpocwTkoV’ oL aopd SnAadr) 0L T YEYovaTA TNG {wNG, TTAPA TI PAVTACLWOELS, TIG

£UUOVEG LBEEG, TOUG TIPOCWTILKOVG uﬁeovg.zgg

230 Qliver s. Buckton, Secret Selves: confession and same-sex desire in Victorian

autobiography (Chapel Hill: University of North Carolina Press, ¢1998), 1.

231 \ichel Foucault, The History of Sexuality: Volume I: An Introduction, trans. Robert Hurley
(New York: Vintage Books, 1990).

232Fgycault, The History of Sexuality, 10.

233 Guy Saunier, «Meplkeg LeBOSOAOYIKEG TTAPATNPT|OELS KAL TIPOTACELS VLA T LEAETT) TOV
Manadapavtn,» Aiafalw, no. 165, 8 April, 1987, 52.
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Confessional writing is employed by the writers as a narrative technique to
convey this realm of private («mpoowTtkd») and bring it from the private sphere to a
non-private sphere, from private in public, in order to make poetry and literature.
Even though confessional writing is connected with and started from religious writing
(see, for example, The Confessions of St. Augustine), it became eventually
autonomous and ‘downright necessary in the modern literary mindset’, establishing

and manipulating a ‘social need’, let alone a social outcry. As Brooks argues:

Truth of the self and to the self have become the markers of authenticity, and
confession — written or spoken — has come to seem the necessary, though risky, act

through which one lays bare one’s most intimate self, to know oneself and to make

oneself known. 234

| shall argue that the writings that | study in this chapter fall within the category
of confessional literature, since their aim is to bring to the fore the writer’s ‘personal
truth’.

Throughout my chapter, | take into consideration a distinction that Brooks
emphasises, first suggested by de Man in his Allegories of Reading and using the
terms of J.L. Austin: ‘constative’ confession and ‘performative’ confession. If

1235

the‘constative’ angle of confession is ‘the sin or guilt to which one confesses and

the ‘performative’ angle of confession is ‘the elusive and troubling action performed by

”

the statement “I confess™, then, in the case of the writers | discuss,homoeroticism
constitutes the constative aspect and certain literary and poetic narrative techniques
(codes and secrecy, for example, at their first writings) constitute the performative
aspects. Writing is seen as a means which leads to confession and creates
confession: it is their agent for catharsis, their way to express their guilt and to heal

their wounds.

The question at stake here is the following: If writing is the way writers employ

to express their inner secret selves and compose their identity in exposing its

234 Brooks, Troubling Confessions, 21.

235 Brooks, Troubling Confessions, 21.
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authentic markers through the narrative technique and strategy of confession, then
who constitutes the addressee of their confession? And, at the same time, who plays
the role of the confessor and who the role of the penitent? The act of confession
coincides with ‘(...) the emergence of the modern sense of selfhood and the

individual’'s responsibility for his or her actions, intentions, thoughts — and for the acts

of speech that lay them bare’.236 Therefore, | come to the conclusion that in the

cases of the writers that | study, the poetic and literary ‘I’ seems to pursue both roles.

At first sight, the protagonists of the writings appear to confess ‘illegitimate’
actions. At a second glance, however, | believe that the protagonists confess in
reality to themselves in the same way that a monologue can be addressed «eig
eautov» - playing both the roles of the confessor and the penitentand seeking
understanding from others who are characterised by the same features. Yet, they
themselves carry the mark of the society and religion in which they are nurtured—
they themselves confess by being motivated by the guilt they feel inside, in order to

set themselves free.

Originally, the aim of the act of sacramental confession, as established by the
Church, was to bring people closer to God, by stressing the importance of following
Christ's teachings and reconciling with the Christian community. In the case of
homoerotic literature, the aim of confession is primarily to give a forum of speech for

‘the love that dare not speak its name’237

' attempting to make homoeroticism
noticeable, and eventually accepted, first of all by the writers themselves and thus,
we might say, creating the idea of a rather different kind of community. ‘Through art

the actual physical experience of erotic pleasure can somehow be relived’238 and it is
exactly this very reliving that seems to be the target of writers through the
employment of the narrative sub-genre and technique of confession. In the case of
Cavafy, confession presupposes remembering; the first may be considered as the

‘constative’ angle and the latter as the ‘performative’ one.

236 Brooks, Troubling Confessions, 5.
237 The expression belongs to Lord Alfred Douglas, in the poem ‘Two loves’ (1896).

238 sarah Ekdawi, "The Erotic Poems of C.P. Cavafy," Kambos: Cambridge Papers in
Modern Greek 1 (1993): 28.
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Writers seek reconciliation with themselves and with others. Let me add that it
does not seem far-fetched that they might by extension seek some kind of
reconciliation with the Church itself. In doing so, confession makes the writers feel
empowered and leads to self- elevation. This is achieved because of the fact that they
remain authentic to themselves, gradually becoming aware of the pieces which
constitute their identity and of the markers which constitute themselves.
Consequently, homosexuality is presented in their writings in a laudatory way, against

the attitude of «oLta @od popolVvteg kat Tepli NOKNG Aaxoﬁvrsg».Z?’g

239 This verse comes from the poem «Bfatpov g Zidwvog (400 pn.X.)» (1923). Cavafy,
The Collected Poems, 144
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Balancing between Christianity and Homoeroticism in Cavafy’s poetry

‘Below, the brothel caters for the flesh. And
there is the church [St. Savvas's] which forgives

sin. And there is the hospital where we die.’

There have been many studies regarding the religious aspect of Cavafy.240
Recently, the preface of his translator Valassopoulo, printed in the Cavafy-Forster
letters, is illuminating: ‘He is almost always an impartial observer of history with,
perhaps one exception — his zeal for the Christian and more especially the Orthodox

Church to which he belongs.’ 241

Despite the numerous points that have been expressed concerning the
constitutive parts of Cavafy’s Christianity, especially in the Eastern Orthodox form to
which the poet was heir, its connection with homoeroticism remains still an unknown
territory for scholarly research, despite the relevant scattered points that have been
made here and there. | shall try here to find out where the (homo) sexual ideology of
Cavafy meets up with his religious ideology, stressing their interrelation; this
relationship functions organically as constitutive of what has been expressed by
Dallas as «kafag@krn 6eoroyia» as a whole and its importance to the understanding
of the religious aspect of Cavafy is paramount. At the same time, | shall try to figure
out where the narrative technique of confession is evoked and the fact that, as |
argue, in Cavafy we come across the first modern Greek traits of a confessional

poetry in the sense directed to ‘coming out'.

As far as the Cavafian poems set in ancient times are concerned (and by
‘ancient times’ | mean the ancient Greek world, late antiquity and Byzantium) the

homoerotic element interlopes too in this «xoavn» which is called «Bulavtiviouocy,

240 Among these, | make special reference to Haas and her exhaustive study Le probleme
religieux dans I’ oeuvre de Cavafy: (Diana Haas, Le probléme religieux dans I’ oeuvre de
Cavafy: Les années de formation (1882-1905), Paris: Sorbonne, 1996).

241Edward Morgan, Forster The Forster-Cavafy Letters: Friends at a Slight Angle.

American Univ in Cairo Press, 2009, 8.
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as a part «tov eAAnvikol Kol pwpaikol eldwAoAatpikoy kKOcopov» and as a part «Tov
KOGUOTIOALTIKOU UNYAVIOHOU TOU KOLOOPLOHOU KAl TWV SLATNHATOV KAl €B(pwv tng
Aclag». Often, the poems of Cavafy show the opposition of the pagan and Asiatic way
of life, full of indulgence and luxury, with the strict and severe way of the life which

Christians are supposed to follow, but most of them in the poetry of Cavafy fail.

A subtle example of such an opposition is the poem «Ta Emivéuva»

(1911).242 The protagonist is Myrtias, who is characterised as «ev pépet eBvikog, K'ev
uépel xplotiavidwv». By displaying these two features, he represents his epoch («emi
Baoweiag avyovotov Kwvotavtog kat avyovotov Kwvotavtiov») — The Byzantine
Empire has not yet taken root and in those days, pre-Nicene times, Arian Emperors
were in power. In commenting the poem, Savvides provides accurately the period
that the poem refers to: «H emoxn: 337-350 w.X, katd v Stapkela TG cvpfacireiag

Twv V0 ywv Ttouv Meyddov Kwvotavtivou kat ¢ Pavotag, Kwvota A’ kol

Kwvotavtivou B'».243 | quote Myrtias’s words according to the poet:

Avvapwpévog pe Bewpia kat HEAET,

£Yw Ta AN pov Sev Ba pofolipal o SeNdG.

To owupa pov oteg ndovég Oa
Swow, o0T1eg amoAaVCELS  TEG
OVELPENEVES,

OTEG TOAUNPOTEPES EPWTIKEG EMOLUIES,

0TEG AQYVEG TOU QiUATOG HOU OPYES,
XwpIis kavévav @ofo, yati 6tav 0w —
Ko Odxw Aoy,
Suvapwpévos w¢ Bapar pe

Bewpla kol peréTn-

oteg  kploweg  otypés  Ba
tavafpliokw To TveLpa pov, cav

TIPLV, AOKNTIKO.

242 Cavafy, The Collected Poems, 62.

243 Cavafy, Ta lNoijuara A’, 145.
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The poem is built upon an important opposition: the antithesis of body and

soul/spirit, «copa» and «mvedpa». Kallistos Ware asserts that:

(...) Greek Christianity is heir to a double inheritance: to the Hebraic-biblical tradition,
which is strongly holistic in its understanding of the human person, and to the
Hellenic-Platonist approach, which — without being strictly dualist, except in rare
instances — makes a firm differentiation between soul and body. This Platonist
influence accounts for an unresolved tension in many Greek Christian texts, although
it certainly does not provide a full explanation for the distinctive character of early

Christian teaching on the body and sexuality.244

In «Ta emuivuven2O Cavafy follows the Hellenic-Platonist approach346
rather than the Hebraic-biblical tradition and dissociates the body from the soul/spirit,
but not completely. They are presented as two different and distinct entities, but they
are not independent, since the fact that the spirit is empowered with theory and study
enables the person’s body to make conscious decisions and move towards different

directions, according to the person’s will.

«Oewpla» and «uerétn» are also two pagan terms with a Platonic and
especially neo-Platonic flavour, which appears to be someone’s medium to stop
being «8eddg»; through these factors the spirit and the mind are cultivated and
empowered. Linking the poem with Chapter 1 of my thesis, it has to be emphasised
that a poem like this shows Cavafy’s awareness that we cannot — as perhaps

Symonds and others dreamt of — simply return to a pre-Christian Golden Age.

According to Myrtias, «8eiddg» is someone who resists the desires and the
needs of his body; he does not remain authentic to himself and becomes a slave of
behaviours and expressions that the society and the Church approve. On the other

hand, someone also needs «50vaun» and «BéAnow» to lead a monastic and strict life,

244 Kallistos Ware, The orthodox way (New York: St Vladimir's Seminary Press, 1995), 91.
245 Cavafy, Collected Poems, 62.

346 gee Rena Zamarou, KaBapne kat IMAdtwv: MAatwvika XZtoeia otyv Kafagkn Toinon
(Athens: Kedros, 2005).



126

whereas leading a life full of hedone, according to his pagan aspect, seems to be a
flawless and effortless way of living, which his Christian side condemns andtherefore
these activities are followed for Myrtias with great fear at the same time. The word
«aoknTkos» which is given to the empowered by «Beswpla kat peAétn» spirit comes
in strong juxtaposition with «ndovécy, «amoAaVCELS OVEIPEUEVESH, KTOAUNPOTEPES
EPWTIKEG emBupieg» and «Adayveg touv aipatog opupéc», words and expressions
referring to the body. Myrtias appears to be an antinomian, but in his own diplomatic

way.

Myrtias appears to analyse the way of thinking behind his actions and
demonstrates his inner struggle between his pagan and Christian self. Expressing
his thoughts/ words in the first person singular, he also addresses himself. Myrtias’
words are similar to a confession, since Myrtias opens up his soul and his way of
thinking and acting. The motivation of Myrtias to proceed with these words, which
are apologetic and unapologetic at the same time, is that he might have been
critically asked about his way of life or he might have been struggling with his twofold

religious identity.

In doing so, Cavafy at this point echoes Browning and his poem ‘Johannes

Agricola in Meditation’, written in 1836 and set in the Reformation period.347 Both
poems encapsulate the belief of the speakers, Myrtias and Johannes Agricola
accordingly, that they have to live their lives freely and bravely give in to the sexual
desires of their flesh, among which homoeroticism is also included, considered to be
sins, because of the fact that before death («Ta emkivéuva») or after death
(‘Johannes Agricola in Metitation’) they will return and keep their Christian faith and
its promised rewards (Paradise). It is at this very point that being Christian and
homosexual are portrayed indeed as two social roles, as | have discussed in my
chapter’s introduction and following Yip’s terminology. Both Browning and Cavafy are
challenged by the plausible compatibility of these two social roles, a compatibility that
they actually cancel-out. The protagonists of their poems are swapping roles; they
consider themselves Christians, but at the moments when they give into temptation,

their Christian ‘role’ pauses. Yet, it remains there for them to return to when they

347 For further elaboration see Maria Tombrou, «Kapdaeng kai Mmrpdouvivyk», Nea Estia 153:
1756 (2003): 787-809.
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think that it is the time to do so or when they feel they have to.

A similar motif appears in «lyvatiov tagog» (1917)348' another representative
poem which engages into the same discussion and shows to what extent and for
how long the poet was occupied by this topic. Moreover, the idea of erasing the past
evokes the custom of a ‘general confession’ before reception into the Church. The
poem constitutes an epigram on Cleon’s (later on known as Ignatius) tomb, which
states that the deceased does not want to be remembered as a rich and self-
indulgent man, namely Cleon, leading an extreme life for twenty-eight years, but as a
Christian, namely Ignatius, living happily for ten months «ueg omv yoaAnvn kat peg
otV ac@aiela Tov Xplotovy». The epigram states that even for his last ten months,
Cleon came back to his senses, «ouviABe». Most probably his conversion to
Christianity was a result of his realisation that he was going to die, but he seems to
support that his pagan twenty-eight years offered him an extreme life that in the end
was not making him happy; it is his ten months of Christian life that made him
happy, juxtaposing their «yaAnvn» and «aoc@dieia» to «ta emkivéuvar» of pagan life.
The essential difference between the life that Ignatius used to have and the life he
chose to have towards the end of his life, is given very eloquently with his two
names. As Ricks elaborates:

His birth name and his baptismal name pull in different directions: Cleon, from KA¢og,
glory is a nom parlant. (...) In assuming the name Ignatious, evoking ignotus, Cleon
ostensibly seeks anonymity (and, as the sound-patterning suggests, to be pure,

ayvog). But he also adopts the name of perhaps the most exemplary of the early

martyrs, S. Ignatius of Antioch.349

This conscious distinction of the names, tokens of the way of life (or death?) each time
the protagonist chooses, is a tangible example of the protagonist twofold nature, that

of the ‘holy sinner’. Yet as Ricks supports: ‘This sinner’s purifying is far from

348 Cavafy, The Collected Poems, 92.

349 David Ricks, “Cavafy and the Body of Christ,” Journal of the Hellenic Diaspora 27:1
(2001), 21.
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complete. (...) Ignatius struggles to renounce the memory of his body’s sensuality in

order to graft himself into the body of Christ’. 350

It is exactly this struggle and this inner fight, which is presented as an after-
death public confession and renounciation, which purifies most the protagonist.
The protagonists were Pagans for themselves, for their bodies and their bodies’
instincts; they were Christians for others, for their own souls and their souls’

remembrance.

On the other hand, as far as the Cavafian poems set in contemporary time are
concerned, Cavafy follows a twofold attitude: in some poems the attitude of the
protagonists is restrained and full of guilt, as far as their homoeroticism and their
expression of it are concerned, whereas in some other cases the protagonists feel
transcendent and superior because of the same reason. In 1915 the poet writes the

35

poem «OuvOew 1, which reads as follows:

Opvvoel kaBe TOo0 V' apyloel o koA {w).

AAX’ 6tav X0’ 1 viyTa pe TeG SIkEG TNG U PBOVALS,
He Toug ouUPLBAcHOVS TNG, KL PE TEG UTTOCKECELS
™G aAX 0Tav €A0’ 1 vOxTa pe tnVv Sikn ™ SUvapL
TOU O0WUATOG Tov B£Ael kal {ntel, oV

(Sl potpaia xapd, xapévos, Eavariaivel.

The use of the present tense in the poem aims to transfer to the reader the
sense of the consecutive deed of regretting and deciding to change way of living and
at the same time the continual vanity of those regrets and decisions. The desires of
the body win in the end and prove to be superior to the protagonist’s thinking and
logic. The matter of the «8éAnon» is again pointed out here, but this time it is what the

body wants that determines the actions of the protagonist. The fact that the

350 Ricks, “Cavafy and the Body of Christ,” 22.

351 Cavafy, The Collected Poems, 74
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protagonist believes that he is not leading a «xaAn {wn» reveals his own beliefs about
the right way of living, beliefs that most probably are strongly influenced by
contemporary society and the Church. The protagonist «opview, a verb which is not
the obvious one we would use in a Church setting - «opvoew» to whom? The
technique of the poem brings to mind the ritual of a confession. The protagonist is a
penitent tormented by recollections of sin. He regrets his actions and his way of life,
he confesses to himself and by extension to the reader, seeking for forgiveness and
he promises to himself, not to repeat his sins. Yet, the passions and the will of his
body are much stronger than the will of his soul, of his society and of his religion.
«Xapévogy», he gives in again and again. His sins are taking place on late hours, at
night. Like criminals, this sinner makes his moves at night; a time that seems
appropriate for dangerous deeds, condemnedby society and the Church, and
therefore obliged to remain hidden. In the poem «Ta Emkivéuva», «Bewpla kat
ueAétn» were the external facts possessing major power and being able to impose the
will of the soul and the spirit over the will of the body; in this poem it is the «vOxtoa»
which is the most powerful external factor and which makes the will of the soul
weaker than the desires of the body. In both cases, even though in «Ouview it is not
clearly stated, the reader has a strong sense that only «xpioweg otiypég» can most
possibly make the difference, offering to the protagonists the most powerful
motivation to change their way of living towards what they themselves consider «mwo

KA {n».

The adjective «yauévog» that we come across in the final line of the poem
«Opvoew, as well as the whole sense of weakness and vanity that the poem pours
out, transfer to the reader the point that he who gives in («ev8iSew») to the desires of
his body, is weak and mistaken. The poem though «Emyo» (1913), which was
chosen by the poet to be the following poem to «Ouview, gives the exact opposite
sense, since the two last lines read: «K’' fma amd duvata kpaoid, kabws / Tov mivouv
ot avdpeiot tng ndovig». The protagonist here recognises that the man who follows the
instincts of his body and gives in to its desires, without questioning them, is the really
brave one. This man does not allow to himself to get restrained by his instincts, and
therefore he is free: «Aev edeopevOnka. TeAeiwg a@édnka kK’ emjya». Similarly, the

352

poem «IloAvédaiogy» (1914) which follows, referring to «pwax Adyvn mabnoig, pa

352 Cavafy, The Collected Poems, 74.
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Adyvn opun» supports that: «I'U dtoApa cwpata Sev elval KApWUEVN / qUTIS TNG

(éotng n60vr’1».353

The study of religious feeling in Cavafy in connection with homoerotic feelings

would be incomplete without reference to the poem «Mupng AAe§avdpela touv 340

wX.» (1929)354. The title is eloquent about the time and the place the poem refers to
AD 340, which was according to Hirst

a time of great political and religious upheaval: the civil war between the sons of the

emperor Constantine the Great, and the religious confrontation within Christianity

between Orthodoxy and Arianism. 399

Based on this tormented historical period, Cavafy comes up with a poem
where the religious balance is sensible, reflecting efficiently its backbone period. At
the same time, the incident of the poem is located in Alexandria, Cavafy’s ‘sensual
city’. In combining this specific time and place, the poet achieves to offer a
coherent ‘eroticisation’ of a strongly religious incident. This dramatic monologue is
delivered by Myres’s lover; the speaker is a pagan and Myres was a Christian.
Now that Myres is dead, his lover attends his funeral which takes place at Myres'’s
house and is a traditional Christian funeral with the formality which Myres’s wealth
requires. Myres’s lover sees the Christian ritual and funeral habits with a
derogatory eye, stating from the outset of the poem that «amog@evyw va eloépxopat

oTwv XpLOTLAVWV TA OTITLA, TIPO TTAVTWY 0TAV £X0UV BAIPELS 1) yLoptég».356

This poem also belongs to the group of Cavafy’s poems which discuss the
authenticity of one’s convertion before death. It is built upon the contrast of Myres’s
twofold identity. The speaker Myres was a Christian whose life was the same of a

Pagan, brimful with luxury, entertainment, riot and pleasure; the speaker even

353 Cavafy, The Collected Poems, 74.

354 Cavafy, The Collected Poems, 186-190.
355 Anthony Hirst, God and the Poetic Ego: the Appropriation of Biblical and Liturgical
Language in the Poetry of Palamas, Sikelianos and Elytis. (New York: Peter Lang, 2005).

356 Cavafy, The Collected Poems, 186.
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emphasises that Myres was «am’ 0Aoug pag o €KkS0TOG OTEG n60vég»357 and that he

did not care about what the others thought about his outrageous life («'a v

VTTOANYL TOU KOGUOV Es’vowccrog»).358 Even though Myres’s company knew of his
Christianity, it was never considered a problem and it was never strongly present,
since Myres was living a provocative and ‘loud’ pagan life and his Christianity was left
behind and put in second place, as if it was of minor importance for Myres or as if it
was a characteristic of himself of which he was not proud of and content. Regardless
of his overtly pagan life, there were moments that come to the speaker’s mind at the
time of his lover’s funeral that Myres distinctly brought his Christianity to the fore and

differentiated himself from the rest of the company:

[Toté yia tnv Bpnoxeia Tov dev proloe.
MdAloTa pla popd Tov eimape

TwG Ba Tov TTdpov e Paly oG 0To ZEPATILOV.
'Ouws oav va SucapeotnBnke

1 aQuTOV LG TOV Ao TEIGHO: OOV AL TWPW.

A xu dA\eg Svo @OPEG TWPA OTOV VOU OV
épyxovtat. Otav otov Iloceldwva kapvaue
OTOVSEG,

TpafrxOnke am’ Tov KOKAO pag, K €éotpede aAAov To BAEupa.

‘Otav evBoucLaopévos £vag Uag

elmev, H ouvtpo@ld pag vavai

uTo

v e0voLaV KAl TNV TTIPOCGTAG AV TOU HEYAAOU,

TOU Tavwpaiov AToAAwvog — PiBvpLoev o

357 Cavafy, The Collected Poems, 188.
358 Cavafy, The Collected Poems, 188.
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MUpng (ot @Adot Sev akovoav) «tn efalpéoel

8u01’)».359

The speaker of the poem compares the experiences that he had with Myres
when the latter was alive with the new Myres that is revealed to him after his death;
he compares the Myres that he saw and lived with to the Myres he is hearing about
from the people with whom Myres had lived his last moments:

KatL ypnég, kovtd pov, xaunid plovoav
yla Vv TeEAevTaia pépa mov £{noe -

ota XelAn Ttou OSlapkws T Ovopa TOL
Xplotov, ota xépwa tov Pactovo’ Evav

oraup(').360

It is the differences of these two versions of Myres and the religious contrast
that occurs between these two versions that creates to the speaker of the poem
strong feelings of defamiliarisation. Do the old women tell the truth or are their words
imbued with religious prejudice which pushes them to reproduce the events
accordingly? The reading of the poem has two possible paths of interpretation. On
the one hand, the poem can be seen as belonging to the Cavafian poems which
discuss the theme of religious conversion before death. Following this line, Myres
can be compared with Manuel Komnenos and Ignatius. On the other hand, and this
is more accurate, the subject matter of the poem is not the authenticity or not of
Myres'’s conversion during difficult moments, but the feelings of defamilirisation that
the speaker feels towards Myres. The complete alienation of the speaker is

dramatically given through the lines:

Aodplota, atoBavopouv

OOV VAPEVYEV ATIO KOVTA LoV O

359 Cavafy, The Collected Poems, 189-190.
360 Cavafy, The Collected Poems, 188.
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MUpng: aweBdvopovv Tov evwon,
XplotLavog,

LLE TOUG 81KOUG TOV, KL TIOU YEVOUOUV EEVOGCEY W, EEVOGTO A 0361

With the separated letters of the expression «&€vog eyw, &€vog ToAO» 302 the

poet conveys to the reader the suffocating feeling which captivates the speaker and

forces him to make an emphatically dramatic exit from Myres’s house.

Myres confesses sacramentally and is reconciled, whereas the speaker of the

poem can only confess his anxieties in a looser sense in the poem «Twv EBpaiwv (50

wX)» (1919):363

Zwypa@og kalL TomMTNG OpOMEVS  Kal
Sokoforog, cav Evéupiwv épopgog, o Iavong
Avtwviov.

ATo okoyévelav @iAnv g Zuvaywyng.
EAANVIO UG, HE TNV KLplapxT TTPOOHAWGL

o€ TEAELX KAUWUEVA KOL BAPTE AoTIpa PEAT).

Kot yévopat autdg mov Oa 6eAa
TAvTa va pévw: Twv ERpaiwv, twv tepwv ERpaiwv, o viog.»
"‘EvBepun Alav n SNAwotg tov. «Iavta

va pevw twv Efpaiwv, Twv tepwv ERpaiwv
-» 'Opwg 6ev £peve ToloVTOG SLOAOUL.

O Héovioués ' n Téxvm NG
AAe€avdpeiag apooiwpévo toug Tatdi

Tov elyav.

361 Cavafy, The Collected Poems, 190.
362 Cavafy, The Collected Poems, 190.
363 Cavafy, The Collected Poems, 112.
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| shall argue that this poem with a protagonist of Jewish ancestry can be read
as part of the same (Judaeo-) Christian versus pagan dialogue. Even though
lanthes, son of Antony, is Jewish, he appears to be with his behaviour «ev pépet
eBvikoc». The joints of the poem are intertwined around a strong contrast; the Jewish
origins of the protagonist and his pagan way of life. This contrast is apparent from
the beginning since in the first lines the readers are strikingly surprised from the
portrayal of a well- educated and wealthy protagonist who has a Greek nhame and his
physical appearance is so exquisite which enables the poet to make a comparison

with Endymion, but comes from a Hebrew family.

The tribute that the poet pays to the protagonist at the beginning of the poem,
presenting him as the perfect ‘catch’, combining intellectuality, sensibility and beauty,
adds the youth to the series of the Cavafian Alexandrian youths and ephebes,
displaying the same characteristics (examples of poems). Therefore, the sensual and
senses arousing nature of the youth is craftily elaborated from the beginning and

predisposes the development of the poem. On the contrary, his Hebrew identity is

given in connection with his family («amoé owoyévelav @iAnv g Zuvaywyno») 364 \which
might suggest that Judaism (and by implication) Christianity is more like a tradition and
a way of life that he inherited from his family, an inherent ‘identity’ and the voice of the
protagonist to be heard and lanthes’ confessing words are given in quotation marks.
The protagonist indeed refers to the twofold dimensions that exist in his life; his identity
is double. On the one hand, he passes his life seeking for the pleasure of the senses,

sexual experimentation and satisfaction in perfectly crafted sensual bodies. He
characterises his pagan way of life, his «eAAnviopo», as «wpaio» and «okAnpo»; 365

«oxkAnpov» in the sense that Cavafy wrote in the poem «Ho)\uékmog»366 that «I'U

367

AtoApa cwpata Sev elval KApwUEVT) auTns TG (€0Tng 11 ndovn» a way of life which

is also at points frustrating.

It is based on this realisation that lanthes proceeds to a declaration that he

364 Cavafy, The Collected Poems, 112.

365 Cavafy, The Collected Poems, 112.
366 Cavafy, The Collected Poems, 74.
367 Cavafy, The Collected Poems, 74.
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wants to leave behind his hedonical and flesh-bound way of life and just be an honest
Jew, making his family proud, fitting in the way he was raised and in the norm. Even
though according to lanthes a decent Hebrew is «oavutdg mov Ba 10eda mavta va

uéva)»,368

the dominant impression is that he wants to do this mainly for his family,
in order to keep them happy. | complement this impression based on three
arguments: First, as | have mentioned earlier, the ‘informed’ reader of the poetry of
Cavafy starts getting into suspicions from the very first reference to the Hebrew family
of lanthes; whereas all the other details given in the first lines of the poem are
describing lanthes per se, his religious aspect is given in terms of his family; we
implicitly get the knowledge that the protagonist is consequently and inherently a

Hebrew too.

After the first reference to his family from the speaker of the poem, lanthes
himself is presented to state that «ou Tyuotepeg pov pépeg elv’ ekelveg mouv TV
actntikn] avalnmow aeivw». The word «tyuodtepeg» is a word with specific
connotations in the poetry of Cavafy, which plays a crucial role in the cases of two

)369

other poems in the poetry of Cavafy: «Eupiwvog tdgog» (1914 and «Avo véol, 23

Ewg 24 etwv» (1927) 370. The protagonist of the first poem, one of Cavafy’s
epigraph/epitaph poems, is Eurion, a beautiful twenty-five year old youth, of excellent
education and background, a feature which is stated not only with his studies and
work, but first of all with his family roots. He is characterised as «madi aAe€avSpivoy,
a characteristic which refers most probably to his hedonic way of life and to
homoeroticism, which is an aspect of it. Whereas his work is going to survive his
death, the last verses of the poem, the «emuBo», reads as follows: «Xaoapev OpuwG
TO TILO T{{LO — TNV HOPE@T] TOV, IOV NTAV cav i amoAdwvia omtacia». The adjective
«tipo» here, which is indeed given in its superlative form, «to mo tipwo», refers to
the exquisite physical appearance of Eurion, which is, according to the poet, the
most decent, authentic and pure feature and token of Eurion and at the same time
the most precious characteristic for the poet; it is, let us not forget, a sheer source of

inspiration for the creation of the poet’s work.

368 Cavafy, The Collected Poems, 112.
369 Cavafy, The Collected Poems, 60.
370 Cavafy, The Collected Poems, 168
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The poem «Avo véoy 23 éwg 24 etwv» (1927) is situated in a «kageveioy,
where the meeting of two poor lovers is about to take place. The poem begins with
one of those waiting for the other for quite a long time, being lashed out with torturing
thoughts on his «mapactpatnuévn {wn». However, his lover finally comes and all the
devastating thoughts disappear before his image and before the news that he had

won at gambling a considerable amount of money:

Ta €poped toug mpdowma, Ta efaiold TOUG
VELATO, N aloOnTIK aydmn Tov elyav UeTa&y
Toug, 6poaiobnkav, (wvtavepav, TovoOnkav

o’ Teg e&vTa Alpeg ToV YapTomalkTeiov.

Kt 60 xapd kot SUvapls, alodnua Kot wpatdTng
Tyav — 0XL 0TA OTITIX TWV TIUIWV OLKOYEVELWV

TouG (0TIoU, GAAWOTE, PNTE TOUG BEAQY TTL):

0’ &V YVwoTO TOUG, Kot Alav 181k0, omitL TG StapBopag

Tyave Kot {ntnoov

Swudatiov UTIVOV, Kal akpLBA TLOTA, Kot Eavocr']mav.371

At the same time that Cavafy praises and elevates the «aiocOntikn ayamm» of
these two lovers, with an apparent sympathy towards them, he juxtaposes «ta omitia
TV TILwV olkoyevelwv Toug» with the «omiti ¢ StapBopag». The lines are saturated
with a feeling of bitterness, which encapsulates the torturing thoughts of the
protagonists, as if the words of the poet come straightforwardly from the mind of the
turbulent protagonists. Their ‘decent’ Christian families expelled them from their
houses, condemning their homoeroticism and their deviation from the norm and its
integral ethics. This should definitely be one of the obsessive thoughts that one of the

lovers had whilst waiting for his partner.

Therefore, with the reference to their «mapaoctpatnuévn Jwn», «TipEg
owkoyéveleg» and «omitt g StapBopag» we, the readers, might actually get the words

of their families’ negative criticism towards them. These words stigmatised the

371 Cavafy, The Collected Poems, 168.
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protagonists and thus swirl into their minds and are therefore reflected on the bitter
and unfair feeling which part of the poem brings to the fore, using the above phrases.
On the other hand, the uplifting attitude of the protagonists towards their relationship
encapsulates the way that they themselves perceive their love.

There is an apparent intertextuality between the poems «Avo véoy, 23 éwg 24
etwv» and «Twv EBpaiwv (50 p.X.)» connected with the words that are used in both
cases. The protagonists of the poem «Avo véoi 23 éwg 24 etwv» cherish their
«awontkn ayamm» and sacrifice their families and houses to live according to the
way they want to. In doing that, they do not obey to the calling of their families to
return to «tyudTTA». On the contrary, lanthes, the protagonist of «Twv EBpaiwv (50
w.X)» embraces and adopts, but not definitively, the admonishments of his family and
his inner struggle towards the free sexual expression of himself as opposed to the

ethics and respect that this ‘decent’ Christian family imposes, tilts towards the latter.

Because lanthes wants to follow the paradigm and the tradition of his family
that he loves and wants to honour, the words that he utters are actually the words
that he must have heard so many times coming from his family. Therefore, it is his
family’s Jewish beliefs that are heard when he is presented to say «ot Tipuotepég pov
HEPES €V’ ekelveg IOV TNV aoONTIKN avalTnow agive (...) Kot Yévopal autog Tov Ba
NnBeda mavta va pévw: twv ERpaiwv, twv epwv ERpaiwv, o vidg». Whereas in the
poem «Avo véol, 23 éwg 24 etwv» the youths accept their nature, lanthes is in denial,
a denial which seems to take place only for the eyes of his family, as the poet
hastens to clarify in the end: «Opwg 8ev €peve ToloVTog §16Aov. O HSoviopdg k' 1 Teéxvn

™G AAe€avdpelag a@oolweéVo Tous Tadi Tov eiyavy.

Cavafy provides the first moden Greek homoerotic coming-out/ confessional
way of writing, and in doing so he at times echoes the idea of confession in the
Church. His protagonists give him an artistic forum of speech and he is capable of
feeling for every protagonist, playing his role well and speaking the ‘honest truth’ on

his behalf, what Demaras has wittily characterised as «n nfomotia tov KO(Bé((pn)).372

Providing different approaches in his ancient time poems and in his contemporary

time poems, he attempts to show the inner struggle of his speaker to remain

372 Konstantinos Th. Dimaras, «H nbomotia Tov KaBapn», in Symmikta C’ (Athens: Gnosi,
1992).



138

authentic to himself and at the same time compromise with the ‘social roles’ that he
has undertaken: homosexual, Christian or Pagan? The honest failure of this is a
great sourse of poetry for Cavafy and hides the glory, as the poet concludes in

the poem «Nénog» (:|.918)373

. Although Cavafy has many poems which delineate a
confessing substratum, the Cavafian poems which are related to Christianity are,
interestingly, not really among them: in fact, they are all about people who are
somehow thwarted by Judaeo- Christian ethics. It seems, in my view, that Cavafy
was not ready to embrace homoeroticism as an alternative to Christianity. The point
which actually concerns Cavafy seems to be whether the two could ever be
compatible. In this sense, Cavafy demonstrates a contemporary echo. For some of
Cavafy’s precursors, Christianity can be gaily cast aside — somehow, we have the
feeling that Cavafy thinks this option is not possible for a Greek. It is interesting to
see how Cavafy’s successors took over this kind of coming- out narrative and how
confessional they are. Cavafy’s younger contemporary Napoleon Lapathiotes

provides a striking example.

373 Cavafy, The Collected Poems, 78
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Napoleon Lapathiotes: a strongly anti-Christian animus

In this section | delve into the homoerotic poems of Napoleon Lapathiotes
(1888-1944), a Greek writer of Cypriot origin. His life and work caused much scandal,
challenging contemporary society and the Orthodox Church in particular. | discuss the
development of his homoerotic poetry as associated with developments in his
religious feelings, a topic which has been neglected. Lapathiotes holds a distinctive
attitude towards homoeroticism and religion, creating a sensitive balance with mutual
interactions, especially in light of his demand to be excommunicated from the Church.
Though Lapathiotes is considered a minor poet in comparison with his contemporary
Cavafy, whose work he admired, he was not without influence and was an innovator
sui generis, in terms of content and poetic techniques, especially in negotiating the
expression of homosexual feeling as associated with religious belief or its
disavowal. He promotes a ‘religion of the Body’ influenced by French decadence
and Wildean aestheticism, yet he does so with references to Christian sacraments

and especially the notion of confession.

In sharp contrast to anything we can find in the life and work of Cavafy, in 1927
Lapathiotes embraced the communist ideology and declared himself an atheist.
Indeed, that same year he sent Chrysostomos, the Archbishop of Athens, a letter
asking for his own excommunication from the Greek Orthodox Church:

(...) va oag TapakaAéow va PE SIEUKOAVVETE OTOV SLAKAVOVIOUOV UG VTIOBECEWS,
XAPAKTNPOG EVTEAWG TTPOCWTILKOU—TIOU APOPA TAS OXETELS LoV PE TNV ekkAnciav (...) H
xplotavikny Bpnokeia—oxt pévov 1 0pB0S0E0G, AAAG €V YEVEL I XPLOTLAVIK——OTIWG
emiong kat kabe aAAn Opnokeia—pov £xel amofel teAsiwg mepitth. Kpivw dokomo va

ekBéow TN oelpd TwV okEPEWV TIOL Pe odNynoav Ewg ekel. A@opolv €€ 0AoKAT|poL TOV

TPOOWTLKO Pov TPOTOo ToU avTilapufavesOat Ta TpdyHaTo (...)374

Lapathiotes often created scandals in his life, tempting others and falling into

temptations himself. As early as 1910, when he was 22 years old, there was the

374 Nikos Sarantakos, «NamoAéwmv Aamadidg: AvolkTty emoToA 6TOV
Apxlemtiokomo Twv ABnvwv»,
http://www.sarantakos.com/liter/lapathiotis/arxiep.html (accessed March
17, 2014).
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scandal of the magazine Anemone when Lapathiotes published his poem «Ki émva

ueo’ am’ ta xellia oov ...» causing a huge scandal because of its audacious verses

and homosexual content.3’® To give but one characteristic example, which
encompasses all the points made by hostile critics, | quote a brief excerpt from an
article of Spiros Melas in Eoria (May 29, 1910), entitled «H cdpka! H odpka!» Here,
Melas addresses the public prosecutor, denouncing the homosexual content of
poems published in Anemone, and specifically of a poem by Lapathiotes, which was

the most outspoken3 6

[Towdv éomoav vmoderypd twv; Tov Ookap, Tov OvAAS Twv Slkactnpiwv Kol Twv
oKkavSAAwV, 1 TOV IO TNV Kal Tov aodntikdv; Elval @avepdv, and ta Epya Twv, 0TL TO
TpwTov: ATl oL Spactal mapopoiwv Bavavcoupynudatwy eivat advatov va eival
pabntai Tou TMowmTOU, O OTO(OG AVNYAyE TOV VOUOV TNG wPAOTNTOG €15 VOUOV
nOwMg, knpviag OTL «nBKOV elval Tav 0,TL wpaiov». O@eilete Aotmdv va egakplwoete
To TPAY T Kol va S18GEeTe €16 Tar YruxoTabn autd Ovta, OTL TO TIVELUA KAL 1] TEXVN eV
elvat Suvatov va €youv kapiav oxéowv pe tag Pavavoouvs opEEelg SIECTPAUUEVWY
@UOEWVY, Kol OTL 8ev EMTPEMETAL ATIUWPNTL Vo 0TEYAJOVTAL UTIO TNV ETKEPAAISH
ovoudtwy, Ta omoia YBupilouv pe katavuily at TMapBévolr touv EAwkwvog, ot

BéeAvpotepal Twv acBevelv.377

The so-called Anemone scandal is called a ‘social’ scandal by Marina Lypourle

in the 2001 edition of Lapathiotes’ poems.378 But it was also a religious one, a fact
that is obvious through the numerous points of the criticism which emphasise the
‘immorality’ and the public indecency of the verses in question. Dissatisfied with this
incident, in 1914 Lapathiotes published in «Novudg» his «Mavipéator, in which, once

again with audacious formulations and a rebellious attitude, he declared that

[l

375 For further reading on the issue of “the scandal of ‘Anemone’,” the fuss it created and
the sharp critique that the poet accepted on the homosexual content of the poem, see the
comments of the editor Yannis Papakostas in Napoleon Lapathiotes, H (w1 uov: Amomeipa

ovvonrtikns avtofoypapias (Athens: Stigmi, 1986), 198—201.

376 The poem which caused by far the most negative discussions was that by Lapathiotes,
though the magaine also included “provocative” poems of homosexual content by Echtoras
Adonis and Manoles Magkakes. However, the most overt poem was the one by Lapathiotes,

and for this reason it has drawn the greatest amount of interest.
377 Spyros Melas, «H odpxa! H aapxal», Estia (Athens), May 29, 1910, first edition.

378 Napoleon Lapathiotes, lNomuara (Thessaloniki: Zetros, 2001).
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(...) Exw péoa pov aipa npwwv. Mnv akois 6ca Aéve ot pkpol. Etvat avideol amoé Biatovg
TAAROUG Kol YMAG TETAYHATA, KOLTave ToAU Tipog ta Kelpeva kat KaBiepwpéva. Tnv
Yuxn toug 8¢ opupnAdmoe T ‘Ovelpo, dev kabayiaoe 1 ZkEYPT. ZEPOUVE Eval «TIPETTEL
Kal Timot’ &AAo- eivat 1) o povyyn ekdniwonmg Zwng (...) Tpwkupilel péoa pov to O¢tio
[Ivevpa g Kataotpopns. Na pi§oupe 6,TL E€poupe Yy PeUTIKO KOl Yl TAAOTO, VX

oefaoctovpe povayd 6,TL otékeTal [epd kat 0,TL kaBoaoiwaoev 1 Ayvn ’Emwsvcn.379

In his «Mavupéoto» Lapathiotes, unlike Cavafy, makes use of language with
explicit religious connotations, like «xaBayiace», «Beio Ilvevua» and «Ayvn
‘Epmtvevon». He goes against the norms and tries to encourage a re-establishment of
the order by proclaiming new, provocative and subversive topics in literature and
society, triggering new writers to proceed to literary and social rebellion, not least
rebellion against organised religion in its Greek Orthodox form. It was to be expected
that this kind of text caused many responses, negative and supportive, again

creating an enduring discussion around Lapathiotes.?’a0

The «Mavipéoto» of Lapathiotes was a predecessor to his self-imposed
excommunication. Just as Dallas has argued that the religious element in Cavafy

should be taken as if it belongs to a sui generis «BeoAoyia» and «LSSO)\(’)YT]HO(»381’

traces of a «AamaBiwTikn Bgoloyia» and «AamaBuwTiko 8eoAdynua» are also

apparent in the corpus of Lapathiotes.382 In this sense, Lapathiotes could have been
described as a heretic given his will to officially leave the Orthodox Church, strongly

motivated by his developing communism and atheism.383

379 Napoleon Lapathiotes, «Mavipéoto», Noumas-524 (April 19, 1914).

380 For a detailed account of the relevant reactions going to both directions, condemning

and supporting, see Napoleon Lapathiotes, H w1 puov (Athens: Kedros, 2009), 205-212.

381 Yannis Dallas, 0 EMnviouéc kat j Osodoyia atov Kafden (Athens: Stigmi, 1981).

382 This characteristic of the poetic oeuvre of Lapathiotes falls within the features which are
common in the Athenian school of neo-romanticism, of which Lapathiotes has been claimed
by Diktaios to be the greatest emblem, among other writers like Ouranes, Karyotakes and
Agras (Ares Diktaios, NamoAéwv Aanabiwtns: H Zwth tov—Tto0 £pyo Tov (Athens: Gnose, 1984),
38.

383 At the same time, Lapathiotes was a huge admirer of Papadiamantes (Napoleon

Lapathiotes, «Amokoopo ayploAoviovdo amd oto pnuokAnow, Kallitehnes, 1911), 336.
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| will begin my analysis with an early poem by Lapathiotes, entitled

«XpLOTOVYEVVLATIKY Ayoov[a»384 written between 1905 and 1919:

Q¢ moTE TN AdxTtApa HOU OWd cou Ba
ocwmaivw; Q¢ mote Ba YapoyeAw Weva Avypo

ota xeiAn;

[16te 6’ actpaPel 0 TOVOG HOU KAl TO SUGTUXLOUEVO

TAPATIOVO OV, GV TOV a@PoV TO KAGua, B oov oTellel; ...

Q¢ moTE T T AYPLWTIA Ta KOUATA Bo Tviyw

Tov &EgxelAilel uéoa pov pLa ameAmiopévn Bpuon;

Mn pe Koltdg T600 YAukd, Xpuoé pou ... Akoua Alyo

KoL 0 TIOVOG pov, Tov Tviyetal Badid, Ba Eepwvioel

Mg powdlovv Ta YEWMAKIH 60U YAWUO XAwWO
KEPAOL, KL eivat 1 PruxoVAa oov amaAd, YAUkO YAUKO
HETAEL ... Ag pe Bwpelg, OV 6A0 YEAW UNV TUXEL Kal
TPOPTACEL KaULd Spocld oto PAEPAPO KAl UOU

YAukoxapageL,

Kat ta poatdkia Zov yeloUvv oTov TOVO UOU
TPYUpW, OOV TETAAOVSEG YUPWTEG  OTO

mebapévo kpivo ...

ZTNV QYKOALA OV o0y TPEAOGS pia vOXTa Ba o€ cVpw,

Kol WPEG eKel Ta KAGpata, Tov Zov ‘kpua, Ba xOvw

M’ amoye eivat Xplotovyevva! ... Agv €xel TOTO 1 OAIYM

... Méoo 0T YEALX VO TIOVEL KAVEVXG ElVAL TPEA ...

384 apathiotes, Moujuata, 52.
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Y€ IO YWVLA ] Ay QT OV TO KAGHX TNG Ba kpUYEL
AN Bpadid, kapSid pov, KAALS ... ATtoYe, [Tove, YA ...

This poem is an early but representative exemplum of the way the poet
employs the religious theme to convey sensuality. The title of the poem refers clearly
to Christmas, one of the most important celebrations for Christianity, associated with
happy moments. Yet, the speaker is in despair and Christmas makes him feel worse,
since he compares the happiness that he should have been feeling with the sadness
which captivates his heart; the question at stake here is what leads the speaker to
these bitter and desperate feelings? | argue that the reason behind his frustration is
the untold love that lashes out on his soul, deep feelings of desire and attraction that
remain unspoken to the person who evokes them. The case in which the protagonist
has revealed his feelings to the person of his interest, but his feelings are not
returned, also seems valid. In both cases, the poem discusses a one-sided and
unfulfiled love which torments the soul of the speaker and constitutes the
reason for his «xanuég». The religious aspect invades the poem in terms of its mise
en scene. The address of the poem includes the address of the speaker to the person
of his interest, whose presence is not real at the time that this happens, and on the
other hand the address to Christ. We might visualise the speaker before the image of
Christ («Mn pe koltdg 1060 YAUKQ ...,» «Ag pe Bwpelg, Touv 06Ao0 YeAw ...»), maybe in a

Church («Ze pa yovid n ayamn pouv to kAdua tng Ba kpOyew), on the day of

Christmas, in the so-called «gomepivog g ayémng».385 These two addresses mingle
in the poem and are consecutively referred to in an entangled manner that is not clear
to someone who hears the poem. The verses of the poem serve the reader and
facilitate them in understanding what is going on, reinforcing the feeling that the
articulation of the poem is something ‘private,” subject to the inner considerations of a
tormented soul and written to be read privately, in closure, quietly. When the speaker
refers to Christ, following the religious and liturgical language, he uses adjectives and
pronouns which begin with a capital letter: «Xpvcé pov», «ta patdxia Zovy, «mov Zov
‘kpuPa». On the other hand, when he refers to his person of interest, the relevant
adjectives and pronouns are significantly given with a lower-case letter: «owd couv,

«Ba 00V OTEMEY, «TA XELAKLX GOUY, «T) PUYOoVAX GOLY.

385 This is what the Orthodox Church calls mass on the day of Christmas in the evening.
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Therefore, the poem interestingly unfolds around a chiastic scheme, since in
the first and the third stanzas the addressee is the person of the speaker’s interest
and in the second and fourth stanzas the addressee is Christ. In following this
technique, Lapathiotes consciously complicates the addressees of the speaker so the
poem concludes in a fusion of their substances—Christ is eroticised and the human is
deified. The person of the speaker’s interest constitutes a projection of Christ and
Christ constitutes a projection of the person of the speaker’s interest. In the last
stanza, the speaker personalises the pain of his soul and addresses it by giving the
word in a capital letter again: «Il6ve». Even greater than the speaker’s feelings
towards the person who interests him and the comforting figure of Christ, is the pain
which dominates his existence and the speaker therefore idealises it and stresses its
significance in his life by equating it with the figure of his two Gods: the object of his
desire and Christ. By being the last deified substance by the speaker, it seems that it
is the pain which puts the overall stamp on the life of the speaker. The context of the
last stanza has ironic nuances, since the speaker juxtaposes the «tomoug» with the
«ovoiax». Christmas is supposed to be a joyful celebration. Therefore, he has to hide
all of his pain and sadness behind a fake smile which is more appropriate for the
occasion. In this sense, the last stanza of the poem brings to mind the Cavafian poem

386

«MUpnc- AAeCavopeia Tou 340 p.X» in which are also ironic allusions to the

«tOmoug» that the Church follows faithfully, in a way that «ovcia» remains out of it.

387 also written between 1905 and

In another early poem, entitled ‘Nirvana,
1919, the poet promotes the ‘religion of the body.” Many of his poems praise the
body, the flesh and the accomplishment and pursuit of its desires. The poem is

dedicated by the poet to the agnus Dei:

[ToV elote, Kapoi—w maAiol, w pakplot

KL OpwG  TO00
XPUOOL, HEG OTN YAAUKOTATN €VOG TEAGOU
OV ‘TAEQ

oAdoTpn Bapka

386 Cavafy, The Collected Poems, 186.

387 Lapathiotes, IMomuara, 110.
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KOl 0TO VONU& oou akoua 8e [ UTIOTOYVEG, W
Tapka, KL nuovv eumapbevog, w Eov, kL fuouvv

ayvog, w Eov...

(Avaoawva povavamva T Zowny, OTwS
Kpaoi, Kt amoAdBalva vogpad KL OPUOVSLES
KoL TAPKQ, KL QyvVWwpoS oo KOPML, KL
avideos amd adpxa, eiya akepain v Puxm

KL YVwon T pomn.)

AmoBupdw oo po ASUKOTHTN KOl 00 LY LEPOTT,

—ETOoL oav TG QUYEPWVO Spocd péEs’ atod
Kplva— o Tp@Tn ayamn mpowTou avlpmov,
0€ {Lo TTAGOT

TPWTN ...

.. Kt dpwg epéva pe tpuyde, Koppi, n Swkia oov
[Telva, KL wod Aaumdda KaloOUEVN UTIPOG O€ KOVIOUQ,

Bepun, WavePaivel n [pocevkn, oe Zéva—rto Koput.

The speaker brings the two different phases he went through in his life to the
fore. At an earlier stage of his life, when he was young, he followed a prudent and
respectful way of living, staying away from the quests of the Body and the Flesh,
and, by extension, close to religion and its teachings. The speaker addresses this
self with feelings of admiration and respect: «w EoV», «w Ecv..,» recognising that he
refers to an aspect of his life which is lost forever. The parenthesis which follows the
first part of the poem and consequently the first phase of the life of the speaker
functions as an «wtepuédo» between the two different phases. The speaker
recognises and admits that in the previous phase enjoyment was only «vogpn»
based on imagination and not on practise and actions. He was imagining enjoying
sexual encounters in «appovdiéc» and «mapkay», but he did not have the actual
experience of it, since he was constrained by religion. In doing so, he confesses that,
after all, he had «axépam v Yuxn kat yvwon ™ pon». The stanzas of the poem

which follow the parenthesis refer to the present self of the speaker. He states that
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he longs for his old «Aevkotatn epotn»; he compares his first pure self with Adam
and Eve and their innocent feelings («pwx tpw aydmn mpwtov avBpwtouv»), and his
transition to the full knowledge as the Fall of the human from the Paradise they
possessed and lived in («oe plx mAdon mpwn ...»), to real life and its vanity. Even
though this is the case, the speaker surrenders to a new God, the Body, and
confesses to it. The prayer of the speaker transcends him and sends him up to what
he worships—the body. The last verses of the poem indicate that full knowledge is
acquired by the speaker when he learns to give in to the desires of his body, when
he proceeds to actions, gaining experiences, following the lust of the flesh. Even
though the speaker of Lapathiotes seems to be satisfied with his choice to devote
himself to the desires of the flesh, the work of the poet as a whole conveys a deep
feeling of desperation and loneliness in the path that he follows. It seems that the
choice of the speaker of Lapathiotes for the full knowledge that giving in to desires
offers, instead of the «axépawm Yuxn» promised by a prudent Christian life, has a

price to be paid.

Three years after his self-excommunication, in 1930, Lapathiotes wrote the

388 and «Ex Baeéoov».ssg

poems «Acua AGUATWVY «Acopa aocpatwvy», as is clear
from its title, refers to the book ‘Song of Songs,’” which is based on a tradition of Near
Eastern erotic poetry, consisting of seventeen chapters which praise love as an
institution («6eocudc») blessed by God. A second interpretation makes an allegorical
reference to the union of Christ and His Church. Lapathiotes cites the last two
chapters (16 and 17) of the ‘Song of Songs’ as the epigraph of his poem: «I5ov &l

KOAOG, 0 adeA@L80G Pov, Kol Y€ wpalog: TPOG KAV NUwV cVOKLOG, §0KOL 0lKwV MUV

KESPOL, PATVOHATA NUWV KmTé(pLGGOL».390 Religiously related mottos are very often
used by the poet, revealing that the oeuvre of Lapathiotes as a whole is preoccupied
with the theme of religion even after him leaving the Church. It seems that his act did
not constrain him to inner torment. For the poet, the key word of the passage is

«aded@1806», which is characterised as «kaAdg» and «wpaiogy—the whole poem

388 Lapathiotes, Momuara, 202.
389 Lapathiotes, Momuara, 214.

390 For the whole text of Solomon’s “Song of Songs” in ancient Greek and in modern Greek
see Yorgos Seferis, trans., Aoua Aocudtwv (Athens: lkaros, 1972), and for further
interpretation and analysis see the recent monograph Gianni Barbiero, Song of Songs: a
Close Reading, trans. Michael Tait (Boston: Brill, 2011).
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unfolds around him, constituting a tribute to this partner, an anthem to the object of

love and adoration:

Kt épeyyav ta patia Xov, KaAe
OV, UEG OTN UavPM VUXTA TOU
Kupliov,

KL NTave Yupévn oTn HopEN
oov oo pwv  mdovy ToL

naptupiov-

KL éAeyav Ta patioa Zovu, KaAé
Hov, oa yla pay aAddntm dvoia,
—KL OAN pog M kauapa, KoAé
pov, @avtale Paba, ocav

eEKKAnoia:

KLpBave Ta xépla Xov, KaAg pov,
T AEUKA XEPAKLX TA YAUKA [LOV,

KL épevayv akivnta, KaAé pov,

OOV TIOVAGKLO, HECH 0TA SIKA LLOV.

Kt 6An vOxta, tpépovtag, KaAé pov,
ueg oto PBouPaud tov pvotnpiov,
Alwvapg, kL ot 8vo, oca Svo
Aopumadeg, v Awwvia AdEa Tou

Kupiov....

Based on the passage of the Song of the Songs, Lapathiotes comes up with a
poem in which he employs the motif of conjugal love or the love of Christ for his
Church to convey homosexual love, the love of the speaker for his lover. The second

verse, «ues otn pavpn voxta tou Kupiou», evokes the poem ‘Dark Night of the

Sour391 by Saint John of the Cross. The poem refers to the journey of the soul from

391 For an interesting insight into the poem see Georgia Harkness, The Dark Night of the

Soul: a Modern Interpretation (London: Andrew Melrose, 1948).
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the body to its union with God. This journey is called ‘the dark night’ because of all
experiences a religious crisis, since it starts doubting its faith in God. ‘Dark Night of
the Soul’ is separated into two books and the successive stanzas connote the
different steps of this ‘night’. The first book represents the first phase, the purification
of the senses, whereas the second represents the most difficult phase, the purification
of the spirit, which leads to spiritual growth and union with God. The protagonist in the
poem of Lapathiotes, and in his work in general, seems to experience this ‘dark night
of the soul’, since he doubts his faith and eventually refuses it. Yet, the unfolding of

the poem «Aopa Aoudrwv»?’gz

reveals that the speaker believes in and proceeds to
the purification of the senses through homosexual love, which is based on authentic
desire. By evoking the Spanish poem of the sixteenth century, Lapathiotes reveals

that his work also has a Western flavour, indebted to Wilde and other Western

writers, and akin to the Roman Catholic flavour of Christomanos.393 In a similar vein,
when the poet refers to «uiav ndovr Touv paptupiov», he brings to mind the eroticising
of the martyrdom of St. Sebastian who is characterised as ‘an enduring homo-erotic

icon’ 394 an argument which is reinforced by his artistic depictions.

We should pay attention to the fact that when the speaker refers to the person
who constitutes the object of his love and lust, he employs words starting with a
capital letter: «ta pdtia Xov», where the possessive pronoun «Xouv» begins with a the
troubles and the obstacles the soul faces to be united with God. It is as if the soul
capital letter, and «KoA¢ pouv» and «Xpuvoé pov», where the two adjectives used to

characterise his loved one also begin with a capital letter. In the poem,

392 |_apathiotes, Moujuara, 202

393 For further details on the relationship of Christomanos and Lapathiotes, see
Lapathiotes, lMoujuata, 9-10. | shall also note the friendship and mutual interaction and
influence of Sikelianos and Lapathiotes (see again Lapathiotes, Homjuata, 10). It would be
very interesting for a comparative study to be undertaken on the religious parallels on
Sikelianos and Lapathiotes, something which is not stated in Korfis’s monograph on
Lapathiotes and the relevant comparative chapter on Sikelianos and Lapathiotes: Tasos
Korfis, NamoAéwv Aarnabiwtng: ZvufoAn otn ueAétn tne {wrjc kat Tov épyov tov (Athens:
Prosperos, 1985), 93-101.

394 Charles Darwent, “Arrows of Desire: How did St Sebastian become an Enduring, Homo-
erotic lcon? "The Independent, February 10, 2008, http://www.independent.co.uk/arts-
entertainment/art/features/arrows-of-desire-how-did-st-sebastian-become-an-enduring-
homoerotic-icon-779388.html (accessed March 17, 2014).


http://www.independent.co.uk/arts-entertainment/art/features/arrows-of-desire-how-did-st-
http://www.independent.co.uk/arts-entertainment/art/features/arrows-of-desire-how-did-st-
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though, the speaker also makes reference to God, to whom he explicitly refers to twice

with the address «tov Kupiou» (the Lord) 39°-

The speaker sanctifies the person of his
lust, even deifies him. In doing so, he recognises his huge importance in his life and
therefore applies to his loved one a divine element.The poet simulates the sexual
intercourse of the speaker with his lover with a sacred ritual. To describe lovemaking
he employs vocabulary which explicitly refers to worship; the Passion of Christ is
compared to the perverse pleasure that sexual ‘martyrdom’ brings the lover of the
speaker, while his eyes betray a «aAabntn Buciay», bringing to mind Christ's own
sacrifice for the sake of humanity. Attention should be paid to the adjective
«aAaBn», which can also be read ironically towards the sacrifice of Christ. The room
where the erotic night takes place is purified to such an extent it makes it comparable
with a church, evoking the Cavafian poem «Xtnv skkAncio», where emphasis is given
by Cavafy to the exaltation of the senses in the «katavuktiki» atmosphere of a
Byzantine Church. He denotes that sexual intercourse with the person who constitutes
the addressee of his lust and desire—and consequently the person who constitutes the
speaker's own personal God—creates the same sacred devotion and awe
(«xatavuén») created by religious ritual. He compares the deep and sacred meaning of
an authentic relationship to the sacrifice of Christ; this constitutes a ‘far- fetched’ move
by Lapathiotes. Given the fact that the publication of «Ki émva peo” an’ ta xeldiax oov
...» in 1910 created such a huge social and religious scandal, with this poem
Lapathiotes is consciously and dangerously close to blasphemy, in a way which could
have brought about prosecution. Finally, in the last stanza of the poem the comparison
of the religious mystery with the sacred sexual intercourse reaches its climax; the two
lovers «Altwvouv oa dvo Aaumddeg» with their hedone perpetuate and honour the glory
of God.l would like to conclude with Lapathiotes’s poem «Ek BaBéwv», also published in
1930, which offers a different approach to the issue of homoeroticism as associated

with religious feelings:

Avmmoov g, O¢ pov, oto Spduo Tov

T™MPA, XWPLS, WG TO TEAOG, va EEpw TO

395 This technique constitutes a profound feature in the poetry of Lapathiotes. In many of
his poems we observe that the words ascribed by the poet with a great significance are
given with a capital letter, since the poet idealises them. Apart from the poem «Ex BaBéwv»,
the poem «Adxpua» is another great example of the technique Lapathiotes uses to refer to
the person who is the object of his passion with adjectives and pronouns starting with a

capital letter, in the same way that someone would refer to God and Saint.
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WS,
—xwpic va' yw pabel, pe pa TETOlX
uoipa, oo kpipa pe S€vel, KAl TOLOG O

oKOTIOG!

Avmmoov g, O€ pov, oTNV ATOYVWOT) LoV

AUTI|O0V TN PAOYX TTIOU HATOLO GCKOPTIW

—AUTINOOU UE HES OTNV AYUVAKTINON

uov, va {w Sixws Adyo Kot Sixws oKoTo

The poet found his way to the title after much deliberation, as the multiple
publications of the poem with different titles betray. Among those titles we come
across «Ze éva 0gd, eqv autdg vmapxew, which reminds us of Palamas’s own
doubting attitude to religion. In fact, we could say that Lapathiotes attempts to

continue Palamas’s dialogue with Christ, who was also ‘seriously troubled by the

question of belief’,396 but in an eroticised manner this time. As the last title «Ex
Babéwv» implies, in this poem Lapathiotes proceeds to a confession de profundis.
The title refers to Psalm 130, one of the seven penitential psalms, in which the

psalmist cries to God in deep sorrow, asking for mercy. The title also brings to mind

’ 397, in which he first mentions and then

Oscar Wilde’s poem ‘De Profundis
indicts incidents from his relationship and way of life with Douglas, which lead him to
prison, and after that he points out the spiritual growth he acquired in prison,
dismissing religion as a source of solace. Lapathiotes makes his confession to a God
whose very existence he doubts. According to the Church, the ritual of confession has

to be based on true Christian feelings—deep faith in God and authentic repentance for

396 Anthony Hirst, God and the Poetic Ego: the Appropriation of Biblical and Liturgical
Language in the Poetry of Palamas, Sikelianos and Elytis (New York: Peter Lang, 2005), 42.

397 Oscar Wilde, De Profundis (Mineola, New York: Dover, 1996).
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someone’s sins. Given these feelings as granted, and only in this case, the confession
can be ‘successful’, which means that the person can be forgiven by the priest who is
authorised by God, and the reunion of the penitent with God can be achieved. Having
in mind the previous titles of the poem, as well as the whole corpus of the work of
Lapathiotes, it is apparent that the speaker of the poem lacks these feelings.
Therefore, the confession is invalid. Confession serves Lapathiotes mainly to convey
the ironic perspective of the speaker towards the feelings of repentance caused by

religion and its repressions.

It has to be clarified that the outcry of the speaker to a God and not the God

does not include any feelings of guilt regarding his homoeroticism, because the

speaker of Lapathiotes does not have them.398 The speaker perceives his
meaningless life as the greatest cause of his «kanuog», which motivates him to
confess. The constant feeling of vanitas vanitatum lashes out the speaker, who feels
that he wastes his ‘fire’ («pAdya») brazenly and without beneficial result. Bearing in
mind the whole poetic corpus of Lapathiotes, the poem «Ek BaB¢wv» might as well
be perceived as an erotic poem, since the speaker seems to be tortured by the lack
of a permanent erotic partner, who will give to his life the meaning he is so
desperately looking for. Without his partner, the speaker feels that he wastes himself
among pointless sexual encounters which satisfy his body but leave his soul lonely.
Finally, bearing in mind the fact that Lapathiotes wanted this poem to be the first of
his poetic collection, we can conclude that he emphasises the confessional function
of his poetry as a whole, which is faced as a means for a tormented soul to be

expressed.

398 apathiotes was open about his homoeroticism: «... ToTé, og kap& oty TS {wfc pov, 8¢
Bewpnoa EAATTWHA, TNV VALKV ATOCTPOET] LoV 0T yuvaika, kKat Tnv €AEn pou amd To (8lo pov
To @UAo...». From Lapathiotes’s personal notes, dated May 26, 1930, as quoted in
Lapathiotes, HMowmuata, 15. Also, for Lapathiote’s misogyny and conviction for the superiority

of man, see Korfis, NamoAéwv Aarabiwtng, 77-78.
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Dinos Christianopoulos: «...Ti 8 TrEl TPOCKUVNUEVOGY
Even though there is a large time gap between Lapathiotes and

Christianopoulos, Christianopoulos seems to be an apt example of the cultivation of
both elements of Cavafy and especially Lapathiotes, when it comes to the relationship
between Christianity and the homoerotic. Christianopoulos, the only living author
discussed in this thesis, picks up the thread from Cavafy and Lapathiotes, with whose

work he is familiar399

and provides new perspectives to the way homoeroticism is
represented in Modern Greek poetry. Following the example of Lapathiotes, now in the
even more repressive years following the Second World War, Christianopoulos kicked
off his writing career with the creation of a series of scandals, provoking society and
the Church; His connections with religion are deep and undisputable; In the recent
volume of «Evteuktplo» (October/December 2011), dedicated to Christianopoulos,
Yorgos Cordomenides informs us that as a child, when Greece was under Axis

occupation, Christianopoulos survived because of the common meals of the pietist

organisation Zoe (1942-1945).400 In 1943 he subscribed to the magazine

«EAMnvomovio», where he published poems with the nickname «XplO'TLO(V(’)TEOU)\O»401

and in 1947 he changed his original surname, Demetriades, to Christianopoulos, a

surname indicative of his religious preoccupations..402 His first poetic collection H

403

emoyn twv loyvwv AyeAdadwv™>, printed with his own money and published in 1950

became immediately a best-seller and because of its audacity — part of which is its

Biblical title — the book created a huge negative fuss around the new poet.404

Cordomenides mentioned that the poetic collection

(...) mpokaAiel avtidpdoels amd tov TUTO, TOUG KUKAOUG TWV AOYOTEXVWV, TOU

[Mavemiompiov (kupilwg amod kadnyntég — avauesd toug o 1.0. Kakpidng, o I'iepdg, o

399 see the references Christanopoulos makes about Cavafy and Lapathiotes in his

booklet To em’ epoi: Dinos Christianopoulos, To e’ epol (Athens: Mpilieto, 1993), 56-60.
400 Yorgos Cordomenides, «XpovoAdylo Ntivou XploTlavoTouAov: éva TpwTo oxedlaoua»,
in Enteuktirio (Afieroma Dinos Christianopoulos) 24:95 (2011): 8.

401 Cordomenides, «XpovoAdyto», 9.

402 cordomenides, «XpovoAdylo», 9.

403 Dinos Christianopoulos, Iowmjuata (Thessaloniki: lanos, 2012), 11-31.

404 Cordomenides, «XpovoAdylo», 10.
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Ayamntdég TooTavAaknG— KAl ALyOTEPO ATO GUUEOLTNTEG), TWV KATNXNTIK®WV (VTIO TN
owdnpa nyesoia tov MatTpog Aswvida IapackevdmovAov, €mi YOUVTAG UNTPOTOALTH

OecoaAoviknG) aAAA KAl ATIO TO CUYYEVIKO nsp[yvpo.405

The climax of the reactions against him came with the second publication of the

same poetic collection, where:

Apéowg emepPaivel n Tevikn AcpdAela Oecoaiovikng kat kataoyel To BLBAlo, emeldn oe
£va oA TOV ATTOKAAOVGE TOUG A0TUVOULKOUG «UTIAOKIVEG: TAUTOXPOVA, ATIOTIEUTIETAL

KOl oTTO T XPLOTLAVIKTY Kivnion g «Z(m’]g»».406

Biblical protagonists, religious settings, modern anachronisms and a latent or

obvious eroticism saturated his first poetic collection Emoyn twv toxyvawv ays)to’a?wv407

(1950). Referring to the poems of the collection, Christianopoulos explains:

Ta éypada Sexaevvid kat elkool xpovw, OTav MUOLV oTA KATNYNTKAE. ‘Exovtag
eUTOTIOTEL Ao TO BpNoKeLTIKO TEPPAAAOVY, {WVTAG OUWS KAl GE Ul cUYKpouaon padi
Tov, Sev elxa yvwploel akopa Tov épwta Kat fplokopovv o Stapkn o). (...) Ao tov
KaBaen, ov Stamotioes ) {wn LoU KoL TNV aleOnTIK Hov kKat Atyotepo v noikn pov,
Sidaymnka v TOAUN ™G €gopoAdynong (...) amo tov EAoT SExmmka TN XPLOTIAVIKY
aywvia (..). Ot 800 emdpdoels aAAnAocuykpoloviay, TOGO TOU &viwBa ooV KaKOG
naBnmc touv KaBapn: £€tol dpws dnuovpyndnke éva VEo XUPLAVL TTOU PE LKAVOTIOLOVOE

KoL e sZs’cppaZs.408

409

It was in this spirit that he came up with poems like « May§aAnvi» where he

blasphemously presented Magdalene in love with the eroticised Christ, in provocative

405 Cordomenides, «XpovoAdylo», 10.

406 Cordomenides, «XpovoAdylo», 10.
407 Christianopoulos, Hotjuata, 11-31.
408Christianopoulos, To em’ epoi, 9-10.

409 Christianopoulos, Hotjuata, 12-13.
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verses like

Zépw, elval MOAV autd To MOpPO Y TN
HETAVOLA, WOTOOCO YL TOV EPWTA Eval Alyo.
Kt av pa pépa aomaotem To XpLoTaviopo, a "val yia

™MV ayqamn Tov-

KLav papTupniow yU Autov, Ba 'vai 1 aydmm tov ov fa
W EUTIVEEL

Tati, kOple, 0 €pwTag pov avdPel v mioTn KL N
QYATM TN HETAVOLA

KL {owg peivel awwvia T 6voud pov oo ocvuBoro
ekelvwv Tov ocwbnkav kat Avtpwdnkav OTL

nyammaoav moA. 410

Whereas in the poem «Exatovtapyog KopviAiog» (1950)411 of the same
collection, the Centurion Cornelius prays to Christ (or before the image of Christ) for
the health of Antonius, his favourite slave, with words like «Kupte, unv amopeis ylax tnv
TOON MOV TILOTN: I aydmn oV vmayopevel Ty miotn» and «Ouwg kv’ Tov KaAd, pov’
auTo oov (NTw, TimoT &AAo. Oua 'tav avnBiko kabe GAAo mov Ba ToApoVoa va Gou
(mmow». Eros triggers «petavowa» and «mpooevxn». The protagonists, being aware
of their ‘immorality’, do believe that they are going to be forgiven because of their
deep feelings of erotic love, a feature obvious in the case of Magdalene towards the
eroticised figure of Christ and a latent, but strongly present characteristic in the case
of Cornelius. Indeed, the poems do represent the inner struggle of the protagonists,
accepting, on the one hand, the ‘indecency’ of their love and, on the other
hand,believing that the quality of their true love can justify its genre. At the same
time, these first poems predispose the theme which is meant to occupy the work of

Christianopoulos at length, what Kavvadas has eloquently expressed:

410 Christianopoulos, Houjuata, 13.

411 Christianopoulos, Howjuata, 11. Also, see the analysis of the poem in the third chapter
of my thesis, discussing the connotations of the same poem as far as the category of

social class is concerned.
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2o &6 1 Toinon tou Ba kivnBel avapeoa oe U0 KUALOUEVEG TTETPEG: ) TIPWTT B elval
N AVAYKN €VOG KOPULOV, TTAAOUATIKY 0AAG avaykala €€080G amd Tn poéviun o086 g
povaélag, kat 1 dgutepn Ba ival 1 BpnokevTikn TioTn. O TOW TG TAAEVEL V' ATTO@UYEL
TN VUXTEPWVY TEPLMETELN, YlaTi elval améAvta memewopévog OTL apaptavel. H
(PUYOKEVTPOG KIviom avaykng- SIAUUATOG-apapTiag/ SoKIHAoIaG-AVTPWwonG-avAyKnG

yivetal yOpw amo tov povo aova mouv otaBepomolel To VG TN TNV Ho[ncm.412

The protagonists of Christianopoulos’s first collection constitute multiple
personae for the poet, reinforcing the confessional mode of the collection and of the
whole of his work. As he himself states, following the technique of Cavafy: «Ta
mpoowta amd v Ayla Tpaen, v eAAnvikn puBoioyia kat To Bulavtio amoteAolv

TPOOWTEIX TWV EEOUOAOYNOEWY LOV.» 413

It is for this reason that his protagonists are to be distinguished from the
author; because they become autonomous from the author, being at the same time
his creature; they are represented by the author and they represent the author,

offering him the voice he needs to express himself and his poetry.

414 from the collection

The poem «NUxta, xAaploé pov €va  KOpi»
Awurrepdomoro¢ Kanudg, will be analysed in detail in my next chapter on
homoeroticism and social class. The poem is also important for the purposes of this

chapter too. The last verses of the poem read as follows:

NUxta, xaploé pov éva KopuLEoTW KAl
yla fon wpa, Y éva SEKAAETTO: 0OV
TGlw TpWTA

TPWTA TO KOPL pov,

00U TA{w TO HEAAOV Hov,

412 Christos Kavvadas, «ENUELWOELS Yia TNV Toimon tov Ntivou Xplotiavdmouviou», in
Enteuktirio (Afieroma Dinos Christianopoulos) 24:95 (2011): 42.

413 Christianopoulos, To em’ euoi, 11.

414 Christianopoulos, IMotjuata, 61.
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00U TA{W KATL TTEPLOGOTEPO: TNV YPUXN LOV-XAPLGE LoV Eva Kopui.415

In these lines the speaker declares his conviction about the omnipotence of his
body towards his soul, by characteristically referring that he even redeems his soul to
satisfy the ‘hunger’ and the ‘thirst’ of his body. In Cavafy, homoerotic feelings and
encounters are hard to be found and satisfied, and thus they are mostly idealised by

stressing their authenticity and bravery in expression against a « (...)kowwvia mTov

Ntav oguvotu@En moAU» and «ovoxETile KouThy». 416 Nonetheless, the Cavafian

protagonist also feels guilt because «vmémeoe ek véou», and «opviel kaBe tOGO

Vapyloel o kaAn (wﬁ».417 In the end though, his efforts to change his way of living
and expressing his sexuality are in vain, since «otav £pbeL 1 vOxTa, pe T SIkEG ™G
EMITAYES, 0TNV (Sl potpaia xapa xapévog Eavammnaivew. Christianopoulos, on the other
hand, chooses to stay away from utopianisms as far as the expression of
homoeroticism is concerned in his poetry, looking for the fulfilment of his soul, being
tired from the sole satisfaction of his body and the constant pursuit of the hedone for

his flesh. In his essay on Lapathiotes, Christianopoulos writes:

INuepa BéPala EemepAotTnke KL 0 AATabL®OTNG KL 1] €MOXN TOU, KOl KOTAVTAEL Alyo
QAVAYPOVIOTIKO VX KATATILAVETAL Kavelg pe Ta Bépata avta. Ki 0pwg, oe melopa kabe
LOVTEPVIOOV, 0 AaTaBLOTNG KaTa@EPVEL v eMIPLOVEL, (0wG ylaTi lval 0 TP®TOG oV
TOW ATO TN LOVCLKN TWV OTIXWV TOL EeoKeMAleL Eva Spapa NOKO Kal pag avaykalel va
Sdovpe og TL gpelma odnyovv Ta mAON. AuTo To Adyyepa Tov yivetat Bpnvog, aut N
UEDEEN TOUKATAVTAEL OAO@UPUOG, aUTOL Ol «viknuévol TG {wng» Tou eival Lo
avBevtikol amd Toug «avdpeious TG NEoVG», ATTOTEAOVV TNV TILO YV OLX TIPOGQOPE TOU
Aamabuwt, Bilwg onuepa mOL 1 ACONTIKY (UUWVETAL OAO KOl TLO TOAU UE TNV

n@u«'].418
Christianopoulos’ example reverses his own words, since his poetry follows the
path of Lapathiotes and abolishes conventional distinctions between themoral and

immoral.

415Christianopoulos, Hotjuata, 61.

416The verses come from the Cavafian poem «Mépec tov 1896»: Cavafy, The Collected
Poems, 166-168.

417 Cavafy, The Collected Poems, 74.

418 Christianopoulos, To en’ uoli, 24-26.
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Yet, he goes a step further; he appears to be rawer, far from romanticism and closer
to realism. However, there is also a sort of romanticism to the use of religious
language like «talw» and the idea of grace. As the verses from «NUxta, xaplo€ pov
éva kopui» indicate, the protagonist of Christianopoulos is tortured by the lack of a
sexual partner to satisfy his sexual needs and the value of his soul does not matter

before the satisfaction of his body, which he achieves in such a difficult manner. The

titles of his two subsequent poetic collections «To kopui kat To ocapdii» (1964)419 and
«To kopui kat to uepak» (1970) are evident of the poet’s dedication to the body and
the fulfilment of its desires. Yet there is a «ocapdaxw» which torments the soul of the
speaker and does not allow him to enjoy his «uepax», making a life like this one for a

Christian a living hell.

The protagonist of Christianopoulos admittedly remains faithful to his religion,
following the strong religious beliefs of the poet. Christianopoulos’s protagonist is a
Christian and does not doubt his faith, in juxtaposition with the work of Cavafy, where
emphasis is given to religious continuity, without a strong Christian presence in the
protagonist’s identity and in juxtaposition with the work of Lapathiotes, where the
protagonist constantly doubts and challenges his faith. Yet, Christianopoulos cannot
by any means be characterised as «evoefng», since he does not fit into the broad
sense of the term, which is to obey the doctrines and the teachings of the Church.

On the contrary, he appears to be disappointed by the attitude of the Church towards

homosexuality, and this contributes to the «awwvio napémovo»420 that his
protagonists obsesses over. However, he does not for a second doubt his faith in
God and religion in the broader sense, away from human interventions, priests and
the Church. Indeed, in his work, the poet makes references to God and priests very
often. The majority of his references are made to God, whom he often addresses,

and in their majority they are motivated by the speaker’s honesty and the strong

419 Christianopoulos, Mikpa IMomuata (Thessaloniki: lanos, 2011).

420 The expression is borrowed from the poem «To awwvio Tapamovor (1958), included
in Christianopoulos’ poetic collection here discussed, « Avumepaomiotog Kanuogy:

Christianopoulos, lNMoijuara, 58.
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421

presence of God in his life: In the poem «BoAépata kataoctpo@nc» we find the

VErses:

Ma Tmavw otov omacpoy TNV
amoBewon, mov ekundevilel kabe
QAL opop@La,

va’ xw ™ SUvaun va mw «Kople, oyt aAro» (...)422

423 424

In the poem «Eméteiog» the line «kat Koplog oide ti Ba yivew in an

untitled poem of the collection «To koput koL To capdak» the verse «Oge pov @LAaye

425 426

in the poem «Nekpn matoo» the line «@¢ pov,

427

am’ TNV KAKIWX OTLyun»,

OLYXWPAUE, LEYGAO A0Y0 Ba Tw», in the poem «Zto Aaikd KEVTPO» the verse «Ilwg

avtefa, Ogg pov, kal 6e yvunia (...)»428- just to mention a few references. Even
though, without another phrase like ‘forgive me’, «®g¢ pouv» could be just a colloquial
exclamation, it is worth noting that Cavafy would never allow that. References to
priests are rarer, since the poet is always suspicious towards priests and the Church
ingeneral as a human institution. Characteristically, | quote an untitled poem of the

collection «To kopul kat To pepakw, in which the ironic mood is apparent:

EEpw  mevivia  adeA@EG  OTO
Bapddpt Suo mamadeg
dvo

KOUUUOVVES

421Christianopoulos, Hotjuata, 60.
422Christianopoulos, Howjuata, 60.
42:””Christianopoulos, Howjuata, 63.
424Christianopoulos, Hotuata, 63.
425 Christianopoulos, Mikpa IMowmuata, 25.

426 pinos Christianopoulos, H Nekpn Miatoa: el HMotmuata (1977-1989) (Thessaloniki:
Nikolaide, 1990).

427Christianopoulos, H Nexkpnj [Tiatoa, 43.

428 Christianopoulos, H Nekpn [liatoa, 43.
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Svo kap@la

advvaTo va yivouv cwpatelo

as well as the poem [evayyedkn ekkAnoia], where the poet, begins in a way which

reminds us of Cavafy’'s «Xtnv EkkAncio» (1905-1915)429

and its synaesthesia
(combination of the exalted senses) in the environment of a Byzantine Church. In the
case of this poem, Christianopoulos might be ironic towards a different Church (a
Protestant one) and finishes with illustrating his suspicions and disappointment

towards the hypocrisy in the words of the preacher:

ntav 1660 YAUKIG T
xopwdia 1600 VTOLANTIKO
TO Opyavo TOoo gvAafik)
1 LOVGIKY

O\ T XGAQGE O LEPOKT) pUKocg.43O

As it is obvious from the above verses the protagonist in the poetry of
Christianopoulos experiences guilt about his deliberate and ‘immoral’ way of living,
recognising that his life is dominated by the power of the erotic desires of his body at
the peril of his soul. He considers this attitude as «katavtia» and he appears to be
disappointed in himself. Therefore, the dominant theme of his poetry is indeed «(...) n
EPNUEPT OLOPUAOPIALKY OXEOT KaL TO EPWTIKO TTAB0G oV 0dNYel otV TAMElVvWwon Kot

™ uovaELd».431

432

Poems like «Emételog» (1958) engage in a discussion which involves these

feelings; the speaker confesses:

«Agv EEpELS gut

mtao», (...)

429Cavafy, The Collected Poems, 64.

430Christianopoulos, Mikpd ITomjuata, 31.

431Demosthenis Kourtovik, EAAnves MetamoAsuixol Zvyypapeic (Athens: Pataki 1999): 274.

432Christianopoulos, Hotuata, 63.
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«0g  YXGAaocav oL TOOEG
SwaPevoelg, o’ékave €0KOAO 1)

aTEATILO L,

EMoPeg v TILOTEVELS TILA OTOV E£PWTA: OF
KAaiw» (...)

ouwg  eyw  slpat  advvatog
avOpwTOG, 1 CAPKA LoV TELVAEL

OéAeL va pdel,

TO alpa Hov KPUWVEL BEAeL va Zsoraesi.433

As the above lines indicate, the protagonist considers his obsession with the
body and the flesh as a weakness which derive from his constant disappointment in life
and his search for authentic mutual love. As opposed to the speakers of Lapathiotes,
who blamed God for their pointless life, the speaker of Christianopoulos blames his
own self and recognises that he is a «adUvartog avBpwmog», who gives in to sexual
Instincs and needs of his body. The speakers of Lapathiotes and the ones of

Christianopoulos, however, share a common feature, which is despair over a pointless

life. Similarly, in the poem «ZtavpoVToAn» (1959)434 from «AvuTtepAoTIOTOG KA UOG»,
the speaker wonders «T{ yupebw eyw o’avtég Tig viyteg» andcontinues with providing
the answer to his torturing considerations, which are reminiscent of related ones in the

poetry of Lapathiotes:

Mpedw va emevélow TV Kapdid
pHov: Agv T QVTEXW TILX QUTE TA

BAéupata,

TtodyTKav TOAAQ TAPATIOVA OTA HATIA
uov, Ta xapdyeAd pov mikpiovy,

To MTPOGWTO Hov £yLve okomxfnwua.‘}?’s

433 Christianopoulos, IMotjuata, 63.

434 Christianopoulos, Mowmjuata, 63.

435 Christianopoulos, IMotjuata, 64.
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Religion and homoeroticism in the poetry of Christianopoulos are both
strongly presentin an inextricable way. In this very sense, the poet aims at promoting
homoeroticism and religion as two indisputable parts of the identity of his

protagonists, as happens for example in the Cavafian poem «Twv EBpaiwv» (1019-

193’;3),436 analysed before. The protagonists of Christianopoulos are both Christians
and homosexuals, without themselves doubting either of these two ‘social roles’,

even though they are experiencing the fear of hell. Cavafy in «Nénoig» (1916-

1918)437 recognises the vanity of his remorse because all of his experiences
contributed to the creation of his work. Christianopoulos embraces and celebrates
his feelings of guilt, which contributed to a realistic work, promoting, in the opposite
way, the ‘ethics’ in eros. And it seems that this is his biggest difference from Cavafy;
his poetry is to a greater extent than Cavafy’s subject to an ethical code, whose
failure in the erotic life of the protagonist causes him torturing considerations about
the created imbalance between his ethics and his actual life. In an interview in 2005,

Christianopoulos has said:

(-..) m moinon povu eival Stafpwuévn amd éva MALYpa TOPEwY Kat evoxwv. ' autd Sev
HETAVIOVW KaBOAoV. AUTO pmopel va o@eidetal ot BpNOKEVTIKY HOV AywYT), LTOPEL Vi
0@ElAETAL KAL OE KATIOLEG OLKOYEVELAKEG BEOVTOAOYIES, 8IS ATIO TN UNTEPA OV, UTIOPEL VA
0@EeETAL KAL ATTO TA VIATA OV TIOV TA TEPACA GTA KATNXNTIKA, OAAG OTIOVST)TIOTE KoL oV
o@eidetal elpat TOAV UXAPLOTNHEVOG TIOV TO POPTWONKA, YTl AUTEG 0L TUYPELG KAl AUTES
oL gvoxég Seiyvouv TMOAU KaAd OTL 0 £pWTAG OUTE €SVAAAKY KATAOTOON €lval oUTe
aToTEAEL Pl apopaAloTiky meptoxm. (..) o Kafdeng eival epwtikdg momtig mov Sev Tov
evlla@épeL Kapd TOPM Kat Kapld evoxr. Zuveyilet 5niadn touvg apxaiovg EAAnveg mov Sev
TOUG evlLE@ePe M NOWKN oToV €pwTa. AvTiBeTa epéva e TPWV OKOUANKLA KAL, Yl TO

TAPAULKPO TIPAY X TIOU KAVW, LEGA OV £Xw Eva SUIALGTIPLO neucﬁg.438

In the line of Lapathiotes, Christianopoulos uses religious references and
liturgical language in a provocative manner that challenges the religious feeling of the

readers. The most common reference that Christianopoulos makes to

436 Cavafy, The Collected Poems, 112.
437 Cavafy, The Collected Poems, 78.

438 Makes Karayannis, «Na TAnpwvels pe to (8lo 0o TO aipQ, QUTA TOU EITEG WG UEYAAES
N0Kég apxéc», Avgi (1.1.2005), accessed December 12, 2014,
http://mkaraYannis.blogspot.co.uk/2007/02/blog-post_5985.html.


http://mkarayannis.blogspot.co.uk/2007/02/blog-post_5985.html
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religious life is «mpookVOvnua». He uses the reference to this action, which originally
has religious connotations and it implies the demonstration of respect and awe
towards God and Saints, to convey the protagonists’ sexual actions towards their

lover, connecting it again with feelings of «katavuin».

The poem «Ilpookuvipato» (1969),439 from «AvumtepdomioTog Koampudgy, is a

characteristic example. The poem reads as follows:

Amdé  wkpdés  ovvibloa  va
TPOOKUVW XEPLX TIATIASWYV, LEPES
EIKOVEG

UETG To YUploa o€ TOSLI ayaTuéva.
Twpa umepdevw Ti Ba el TPOGKLVY us’vog.440

This brief poem combines the two different meanings that the protagonist

ascribes to the word «mpookvvnua» and at the same time it conveys the two different

‘social roles’ that the speaker ‘performs’.441 To venerate the hands of the priests and
icons is an attitude that the speaker had and got used to it «amé pikpogy», falling within
the norms of his contemporary society, its traditions and habits; being raised in a very
religious society has made him to face Christianity as an innate feature. The verb
«yvploa» connotes the second phase in the life of the speaker, which also contitutes
the trademark for his growing up. The reference to «modia ayammpéva» which he
worships is a submission scene which comes under the fetishistic tendencies in the
poetic corpus of Christianopoulos. In the last verse of the poem the speaker playfully
provides the negative word «mpooxuvnuévos», the meaning of which, according to him,

he confuses. The speaker feels «mpookuvnuévosy first of all to the Church, as a human

institution, as the ironic reference to «xépla mamadwv» implies.442 On the other hand,
he also feels «mpookuvnuévog» towards the sexual partners that he has had, whom he

supplicates to offer him hedone and accept his vices; the term

439 Christianopoulos, IMotjuata, 96.

440 Christianopoulos, Houjuata, 96.
441 Evoking Judith Butler and her theory on the performance of gender.

442 Christianopoulos, IMotjuata, 96.



170

«mpookuvnuévos» reveals feelings of a lost dignity and authority; in this case, the
speaker with his actions could have been subservient to the Church and to his lovers
- yet both fulfil innate needs and offer him pleasure. It seems that what oppresses him

is what he adores.

In a subsequent poem in prose, entitled «Yuvog otnv pmota» (1977)443 in

444

Nekpn Midtoa™ ™™ we come across the lines:

O&A0VV TIPOTIAVTWY OAOUG E€UAC, TOU €(TE VOEPA (0L TEPLOCOTEPOL) €lTE KAl PAVEPQ
(nepwkol ToAumpoi) okUBoupe kot Aatpevoupe avtd Ta BapPapa WwSAApATH HLaG

HUOTIKN G BpMoKelag TV TOAAXTIOTY uévu)v.445

In the expression «Bpnokeia Twv toodanmatnuévwvy we understand that the
protagonists of Christianopoulos promote the ‘religion’ of the people who seek sexual
gratification through the masochistic acts of their subjugation to their ‘masters’. This is
a ‘secret’ religion, as secrecy contributes to the creation and conservation of fetishes.
Therefore, the «Bpnokela Twv Toadamatnuévwvy worships its ‘masters’, who are not
only people with sexual power over others (see also active towards passive
homosexuals), but are also objects which function as fetishes; in the poetry of
Christianopoulos, «otoAn, povotdky, umotes» are the ultimate fetishes which arouse
the protagonists. Even though he appears to ‘worship’ the person who satisfies his
sexual expectations, in reality he acts for his own pleasure, to satisfy his own ego; this
is understood by a panoramic vision of the poetry of Christianopoulos, by detecting
and picking up the points in which he contradicts himself: «6c0 og Aatpedw / Td60
SwBelpeoay, argues in an untitled poem of «To KOpui Kol TO PEPAKI», «Kal U
Bappeis mwe eloal Timota / emeldn oe mpookuvw», he supports in an untitled poem of

446

«To kopul kaL To capdaKL» whereas in «Nekpn matoo» he claims that « (...) mavta

éva kabapua Ba pe @Epvel o KOvTA otnv KaBapom, xwpls va &Epel Tl KaAd pov

Ké(va».447

443 Christianopoulos, H Nekprj ITiatoa, 8.

444 Christianopoulos, H Nekpn [lidtoa, 8.

445 Christianopoulos, H Nekp1j [lidtoa, 8.
446 Christianopoulos, Mikpd Howtjuata, 71.

447 From the poem «AicOnua»: Christianopoulos, Nekpn Midtoa, 29.
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In his second poetic collection Zéva lovatra (1954)448 Christianopoulos

includes the poem «MvuoTtik6g Aeimvogy (1952)449 as the second poem of the

collection, and we may take this as a clearer example of liturgical reference:

AM\o Sev embvUNCA - povay o

TO KOUPAOUEVA TIOSLAL 6OV Vo TTAVVW®.

Na ‘vai 1 kapapa {eoti, KL OTTIS
KOUpTIiveEG va TEQPTEL 1] AvINAld TOU

Sslvov.

EvAafika Tig apBiAes Ba cov Bydiw,
TIG AXOTIWUEVES, Kol (e0TO vepO O
@épw peg oe Pabld Aekdavn, kot Oa
oKW

V0L € UTINPETNOW TATEWVA.

Ma o6tav, onkwovovtag Ta Ppopika
OTOVEPLN, YEUATA QT TNV Ooyqamn WO,
QVTIKPLOTOVYLE,

HEG TNV avaTpyida TwV otV pou 8 Ba
Bpelg autd TOU TA ATOVEPLA ETOUTA

uaprupof)vs.45 0

The speaker seeks and finds pleasure in offering his services to the person who
constitutes the object of his desire. The title «Mvotikdg Aeimvog» forces the reader to
see behind the lines of the poem a clear connection and comparison with the Last
Supper. It is as if the speaker uses the religious references as an allegory to
foreground his own sexual actions. Christ himself washed the feet of his disciples, to
show how each human should love and take care of others. The protagonist of the
poem employs this religious allusion to display his own deep feelings of respect and

love towards his lover, whom he wants to sexually take care of. The poem is

448 Christianopoulos, Iotjuata, 35-52.

449 Christianopoulos, IMotjuata, 36.

450 Christianopoulos, Houjuata, 36.
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enriched with language ascribed with religious connotations -«su}\aﬁméc»,451

452 conveying a feeling of awe. The speaker compares

«V0 O€ VTINPETIOW TATIEVAY
himself to Christ and he also compares his own sexual actions to His sacred actions.
In doing so, he sees himself as Christ and proceeds with his actions motivated by
deep love. The verb «emBuunoa» of the first line indicates that the speaker enjoys this
action of offering his services and taking care of his lover and wants to do it again and

again. As the last stanza implies, the dirty water is full of the speaker’s love,

something which is not betrayed by the «avatpyila twv uand)v»453; however, the
connection with the Last Supper equalises the action of the speaker with the sacred
deed described in the New Testament. At the same time, this poem is evident of the
fact that the speaker is prone to a fetishist and masochistic behaviour, from which he
derives sexual pleasure; «modia» and «pmotes» become in these lines the objects of
adoration and it is obvious that the speaker views his action of washing his lover’s feet
as an implication that he serves his ‘master’ and thus performs his ‘derogatory’ role in
a sexual game of power and authority. It is not clearly stated that this action in fact
ever took place; therefore, another line of interpretation could suggest that it perhaps

lies at a mystical stage of intimacy which has not yet been attained.

This poem is one of many by Christianopoulos that is daring and can even be
considered blasphemous. Indeed, this poem could be likened to Kirkup’s poem,

entitled ‘The Love that Dares to Speak its Name'4°4

published in 1976 in Gay News,
where a Roman centurion engages in sexual intercourse with the dead Christ and
references are also made to many other sexual relationships of Christ. The poem was
prosecuted for blasphemy and after a famous trial the editor of Gay News was given a
suspended prison sentence. Even though Christianopoulos’ way of writing did not
reach the extremities of Kirkup’s poem, it has been one of the most extreme and
innovative for contemporary Greek society. There is no doubt that Christianopoulos
employs homoeroticism in his work in a way which is considered provocative,

especially because it is a topic which he discusses very overtly and in a raw way,

451Christianopoulos, Hotuata, 36.
452Christianopoulos, Hotuata, 36.
45:"’Christianopoulos, Hotuata, 36.

454 3ames Kirkup, “The Love that Dares to Speak its Name,” Gay News, December 1976.
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stressing it to its limits by adding fetishist and masochistic elements, something that

455 of Cavafy and nowhere in Lapathiotes. It is in the

457

occurs only in «Aguévog wPoG»

456

poem «Atpoc@aipa 1949» of the poetic sequence «0O AAANBwpog» that we

come across a relevant comment on his poetics:

Oa pe pvnuovéPouv o' e@nuepibes W euvoikd
onuelwuata KL votepa Oa pe Eexdoouv: evvonTo,

Ut KL EAenfe 1 Vo] TWV MOAQLWV ATO TOUG
otiyoug pog

KOl LEVEL TP LOVAYE 1) EUTIELpiA TOVG;

Likewise, the first poems of Christianopoulos and especially «Emoxn twv

LOXV®OV aysAdSwv»458 are brimful with Cavafian influences.#°9 However, as his work
evolves, the poet comes to set himself apart from the strong Cavafian influence and
following more the greater licence of Lapathiotes, he tries his own hand at providing
his own stamp. In doing so, he becomes the first Modern Greek writer who employs
the topic in such a way and it is at this point that his individual voice is heard, away

from the strong voices of his predecessors.

As | have shown above, Christianopoulos appears to be more influenced by
Lapathiotes rather than Cavafy, in terms of the extrovert and provocative way of
writing. Yet, there is a huge difference; in the case of Lapathiotes, the connection is
made by a writer who denies Christianity. Lapathiotes promotes his own religion of
the body, considering it one of the most sacred parts of his poetry. On the other
hand, the relationship which Christianopoulos employs in his oeuvre between
homoeroticism and religion is sketched by one who remains, in his own fashion, a
Christian, and whose work can, accordingly be thought of as in a real sense
confessional as opposed to simply defiant. Therefore, eventhough the two writers

elaborate the same technique of making at the same time homosexual and religious

455 Cavafy, Kpvuuéva Hotjuata, 106.

456 Christianopoulos, Hotjuata, 103.
457 Christianopoulos, Hotjuata, 103-127.
458 Christianopoulos, ITotjuara, 11-31.

459 see latrou, Maria, Phd thesis on Emoyn twv Ioyvwv Ayeddadwv, focusing on the

Cavafian elements of Christianopoulos’ first poetic collection.
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references, they do so to different ends: Lapathiotes follows this technique to
challenge contemporary norms, cast doubt on religion and highlight the sanctity of
homosexual love, whereas Christianopoulos does so to express the equalimportance
of these two parts of his identity in his life, without doubting either of these parts.
Christianopoulos presents homoeroticism and Orthodox religion as two elements of

which neither can be exorcised. For him homosexual love is sacred too.460 The

religion of the body and of masculinity are also apparent in his work, as well with the
equation of his lover with God and at times the speaker's own equation with God
(which could be considered blasphemous), confirming that God and religion exist
even in the most vulgar things and can ennoble, even render them divine. The
procedure of theosis of the beloved one, a poetic characteristic that Christianopoulos
borrows and expands mostly from Lapathiotes, serves the purposes of his
confessional writing; the speaker feels inferior than his beloved one, feels the need
to serve him and behave in a submissive way, since the superior beloved one, like a
priest or like Christ, has the power to cleanse and redeem him. loannou also exploits
this topos in his poetry («To Bapog Tou») and in his prose («Emitdglog Opnvogy») as

well.

Once more the poet uses allusion to the Last Supper in his poem «Ta ma6n ta

461

OETITOY which belongs to his next poetic collection, Nexpn liadtoa (1998):

MeydAn Méumtn. &AL o Xplotdg B mAUVEL Tae TTOSI TwV SWSEKQA, KAl TIAAL 0
[Tétpog Ba Tou mel «KUple, OxL pOVO Tar TTOSLAL POV OAAG KoL OAO OV TO GWOUO».
Awdexa ayameg elya kL eyw ot (w1 Hov, pa Kavevog Sev aflwbnka va TAVV® Ta
moda. Kavévag Tétpog 8 Bpébnke ya péva. AkoVw To eVayyEALO TOU PUOTIKOU
Yov Seimvou, kat Ea@vika ewTifopat: xiAleg @opég kadTepa mov Sev afLwdNKa.
TKNVEG UTIEPTATNG Buoiag Kol TATEIVWONG, oG UNV TIS payapilel 1 KaOAd Hov pE

aTo muﬁosu;.462

463

The protagonist, reminding us of loannou’s «Emitalog ©pnvog» which

takes place on a Good Friday, attends the Liturgy of Holy Thursday and this creates

460 Through the employment of this technique he emphasises the sanctity of homosexual

love and his deep Christian faith which co-exists with every aspect of his life.
461 Christianopoulos, H Nekpr Miagtoa, 44.
462 Christianopoulos, H Nekpn Miatoa, 44.

463 Yorgos loannou, Emitagiog Opnvog (Athens: Kedros, 2007).
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thoughts in him which have to do with his erotic life, which it seems tortures him and
of which he is thinking of even in Church, during holy mass. He proceeds again to a
comparison of himself with Christ — this comparison derives from the sacred deed
ofChrist washing the feet of his disciples during the Last Supper and the response of
Peter to Christ’'s deed that he is offering not only his feet, but his whole body to be
washed, a move which Peter of course does not intend to take on the erotic charge
that the poet finds in it. The protagonist ascribes to the scene sexual connotations
and feels jealous of this incident, since he himself would have enjoyed and would
have been aroused to experience the same incident. Therefore, based on his
fetishes, he believes that it would be a great honour for him to do the same even for
one of his twelve lovers; the strong verb «8ev afiwbnka» conveys the importance
which this move would have had for the speaker. The speaker longs for the
emergence in his life of a lover who, in the same way as Peter, will be willing to let
him wash his whole body and not only his feet, and, by extension, let him fulfil and
make reality all his erotic fantasies and desires, which are mostly based on sexual

games of power.

The second stanza of the poem comes to cancel the first one, since the
hearing of the Gospel of Holy Thursday makes the protagonist realise and
acknowledge the «vuméptatn Buoia kat Tameivwon» (see «aAddntn Ouvoia» in
Lapathiotes) of Christ, which, proves the love of God for humans. Therefore, he
decides that he is not allowed to desecrate the importance of the sacrifice and the
humiliation of God by comparing it to his sexual life, motivated by his ‘shabby’
instincts. Yet the vulgar language that the poet uses in the last verse forges the
decision that the speaker made in the second stanza and in association with the the
speaker considers that he could be seen as a «amouiunon» himself of Christ, or of a
Christian. The speaker has already done in the first stanza what he decides to avoid
in the second one, and thus, he has already ‘defiled’ the sacred deed of Christ. The

464 \\hich

poet, indeed, has also already done this in the poem «MvoTtikdg Seimvog»
precedes this poem, and in that sense, this poem is a sort of palinode. Bearing in
mind that homoeroticism and religion are the most basic topics in the poetry of
Christianopoulos and are interwoven in his work, we come to the conclusion that the

second stanza of this poem binds to sarcastic and ironic notions for the whole of the

464Christianopoulos, Hotjuata, 36.
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writer's work and it does not constitute by any means a statement of his poetics. On
the other hand, the poem as a whole might describe the relation that the poet has with
homoeroticism and religion, since both are interwoven in his life and are of great
importance; there are times, however, that the former appears to be superior to the

latter and that the latter dominates and exceeds the former.

Over a long career, Christianopoulos has been consistent in his approach to

the subject. From his first poetic collection Emoyn twv Ioyvav Aysx\c’r&wv465 (1950),
where the poet is influenced by Cavafy to a great extent, the rest of his work,

including his last poetic collection Ilapdéevo, mov Ppioket To Kovpdylo kit avBilel

(2010)466 negotiates the same topics in the same way, following mostly the path
of Lapathiotes. Mainly erotic, submissive, provocative, blasphemous and deeply
religious at the same time and rather confessional and raw, Christianopoulos is

undoubtedly modern:

Elpaly, aAnfewa, pokAnTikog; Aev Eépw. M’ apéoel va TIPOKOA® TOUG UTIOKPLTEG. ZEPW
TAVTwG OTL elpal e&oporoyntikds. Kot pa e€opordynon mov Byaivel am’ ™ cvvtpipn
elvat oav to vepd mov, 660 advvaTa KL av 0TALEL TPWEL OLYd OLy& TNV TETPA. Ag @TaleL

TO VEPO TIOV OTALEL, AV 1 TEETPA OLY A GLYA (DAY WVETAL.

465Christianopou|os, Homjuata, 11-31.

466pjnos Christianopoulos, lNapdéevo, mov Ppiokel To kovpayio kat avOilel: Ilomuata
2005-2010 (Nicosia: Aegean, 2010).
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Yorgos loannou: The emergence of the ‘holy sinner’

Yorgos loannou was a deeply religious person, raised in a traditional religious
family, in Thessaloniki, a city permeated by a Byzantine spirit and notable

churches467'

In temrs of occupation, loannou, like Christianopoulos, became a
member of the pietist organisation «Zoe» and as a child used to go to the common
meals («ovooitia») that the organisation offered and its catechesis. At a later stage
the author became an executive of the organisation, who, according to his words
«TOTE 8ev £XA0E TO KPLTIKO TOU TVEVLUQ, (WG Kal To yxlovpop touy, staying at this

position only for one year, due to his disagreement with the official stance of Zoe

about the Civil War.468

His poetry constitutes a restrained attempt to express himself and is
characterised by the same features as far as his sexuality is concerned. As Lazares

eloquently states:

0 @6Bog tou Iwadvvou otV TPWLUN SNULOVPYLKN TOU @ACT EXEL GUEOT OXEOT UE TNV
apaptio kal Tnv evoxn - elval évag @ofog BpnokevTikog. Autdg mou pddel (oTa
TEPLOCOTEPA TTOMHATA) ALGOAVETAL WG £XEL TO OTIYUA TOU KOAXGUEVOU ETTAVW TOV, YU

auTo (MTd pe TABog Tov eEayvIiouo — T N’erwcm.469

Lazares and other scholars have pointed out from the outset the confessional
tendency which saturates the poetry of loannou, which becomes more and more
outspoken in his later prose. The poetry of loannou introduces to the reader a speaker
who tries to open up himself and be let to confession: In the poem «Tdte mov

4

emar? 70 for example, from the collection HAtotpomia 71 (1954), we come across

467 1n To 6w uac alua he characterises Thessaloniki as «n Bulavtivi) TOAN Tou Boppd»

(loannou, To 8tké uag aiua, 51).

468 gee Vasilios N. Makrides, “Orthodoxy in the service of anticommunism: the religious
organization Zoé during the Greek civil war,” in The Greek Civil War: Essays on a Conflict of
Exceptionalism and Silences (2004): 159-175.

469 Nikos Lazares, «To povdiacpa Tov @O0Bov. INUELWOELS TTdvw oty Toinon tov F'wpyou

Iwé&vvou», Planodion 7, Summer 1988, 383.
470 Lazares, «To povdiacua Tov @o6fovx», 384.

471 Yorgos loannou, Ta XiAia Aévtpa: kat dAAa motjuata (Thessaloniki: Ipsilon, 1982), 12.



the verses:

Kkatt éxouvv el KoL Tov g

AéelL va TapeL TéAog, B¢ pov.

In the poem «IlayiSa»

Expuia TG  KWNOoELg

472

of Ta yilia 6évtpa (1963) the verses

Hov

ETHEAWG KAl elpat Stafacpévn

epnuepida Ze Tl mayiba W

£€xkAeloeg, Oe€ pov!

In the poem «['la évopa Beol!»

473 of the same collection the verses

KAVW VONUATA OTEATILOUEVH OE GAAA

UATIO O€ PATIO TIOU UTOPOUV VA UE

YAITwoovuy eykaipws —yla ovopa Bgov!

QT TNV AVEITTWTN QUTH TNV TUPaVVia

In the poem «Avutd Ta dopa xEpLo»

474 the verses

Ki éperva kamote tTi¢ Kuplakés otnv

ekKAnoia... Ti va ‘yvav ol TO0EG TPOCEVYES;

[To¥ iV’ 0 dyyeAog pov;

Tl oxéon €xw eyw Wavty ™ VOXTQ;

And in the poem «H Katapa tov»*7° the lines

AméEw va tepva o Emitaguog

TA QUTOKIVITA va oTOpaTtovv, 1 dvolén va

oKUBEL KoL HEGK OTO SWHATLO EUELG

472 |0annou, Ta Xidia Aévtpa, 15.

473 |0annou, Ta Xidia Aévtpa, 17.
474 loannou, Ta XiAia Aévtpa, 13.
475 loannou, Ta Xidia Aévtpa, 14.
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TPOKAN G GTNV KATAPA TOV TIEPA ATIO KAOE uétpo».476

Through his attempts to speak and confess, the speaker is self-flagellated and
exposed; the purpose of this is to gain forgiveness, though at times he does not
believe that he deserves forgiveness or that forgiveness will come even after
confessing, because of the gravity of his sins. He is aware of the fact that he is
exposed before the public, since his confession is not addressing a priest nor is made
«eLg eautovr. It is the punishment of exposure and social outcry and the challenge of a
public confession which gives the Christian loannou the motivation to proceed to a

literary confession; of particular significancefor my discussion is the poem «To Bapog

tow? T (Ta X Aévrpa), which reads as follows:

Intw TOUG HUOTIKOUG
XpLoTovg oTa TEUTAX KoL TOUG

VApONKEG.
Avto mov éBAema toudi Eava pe cvvtapadel

Meg oTa OKOTASIH TOV TATEPA OV
Mtw, SWw y TN otopynq Tou KABe
Bpadv.

Amo to Bapog Tov yupilovtag TpekAilw.

Kabe kavolpla yvwpupio pe yeAd.

0Vte 0 Tatépag fTav, oUTe 0 XpPLoTOG uou.478

Just one year before the poem was written, loannou lost his beloved father.
This poem combines within it the writer's feelings of loss and at the same time his
considerations on his unsuccessful efforts to find his soul mate. The speaker of the
poem experiences this frustrating struggle, a martyrdom which he confesses,

seeking for his fulfilment. The poem makes reference to loannou’s Christian

4763ee also loannou’s Emitapiog Oprvog, where the writer comes back to the topic with a
different approach this time, not feeling guilty but participating as well in Christ’s

resurrection.
477Ioannou, Ta Xila Aévtpa, 76.

478|0annou, Ta X\ Aévtpa, 76
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Origins «Auto mov fAema madt Eava pe ovvtapale», a verse which evokes Cavafy’s
poem «Ilépacpa» and the verse «Ekeiva mou Seldd @avtacHn pabntmg, v’ avoytq,
@avepwuéva eumpds Touvy. Special attention should be paid to the use of the verb
«ovvtapalew», evident of the speaker's strong and tormented feelings which he
associates with the awe he experiences in a Church, before the image of Christ. His
soul longs for the «pvotikovg Xplotougy, sought out «peg ota okotddia». The speaker
of loannou suffocates in his own prison and walls («texn»). He confesses his sexual
agony, his agony for affection, which constitutes a burden («Bd&pog») which lashes out
through the speaker. The partner that he is so desperately looking for is one that he
will lead him to fulfilment, in the same way that he was experiencing a variety of
strong, deep and pleasant feelings in the presence of his father or in his presence in
church, staring at the image of Christ. The consoling figures of Christ and his father
become one and the same; at the same time, they represent the ideal figure that the
speaker looks for at a partner. This constitutes an eloquent example of the way the
speaker of loannou combines deep religious feelings with sexual urges in his poetry,
and at the same time he suffocates in his attempt to express himself freely and

convey the «Bapog» of his soul.

Yet, it is his prose that offers us more fertile ground for two purposes in the
scope of this chapter: firstly, to delve into a discussion about the ways in which
loannou mixes religion and homoeroticism and, secondly, to listen to his confession

more clearly. In 1981 loannou published a prose collection Emitagpiog Qprivoc479'

The title story predisposes the reader for the religious nuances which penetrate the
collection. In the first novel the protagonist comes from the provinces to Athens and
finds accommodation in a hostel («mavdoxeio»), during the days of Easter. He stays
in the same room with three other men, whose names are «Aovkag» and «Ilétpog» -
the protagonist chooses to introduce himself as « MatBaiog». The short story focuses
on Good Friday and the course of the Epitaphios, which the view of the hostel allows

the protagonist to watch. With the company of his hostel roommates, Loukas and

479 Yorgos loannou, Erttagiog Oprvog (Athens: Kedros, 2007).

Peter, Matthaios observes the Epitaph and its journey in the central roads of Athens
and back to the church, paying special attention to the crowd which follows the
Epitaph, constituted by the priests, soldiers, and young people. The crowd is

described ironically and emphasis is given to its hypocrisy; it seems that the
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peoplefollow the day’s custom, without understanding the deeper message of the

day.

The procession begets sensual feelings in the narrator, who carefully observes
the people and the process. In a Cavafian manner, loannou’s neat way of writing is
revealing more of the things that are meant, rather than what it is said. Therefore, the
protagonist provides the reader only with the necessities and gives space to the
reader's imagination to run wild. The religious scenes and proceedings are
interwoven with sensuality, in a way which is also familiar from Lapathiotes and
Christianopoulos. However, the emerging and budding erotic feelings which seem to
go hand in hand with religious feelings lean to a latent sensuality, instead of an overt
emphasis on sexuality, as in the cases of Lapathiotes and Christianopoulos. Pieris
eloquently synopsises loannou’s debt to Cavafy, by pointing out the feature of

«ndovikn ypaen» that both make use of:

[pdkeLTaL yla TV amAr] cuvtayn TG NSOVIKNG YPAPNS, OTIOVU 0 APETAVONTA EPWTOTAONG
ovyypa@éas (...) TeEPLypa@el To Kabnuepvo Bavua Kol To KaBnuepvo Spapa pe Ttnv

VYNAN TEYVN TNG KATOKTNUEVNG QAT TAS. ATIO QUTH TN OKOTILY, 0 Iwdvvou elval o o

KaBa@kdg meCoypaPos TG ETOXNS u(xg.480

«Emitdgrog ®pnvog» unfolds around two basic scenes: the incident of the procession
and the following incident of the erotic ‘rendezvous’ of two lovers, which takes place
to the protagonist’s next room of the hostel. Loucas, Peter and Matthew gain access
to the erotic meeting of the lovers due to the slots of the internal door, which provide
them a restraint, but adequate view to the next room. The transition to the second
scene takes place harmonically; at the same time that the procession of the Epitaph
fades away and the Epitaph is led to the church, the two lovers start to take off their
clothes; at the same time that the religious scene is in recession and pauses, the
erotic incident embarks on unfolding. Senses were already stimulated by the careful
observance of the procession of the Epitaph, motivated also by the feeling of awe
that Holy Friday infuses to the Christian protagonist. Yet, the stimulation of the

senses rises decisively through the description of the erotic scene.

480 Michalis Pieris, «Aimtuxo yua tov l'wpyo lwdvvoux, Me Tov pvbud s Yuxijs: Apiépwua 5.,

T'pyo Iwavvou (Athens: Kedros, 2006), 55.
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Even though the narrator makes sensual comments for the female body, he
gives special emphasis on the exquisite body of the young male lover («to &§aiolo
owpa Tov»). The beauty of the male lover as he lays on the bed is connected by the
narrator to the inwrought to the Epitaph figure of Christ, produced by a
homoeroticising tendency towards the figure of Christ:

(...) ekelvoc EamAwoe oto YKpUWWTO oevidvl Tou Eevodoxelov, mou auéows Aappe
0AOAEVKO, KL UEAETIOAUE TO CWHUA TOU TIPOOEXTIKA HE TIG SLAPOPEG XAPAKIEG TNG

SUvaung, 6TIWG KEVTAVE To XPLOTO GTOV ETILTAWPLO (...).481

The sexual encounter failed to be fulfilled at first and it is semantically only
at the time of the Resurrection that manages to be accomplished:

Ouws 1o TMPWLIVO, TNV WPA TOU TUKVWVOUV OTNV EKKANGLA Ol UTAWVIYUOl Yl Tnv
Avaotaon, KL akovyovtal YKpIVIEG YAUKLEG Kal avuTtopoveg, «Agi§ov (kat Sei§ov) nuiv wg
mpoeimag, Xploté v AvdoTtactv», pag E0Tvnoav ot SOVIGELS TOU VTTAELWUATIKOD, TTOU
O0AOAQUTIPOG OoaV NALOG VEOG KAL OMTTNTOG, HAS @wvale va SoUHE Kol Tou {EVYOUG TNV
avaotaon, Tou o’éva O0Ao gvAvyloia oVUUTAEyua o@ddale Tdvw O0TO OOVCTOAISIKO
kpeBaTtt Tov. (...) Kat povo ey kit 0 vma€lwpatikog xapikape VTEPAQUTPQ, E(Sapue wg ot
HUPOPOPES TIPWTOL TNV AVAGTAOT), TTOU AAAWOTE PG AELlE, E(YAUE EEVUXTNOEL LEG GTOV
TIUPETO, AYVOl KL AUOAVVTOL, KL UG TEP TINYAUE KL ATLO TNV EKKATOLA, VX TIPOGKUVIIGOVLE KL
EUEl TOV EMTAPLO, GAMVTAG OTIOV €{val Ol XaPaKLEG TNG SUVAUNG, LEPLEG UEPLEG OTO
oTNO0G UEXPL KATW OTNV KOWLA. XAPAUATLEG YLX VO TIAPAPUAAS TA SPOUEVA 6TO SITTAAVO

Sw uémo.482

As in the poetry of Lapathiotes, loannou here intertwines religion with sensuality; the
procession of the Epitaph and the Resurrection are connected with the sexual
encounter. Resurrection is the climax; similarly, the climax of the sexual encounter, its

fulfilment after an unsuccessful attempt, comes along with the Resurrection and

481 |pannou, Emitaglog Opnvog, 18.

482 |0annou, Emitagiog Opnvog, 21.
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constitutes the Resurrection itself, not only for the couple, but also for the

voyeurs.483 The late book Karanamn’484 offers particular opportunities to be read in

the light of a confessional technique. Katamaxty constitutes a collection of short
texts, which should be compared to the Znueiwpara lNointikig kar HBIkHG of Cavafy
and to the 2Zroxaouoi of Lapathiotes. Like them, loannou’s brief texts in Karamakri
use the first person singular and are written in a confessional mode. Karamrakrr is
one of loannou’s last works in prose and its importance lies to the fact that the texts
included offer revealing insights for the whole of his work, shedding light on its

interpretation and poetics.

The tense confessional character of Karamrakrn, apart from the first person
singular in which the texts are written, is enshrined by their outspoken consistency

and their explicit language.

It is in this collection of brief confessional notes written in a raw and overt manner — in
an ‘honest’ or giving the sense of a ‘potential honest’ way, we might say, as it is
appropriate and necessary for a confession- that we come across loannou’s text «Ot

483. The text constitutes an explanatory text, which offers the reader

Swkol pov aylow
some important and useful guidelines on how to conceive and perceive the feature of
‘sanctity’ and its often references in loannou’s work. «Ot dikoi pov dywow should be

486, since loannou

seen in conjunction with Ritsos’s Eikovootdoio Avwviuwv Aylwv
and Ritsos provide in these texts their own views on the elements which sanctify
someone. These elements are synonymous in the two writers and their origins were

first traced in the poetry of Cavafy.

483 We should notice the connections that «Emitdgrog ®pnvog» has with Sikelianos’ poem «Ztov
Ooiov Aovka To Movaotpw» (Angelos Sikelianos, Aupkdg Biog E, edited by G.P. Savvidis
(Athens: lkaros, 1997), 80); the ‘superficial’ religious feelings of women on a Good Saturday,
the comparison of Christ with Adonis, and therefore the creation of a pagan-Christian mix, as
well as the climax which occurs with the appearance of Vangelis, marking the Resurrection,

justify a sound comparison with loannou’s story «Emitdglog ©privog».
484 Yorgos loannou, Katarmaktn: lle{a Kelueva (Athens: Kedros, 1996).

485Ioannou, Katamaxth, 49-52

486 yannis Ritsos, Etkovootaaio Avwviuwv Ayiwv (Athens: Kedros, 1986).
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Even though the protagonists of loannou in his early poems and short stories
collections are undisputedly strongly religious, in Katamaxty loannou begins his
text with a surprisingly undermining statement about Christian religion and
Christian saints: «Aev evvow, BéBala, ayloug xploTiavikoVs: TETOLOL 8V VTTAPXOULV
UECO OTOV EEMETUO KL 0TO KAOVO — Eemeopd Bpnokevutikoy. It is not until Katamaxtn

that loannou refers to Christian religion with interrogatory terms.

At this stage of his life loannou’s stance towards the Church and religion is
indeed very different from the beginning. It is not an accident that the collected
poems of loannou published in 1982 bear the dedication «tw ayvwotw BOew»,
bringing in mind Lapathiotes’ agnosticism and doubts on his faith. Moreover, in the
poem «AovAog Lepdg Tov EépwTtar, published for the first time in 1980, loannou follows
a way of writing which was so far unfamiliar from him and so familiar from
Christianopoulos: the speaker of the extensive poem cries out for his other half,
seeking him desperately, with masochistic references («éotw ylax va pe @TUOoELS, €A
kamotey), mentioning the rebellion of his flesh («n emavdotaon g ocdpkag») and
connecting the erotic relationship with a martyrdom («pia yevon am’ to paptoplo»).
Admitting that he is a slave of eros, he deifies his beloved one that he is looking for.
Love per se is his God and only Love can save him. At the same time, he feels
secure in his current martyrdom, in a way that at the same time he does and does

not want to be rescued.

He recognises the ‘decay’ of Christian faith and life in his contemporary
period, pointing out a personal disappointment about this fact and proving his critical
spirit towards his religion. Therefore, he illustrates his preference and his admiration
for the «xata xkoéopov» aylovg, avBPWTOUG YEVVNUEVOUG YLt TO MAPTUPLO KOL

amodexOUEVOUS OLWTMAG auTo». loannous’s emphasis is put upon the martyrdom of

some people, in the way that he defines it later on, and upon the attitude of these
people towards their martyrdom. According to loannou, it is through life torments that
someone is sanctified and through their dignified, honest and brave attitude these

people acquire something divine.

The biggest part of the text is dedicated to the category of those who are
effeminate and are constantly stigmatised by other people. Even though people

might admire them for their «mvebpa» and «egvppddeia», they will be never seen
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detached from their ‘ridiculously’ and ‘condemnably’ effeminate manners
(«xovviovvtal pe TASIKY  a@EAEl», «KeEAamSoUV HE TNV TOAVXPWUN @wvitoa

)487- The importance that loannou places on this category is revealed by the

TOUG»
fact that the writer provides extensively his own thoughts in the passive voice and
into quotation marks, wanting maybe to give the impression that he confesses
directly to this group of people and that he honestly provides all of his exact

thoughts, word by word, reinforcing the plausibility of his text:

To Tl oag epuével kakopoipndeg oUTE oL pumopeite va to pavtacHeite (...). O’ ayldoete
Heoa otn YAeUn kKot oto Slaocvppod. Oa elote TéAEoL, aAAd Ba elote oL Tétolol Oa
TPOCPEPETE ATELPA, AAAG Sev Ba Ta BewPOVV TTOTE APKETA YIX VO GAS GUYXWPECOVV TO
£va, To avOmapkto, BEPala, éva cag. Oa ocag NToUV va TOUG KAVETE AUTO YIA TO OTO(0
00G KATNYopoUv, Kol PETA Ba Aéve SnuoOcLa OTL HOVO €0E(G KAVETE KATL TETOLO. ATIO
Kablopa og k&Oopa KL amd ywvia oe Yovia O TEPLPEPESTE UEG OTA POTA KAL OTIG
OKLEG TOUG. ‘OpwG KABe opd TIOU TA TOVANEVA Topdpla Ba oog Aev «Ti Sivelg;», va
E€peTe WG aVTO B 'val pa poAapatévia Pm@ida 6Tov HuoTikd oupavo Tov Pnedwtol
oag. Kat kabe @opd mov Ba ega@avidovtal kat Ba oag a@nivouv cUEVAOVG, HOAOVOTL
eoeig Timota Sev mapaieiPate, akOua KAl To YWUA IOV TTatovoay eiyate yYAeipel, eoelg
B avePaivete Eva aKOUO CKAAOTIATL PE TA TANYLXOUEVA, TUALYUEV OE€ UTTATAVIES, TTOSLX

0aG. Opws Bapoeite, yiati aAALwG B 00§ ATOTEAELWGOVY TIPLV ATIO TNV WPA A,

The bitterness of the writer is apparent in these words, as well as the fact that
he is probably talking from personal experience. Their martyrdom is given through
two strongly negative words, «xAeum» and «Siacuppdgy». Regardless of their possible
greatness, they face other people’s most negative attitude and they experience
exclusion, condemnation and humiliation, as if they are the biggest criminals or the
biggest sinners. Nothing makes them capable for forgiveness and their feelings of
exclusion and loneliness are increased in love affairs, where they accept all the
categories and all the responsibility for their ‘inappropriate’ and ‘vulgar’ actions. The
torturing feeling of loneliness and exclusion which seems to lash out the narrator is
developed in the passage «Tng povagldg kat ™™g eykatdAewpne» of the same
collection. As with this case, loannou links these negative feelings to homosexuality

and to the secret relationships that it imposes, while at the same time the partner

487 loannou, «Ot 8ikoi pov dytow, 50.
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might have an official heterosexual relationship.

The anger of the writer against people’s unfair reaction is obvious through the
characterisation «movAnuéva topapa». On the contrary, the sympathy of the writer
towards this group of people is evident in the encouraging and praising expressions
«Ba elote TéAeow, «owTd B Vo pa podapatévia Ym@ida 6Tov HUoTIKO ovpavo Tov
ynedwtov cag» and «eoelg Ba avePaivete akopa éva okaAomdaty. The words of
loannou conclude in a warm call to homosexuals and maybe, by extension, to his
own self too: they have to show courage and be strong in enduring their martyrdom.
The text goes on with providing synoptically the other categories of sanctified people
according to loannou, who are the people who spend their lives looking after their

sick loved ones and those in unhappy marriages.

The passage closes with the words of the narrator:

Tag @@ Ta oS, adéA@La LoV, 00G QAW Ta PEAT oag OAa. MAvo eoeig p'evSila@épeTe,
oL GAAoL elval OTIwG Ta (WA, TA SEVTPA KAL TA GUTA TOU KOGUOU TOUTOV. Qpaiol, aAAd

ouvnBelg — Tov cwpov.

The comment acquires special importance under a comparative angle which
draws parallels with Lapathiotes, Christianopoulos and Ritsos. First, the hypothesis
that these words could be attributed to Ritsos and Christianopoulos seems not far-

fetched at all.

loannou in «Ou 8wkol pov dywow defines the categories of people whom he
himself considers as saints and he calls them «adéA@ua pov»; this characterisation
brings to mind the address «ocuvtpogow» of the leftist ideology and saturates a
humanist pan-ecumenical character in the work of loannou, two characterisations

that are widely met in the writings of Ritsos and of Lapathiotes.

The gesture that loannou describes, the kissing of the feet, recalls the Last
Supper, where Christ washed the feet of his disciples. In a similar vein, loannou
shows his love and devotion to his brothers; homosexuals are considered his
brothers too. His gesture of kissing the feet, which had as explained religious
connotations, acquires for loannou sexual connotations too, which are pointed out in
the phrase «ocag @\w ta péAn ocag 6Aa». This phrase brings to mind the fetishist

poetry of Christianopoulos and especially the poem «I'ovukAlcia» and the poem
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488

«Mvuotikog Aeimvoo»°°, where the poem discusses the same topics, expressing

them in a similar way.489

Following Cavafy, loannou emphasises his insistence on the differentiation
from the crowd and the mass. In a similar vein as the poem «H mp6c6eoig» by Cavafy,
loannou here proclaims that he is interested in the people who suffer from and at the
same time are sanctified by their martyrdom and he adds himself into this category of
people; as far as other people are concerned, people «touv cwpou» are not of interest
to either for Cavafy or loannou. However, Cavafy is clearly identified in his poem with
one of these ‘different’ people and therefore, he would have definitely been described

as one of loannou’s own saints, in the same sense that he was described by Ritsos

as the «uéyag (xvocué(prnrog».490 Yet, does loannou see himself as a saint? In the

same passage he provides the answer: «T'wx péva mov dev elpai, BéPBaia, aylog, mapa

povaxa twv ayiwv Bavpaotig, eda@laiog evioTe TPOOKLVNTNG (...)».491 As | discuss
later on, Ritsos in his Ewxovootdoio Avwviuwv Ayilwv is of the same opinion about
himself and even though he proceeds to the sanctification of other people, refuses to

be self-declared a saint.

In the same collection, special attention should be paid to the text «Ztm

492. |n a highly confessional mood, the narrator proceeds to an

SUoKOAN wpa»
account of his life and admits his fears of impending death. loannou takes advantage
of a common topos in literature, where before death the narrator proceeds to a
confession, giving an account of his life deeds, making special reference to his

mistakes and seeks consolation in his Christian faith and reunion with God. This

488 Christianopoulos, IMomjuata, 36

489 gee the analysis of Christianopoulos’s poem in the section about Christianopoulos,

which comes earlier in this chapter.

490 gee the analysis of 12 moujuata yiax tov KafBaen in the chapter.

491 loannou, Katarakty, 66-67.

49210annou, Katamaxtn, 51. A different approach is presented in the poetry of Ritsos, where
he identifies the poet with the Christ, see John Kittmer, "The uses of Greek Orthodoxy in the
early poetry of Yannis Ritsos." Byzantine and Modern Greek Studies 33, no. 2 (2009): 180-
203.
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topos has been also exploited by Wilde, in his famous text written in prison before his
death, in which his conversion takes place and he realises the importance of the

teachings of Christ. As | have shown, Cavafy also makes use of this topos in several

poems, like «Ta Emkivsuvar+93 (1905-1915), «Mavouni Kouvnvc')g»494 (1905-

495 (1916-1918) and loannou’s attitude «ot 8VoKoAN

1915), «lyvatiov Tdaog»
wpa» seems to be exactly the opposite of the one Cavafy displayed in these poems.
Firstly, loannou’s poems have a different emphasis than Cavafy’s when it comes to
the issue of one’s repentance for their life of pleasure in the face of death, for the
adoption of a more consoling «aockntikdé» spirit. On the contrary, loannou claims that
one’s honest and daring experiencing of their erotic desires and the realisation and

recognition of this very fact before the coming of death is a great consolation:

MeydAn avdamoauon TPETEL va TTAPEXEL KAL 1) ETLTUXNHEVT] BNIpELOT TWV TTOAD TOAUNPWV
néovwv. Av eloal GvBpwmog mouv Sev £BaAeg vepd OTO KPAGL GOU,TOUV KULVNYNOES
avevdoTa To SUCKOAO EPWTIKO LBAVIKO GOV KOl TO TAYISEVOEG ATEPES POPES — av eloat
TETOLOG AVOPWTIOG, TIPETIEL KAVOVIKA VA VIWOELS apKeT YarArvn. Mévo Tov TtapaAAnAa Oa
VIWOELS - YU auTo glpat BERaLOG- HETAVIWUEVOG TIOU SEV EKAVEG XIALEG (POPEG TIEPLOCOTEPES

TOALEG, TOTE IOV )OOLV OE 6écn.496

At this point, loannou comes closer to Cavafy’s repudiated poem

497 498, where Cavafy

«Avvapwoig» T~ 'and to the hidden poem «To ZVvvtaypa thg Hovrig»
also elaborates a similar extreme antinomian version of one’s attitude. It is because of
this that most probably Cavafy decides not to include these poems in his Canon, with
the hope that «Katomt — otnv tedelotépa kovwvia — /Kavévag AAA0G KAUWILEVOS GOV

epeva/BePata Ba pavel K’ eAevBepa B KApE

493 Cavafy, The Collected Poems, 62.
494 Cavafy, The Collected Poems, 64.
495 Cavafy, The Collected Poems, 92.

496 Cavafy, The Collected Poems, 186.

497 C. P. Cavafy, Kpvuuéva Iomuata: 1877-1923, edited by G.P. Savvides (Athens: Ikaros,
1993), 50.

498 Cavafy, Ta Ile(a, 168.
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At some points, loannou’s attitude follows the steps of Lapathiotes rather than
those of Cavafy; loannou eventually condemns the Christian religion and displays a
rebellious reaction towards it, albeit he admits that he is afraid of God. He renders the
literary topos of conversion before death in also stating that religion is only consoling
throughout someone’s good and pleasant moments and that its consoling function
vanishes into thin air throughout someone’s tormented time. For the strongly Christian

loannou, it is a great deal to write the following words in a provocatively raw manner:

H 6pnokevtiky miot eivay, BEBala, amokovutt yia 6Ao to Stdomua TG {wNS Tov TA
TPAYUATA TYAivouv KaAd, po Opwg eival Suvatd va eEakodovbeils va aomaleoal Ta
uvboloyfuata —~wpaia puboAoynuata, dev Aéw- TG Opnokeiag kaL TG eEKKANCiaG kAL 0T
600KoAN ekelvn Wpa, OOV TA TTAvTa £X0VV cofapéPel Kal oKOTEWLIATEL (...) A, @TWYE,
OTWYE @iAg, 1 Opnokeia elval IOV TTAPEYEL TIG TILO ATIOYON TEVTIKEG BsBaLérnrsg.499

With his literary confession, loannou chooses to condemn himself for the lack
of confession and honesty in his work as a whole. loannou offers insights to the
interpretation of his own work and explains his insistence on «Blwpatikn Aoyoteyvia»
and on confessional writing, by stating his preference for this sort of writing. In an
extract which might have been conveniently taken from Ritsos’s Eikovootacio
Avwviouwv Ayiwv, loannou refers to the actual action of sacramental confession and

argues:

'‘Emtpene va SOUAEYPELS TTOA) GKANPOTEPQ, VA NV APCELS TITTOTA ATTO 00X CUAAOYIOTNKESG
StacBavOnkeg, mou va unv amodwoels. ‘Empene va abeldoel To TOQAPL GOV, VX TO
OTPAYYIOELS, VX TO OTPAYKOUAICELG, VA UMV TOU OPNOELS KAMLA IKHASK VA KATAVAAWDGCEL
amd poévo tov, va To {OUTMEELS, WOTOU va HWANCEL VA KPOUYAGTEeL, va BydAsl @Boyyoug
LepOVG, ATTOKAAVTITIKOVG, KATAAVTIKOUG, VIPOTILAGTIKOVG, TIOV VX O XWOEL LEG OTT) YNG ATTO
™V Kataloxvvr. Ay, yati 8ev ta ékaves 0Aa autd; INatl TovAdyloto Sev TpooTtddnoes va

™ T[?\T]Glé(GSLQ;SOO

In Avéxdota Znusiwuata Iowmtikng kat HOikng Cavafy consistently refers to the
external factor of authority which influences his poetry and functions as a great

hindrance to his free expression:

499 loannou, Karamakth, 65.

500 loannou, Katamakrti, 65.
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M’ emépacev amd Tov vou amoe va ypdPw Std tov £pwtd pov. Kat 6puws dev Ba to kapw.
Tt 8Vvapun mov €xel N MpoANYPiG. Eyw eAsuBepwbnka amd autnv: aAAd OKETTOUAL TOUG

OKAXBWUEVOUG UTIO T LATLX TWV OTIO(WV ptopn} va éoT auto to xapti. Kot otapato.

Ot abAlot vopoL TG Kowwviag —unTe TG VYLEWNG, UNTE NG KPloews amdppolag- e
uikpatvav to épyov pou. ESéopsvoav v ék@paci pov- W’ epmddioay va Swow @ws /xal

ouykivnow/ 1§ 660UG elval oav K’ peEva KaumuéVOL.S()l

Correspondingly, loannou makes reference to the external factors which
prevented him in the provision of his true thoughts and feelings in his work. Each
confession is difficult to be made; in the case of a public confession through writing,
the restrained factors increase, as well as the bravery and the will of the penitent and

the importance of confession:

[Toté Sev NTav TO £py0 GOV OAOTEAX AVETMNPENGTO, TTOTE SEV 1)OOUV LOVOG 0OV, AUTO Kl
€0V, PuBLOUEVOGS PHEoA 0TI YPAUUES KAL TA OXNUATA, TIOV TIPOCYEPAYV GTO VOU GOV QUTH
Tov 110eAeg va cuvtalpldéers. (...) Kat opwg ylavtovg mov ovte Bupdoal Ta ovOpATd TOUGg
£mvies ™ @wVN o0vU Kal EKaveg Twg Sev BAETES | Sev E€pelg ToAAA amd N {wr). Kat
TPOTIAVTOG KOUKOUAWOEG €va Owpd TPAYMATAH om0 OoUTA TOU TUPAVVIKA OF
amacyoAovoav. Baokds oykoAlBog, TAVTa LEG OTN HEOT), OTABNKE TO OTiTL 6oV. MNTIWG
StafBdoovv avtol kapa EekaBaprn opoAoyia 6oV, KAvEVAY £6TwW OKOTEWVO XPNOUO GOV (...).
(..) MeploodTepO POPNONKEG KATL GAAO ot {wn cov. To cuVSVAGUO TNG TAVTOXPOVNG

ATOKAAVYTG 0OV GTNV UTINPECIA GOV KL GTNV OLKOYEVELX GOU. 502

To conclude, loannou has exploited the Cavafian elements in such a way that
he clearly goes a step further and he differentiates himself. He is definitely more
confessional in his writing than Cavafy. Whereas Cavafy’s protagonists cannot find
the way to solve their self- flagellating feelings, as in the poem «Opvbew» for example,

loannou provides the solution, which is confessional writing par excellence; by

501 loannou, Katamakth, 72.

502 Cavafy, Avékbota Znueiwuata, 36.
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confessing, one can be forgiven and purified. Both make use of what Pieris has called
«ndovikn ypaen», a sensual way of describing people and events, in a very simple
way, which gives what has to be given to the readers, but at the same time holds
back what has to be held back.

Both are based on the «Biwpa». Yet, loannou elaborates «Blwpatikn
Aoyotexviay to a greater extent than Cavafy, especially in his prose. Cavafy’s
«nBomotia», as Demaras has named it, enables him to express himself as each time
protagonist would have done and in doing so he becomes a master in constructing
portraits, a characteristic which, as we have seen, Christianopoulos uses too. loannou,
on the other hand, along with Ritsos, as | will illustrate later on, deconstructs himself as
a person, providing through his writings his own aspects, something that consciously
does, because, as he supports «o Adyog eivat peydAn avaykn g Ypuyns». Both praise
the sinner and believe that he constitutes a type of martyr. Their protagonist, with his
struggle, his inner and outer struggles, is led to purification. Both writers attempt to
work out the two ‘social roles’ together; that of the homosexual and that of the
Christian. They comprehend the problems, the multiple difficulties, and it is this
struggle that they want to represent in their writings, a ‘holy’ struggle, a struggle for
authenticity. At the same time, however, loannou exploits elements from Lapathiotes
too, since in his last writings he demonstrates great disappointment in the Church as

well as doubts about his faith.
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Yannis Ritsos as penitent and confessor: «Av a@eon 8gv eivat i moinon...»

503

In 1963 Ritsos published the collection 12 moujuata yia tov Kafden which

were written to celebrate 100 years from the birth of Cavafy504- As Massimo Peri

notes «(...) ota 12 moumjpata o Kafdeng eivar o vmoxpewtikdg Spopog ywx v

AVAYVWOoT], KAL VTTOSEIKVVETAL CAP WS ATO TO O'UYYpO((péO(».SOS The first poem is entitled
«0 ywpog touv momt» and as the title implies the poem makes an effort to sketch
Cavafy’s home in which the poet works and creates. The poem revolves around
Cavafy and his fellow-speaker, who is Ritsos’s persona, in Cavafy’s study. The last

verses read as follows:

(...) Kuexeivog
TaAvoLPYOs, adn@Aayos, CAPKIKAG, 0 LEYAS AVAUEPTNTOG,

QVAPESH OTO VOl KOl 6TO OXl, otV embupia Kol T
HETAVOLA, oAV JUYapLA 0TO XEPL TOL BeoV TadavteveTAL
0AOKANPOG, EVW TO WG TOu Tapabupov Tiow am’ TO
KEQAAL TOV

TOTIOOETEL EVa OTEPAVO GUYYVWOWUNG KL AYLOGUVT|G.

«Av Ggeon Sev eivat n oinom, -PBVpLoe puovog
TOU- TOTE, amd Toubevd pnv TeEPUEVOLUE

£A£06».506

The verses begin with a strong opposition; Cavafy is ‘sly’, ‘voracious’ and
‘carnal’, three strongly negative adjectives which define a devilish sinner. The words

are connected with the seven deadly sins, which ‘according to tradition are: pride,

covetousness, lust, envy, gluttony, anger, sloth or accidie’®07- At the same time

S03yannis Ritsos, «12 momuata ya tov Kafdaen» in HMomuata 1938-1971 (Athens: Kedros,
1975).

504Massimo Peri, «Kafaeng/Pitoog», in Apiépwua otov I'iévvn Pitoo, edited by Aikaterini
Makrynikola (Athens: Kedros, 1981), 258.

505Peri, «KaBdaeng/Pitcog», 258.

506Ritsos, «12 momuata ywax tov Kafagn», 179.

507 van A. Harvey, A Handbook of Theological Terms (New York: Touchstone, 1997), 223.
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Cavafy is also characterised as «o peyag avapaptntog». The question at stake here
is: how is it possible that someone might be both «mavovpyog», «adneayos» and
«oapkikog» and at the same time «o péyag avapdaptntog»? It seems that with the
three negative adjectives Ritsos draws upon society and Church’s beliefs about
Cavafy’s kind of poetry and at this point describes Cavafy’s poetry using borrowed
terms by criticism towards the latter’'s work. On the other hand, behind the ultimate
definition of «o péyag avapaptntog» lies Ritsos’s own view on the poetry of Cavafy.
Ritsos, who, as mentioned before, is in this poem personified by Cavafy’'s fellow-
speaker does justice to the poetry of Cavafy and offers a neat description of the

poet’s religious feelings in the verses:

QVAPESH 0TO VAL KAl 0TO 0XL, 0TV emBuia KAl G LETAVOLQ,
oav {uyapLd 6To XEPL TOL BE0V TAAAVTEVETAL OAOKAPOG,

£V TO YW TOV TapaBUpov Tow AT’ TO KEPAAL TOV
tomobetel  éva  OTEQAVO OLUYYVOUNG KOl

aylom')vng.SOS

Ritsos recognises that the attraction of Cavafy’s homosexual poetry lies in
the very fact that his poetry falls between sin and repentance, the fulfilment of
thebody’s desires and their condemnation. Cavafy’s poetry of «tadavtevoeig»
locates the poet as a ‘scale at God’s hands’, which sometimes is tilted in favour of
the poet as a sinner and sometimes in favour of the poet as a penitent. And indeed,
the poetry of Cavafy as analysed in this chapter contains poems where
homoeroticism is embraced and praised and poems where homoeroticism causes

guilt and remorse.

The fact that for Ritsos Cavafy is characterised as «o péyoag avapaptntog» is
explained in the last two verses of the poem, where Ritsos puts to the mouth of
Cavafy the words: «Av ag@eon 8ev eivar 1 moinom, (..) TOTE, amd movBevd pnv

509

mepluevovpe Edeog» Y. In assigning these words to Cavafy, Ritsos demonstrates

his own poetics and views on the function of poetry and literature in general. He

508 Ritsos, «12 mompata ywx tov Kafagn», 179.
509 Ritsos, «12 momuata yua tov KaBden», 176.
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considers literature a means to confess, a forum to express yourself freely and
beyond that a medium for forgiveness to be claimed and achieved. In writing poetry,
you expose yourself, proceeding to a fight against your inner instincts to bring them to
the fore and confront them critically, in order to make literature. Consequently, writing
serves the same purposes as confessing; if you see it seriously and you remain true
to what you say, if you open your heart and confront your fears, displaying your inner
contradictions and your moral dilemmas, then, as in confession, you can claim
forgiveness. At the same time, it is as if your sins are forgiven, because of your brave

and painful strength to share them with the readers and expose yourself to them.

At this point Ritsos differentiates his work from Cavafy’'s; Cavafy’s protagonists
in his poems set in contemporary time often experience remorse and guilt for their
homoeroticism. Yet, the poet does not convey the idea that poetry can provide the
much desired absolution («&@eon»). Therefore, at this point, Ritsos puts his own
beliefs in Cavafy’s mouth. Cavafy’s feature of decadence promoted in his poetry
locates the decayed person as the protagonist. Closed in his walls, the Cavafian
protagonist cannot find a way of salvation. Kallistos Ware in describing the

Orthodox rite of confession maintains the importance of the ‘laying-on of hands’:

In the ancient practice, to signify a transfer of guilt the penitent at confesion laid his
hand on the neck of the priest; today, to symbolize Christ’s gift of forgiveness, a reverse

gesture occurs with the priest placing his stole and his hand on the penitent’s head

(Hausherr 1990, XXxV). °10

Ritsos puts himself in the position of a priest who hears the confession of the
poet not only as his interlocutor, but through his oeuvre as well. At the end of the
discussion, the confessor offers to the penitent forgiveness by embracing his ‘sinful’
work, rather than condemning it, bringing himself close to loannou’s views and away

from Lapathiotes’ ones, who cannot see the Church embracing sinners.

Ritsos’ role as a confessor and at the same time as someone who attempts to
express himself giving the impression that we have to do with an autobiography is

most fully elaborated in his prose rather than in his poetry and his late long novel

510 |renee Hausherr, Spiritual Direction in the Early Christian East, trans. Anthony P. Gythiel

(Kalamazoo, Mich.: Cistercian Publications, 1990).
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511, which is, at least on the face of it, his most

Eikovootaoio Avwviuwv Ayiwv
confessional piece of work. Ewkovootdoio Avwviuwv Ayiwv was published from
February 1983 to February 1985. In its nine volumes Ritsos unfolds his surrealistic
craftiness, shifting between poetic discourse and prose, in a genre which falls within
the categories of esoteric-mnemonic monologue and stream of consciousness. The
series has been described as autobiographical, because of its wide biographical
references identified with incidents in the life of Ritsos himself. The protagonist is
«AplooTog o tpooekTikOG» (Ariostos the careful). Ariostos constitutes a created figure,
a persona which the person who is given as the narrator, namely lon, uses, which

constitutes a persona for Ritsos himself.

The series caused controversies in the critical perception of its time. Though
contemporary audience embraced each volume with outstanding enthusiasm and
made it a best-seller critics largely lashed out against the style. They were struck by
the explicit sexuality of the volumes, which was criticised as being similar to
pornography. Having received this wide wave of criticism concerning their overt
sexual references and their general modernistic style, strikingly there are no

important critical references to the homosexual elements of the volumes.

Even quite recently, Ritsos’s series continued to create a fuss around it: in an

article published in the Greek newspaper Ta Néa on 12 May 2001, entitled «Pitcog

auTog O... é(yvooo‘tog»512, Roderick Beaton reviewed the «AvBoAoyia Tiavvn

P[TGOU»S 13

edited by Chrysa Prokopaki in 2000. The eye catches a small note
dedicated to the absence of adequate critical attention to the homosexual elements in

Ritsos work:

Matl (Yo va @épw po AETTOPEPEIA OPKETA OONUAVTY, QAAG €VOEIKTIKY) va
amoolwTNOEel, Kot TTAAL €8, 1 EKENAN OLOPUAOPALX TTOV TIPOKVTITEL GE TIOHATA ATTO TN

Sekaetio Tov ‘60, KoL TTOV SNADVETAL AKAAVTITA 0TA OYLpa ns(é(;514

511 vannis Ritsos, Ekovootdoto Avwviuwv Ayiwv (Athens: Kedros, 1986).

512 Roderick Beaton, «Pitoog autog o... ayvwaotog», Ta Néa, May 21, 2001, 33.
513 Chrysa Prokopaki, ed., AvBoloyia I'iavvn Pitoov (Athens: Kedros, 2000).

514 Beaton, «Pitoog autog o... dyvwoTtog», 33.
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This statement scandalised the feelings of some of Ritsos’ admirers who
rushed to respond. Indicative of this reaction is the answer of the Greek philologist

Dimitris Patilas. He published in Pwloonaotng on 27 May 2001 an article entitled

«['avvng Pitoog: Mommg-pvbog a)\newc')g»515. In this article Patilas provides a
severely opposed response to Beaton, against what he perceived as a scandalous

and groundless position- the queer presence in Ritsos’ oeuvre:

Exw Swafdoel - 8 Aew KLOAOG TTwG £xw pPeAeToel o€ BaBog 6A0 TO €pyo TOu - KAl &€
BAéTw oL onpileTal o k. M TOV WOTE VA WAQ TIEPT UTTAPENG «EKOTANG OHOPUAOPIALOGY
OV ATMOCLWTATAL WG TAELPA TOU €pyou Tou Pitoovu. (..) Mnmwg, omv TpuEepn,
TPayuaty, oxéon tov Opéotn mpog tov [TVAGdN, oTo opuwWVLHO BeXTPOLOPEPO TTOIMUA TOV

Pitoov, Soopévn GAAwoTe amo tov apxaio Tpaykd pibo;

Mnmwg, oty €€buvnomn tou avdplkol Aatkol KAAAOUG; Agv €XEL APAYE VUVIIOEL TO CWUA
™G ayamnuévnG KoL TOV €TEPOPUALKO épwta amd tnv «Eapwn cup@wvioa» £wg to
«Epwtikd» kat ota oYpa meld tov «Ewkovootaciov Avwvipwv Ayiwvy; Towx givot
ekelva Ta TompaTa TOUL vTawvicoovtal, ¢éotw, TETolo Bépa. Kal molwa elvar ta
«OTOKAAVTITIKA» OXETIKA Xwpla 0T0 Etkovootdoto Avwviuwv Ayiwv; Tiatl o «o&udepkng
KPLTIKOG» SEV ava@EPEL OUTE UL TIELOTIKN TTAPATIOUT); Agv €iye va vTTOSEEEL TTAELPES TOV
Pitoov oAU onuavtikés, wote va yivouv avtikeipevo perétng; Tati apaye eotidlel v
TPOCOYN TOU, TOGO avwduva, € €va TETOL0 - EMITPEYPTE HOU- oKAVOAA0ONPIKO Kal
QVUTIOOTATO - KATA TN YVOUN Hov — Bépa, uvmd To Tplopa MAALOTO TAXX MLAG

amopvBoToinong Kot VTG TO TIVEVHA TWV KUETAUOVTEPVWV Lﬁso'ov»;516

| aim briefly to bring to the fore the linkage of homosexual and religious
elements in the series as a whole, pointing out the ways in which Ritsos mixes
homoeroticism and religion and presents them in an intertwined fashion and in a

confessional mode.

Ritsos’ connections with Christianity are undisputable, something which is

obvious both in his poetry and in his prose; Etkovootacio Avwviuwv Ayiwv is

515 Dimitris Patilas, «Tavvng Pitoog: Iomtrg- pubog aAndwvog,» Piloomdotng, May 27, 2001.

516 patilas, «T'avvn g Pitoog: ITomtig- pubog aAnbivdc».
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indeed brimful of religious incidents, based on Ritsos’s upbringing ‘in the conservative

517

environment of Monemvasia referring to ‘the rituals of prayer and the festivals of

his childhood’.218 As Kittmer notes: ‘The Ritsos family, being among the wealthiest

landowners, were patrons of the Church and Ritsos’ father was a church warden’.219

The title of the series is not chosen by accident; According to the New

Dictionary of Christian Theology:

The holy icons, then, are more than just sacred art; they express in visual form the
central doctrines of the faith and are therefore created as an act of loving religious
devotion with prayer and spiritual preparation and in conformity with a strict tradition
in their presentation. Moreover, since they are an integral part of Orthodox worship,
they can be fully understood only in that context. As the worshipper stands
surrounded by the icons of Christ, of the Mother of God and of the saints and the
events of the history of man’s salvation , he is vividly made aware of the reality of
both the community of saints and the loving economy of God . The icons become

windows on to the divine, through which his prayers ascend and through which God

manifests his power by miracles of healing and answers to prayer.520

Ritsos clarifies that the Eikovootaoio Avwvouwv Ayiwv he creates with words, is
one which does not include known saints, but anonymous ones. He glorifies the
simple people and their everyday life, paying attention to all its aspects, recognising
the great role that eros and sexuality play within it. It is in this spirit that homosexual
and queer incidents are also presented in the series, with different every time

protagonists: let me mention a few of these incidents: a man in the audience of a

517 John Kittmer, “The uses of Greek Orthodoxy in the early poetry of Yannis Ritsos,”
Byzantine and Modern Greek Studies Vol. 33 No 2 (2009): 182.

518 Kittmer, “The uses of Greek Orthodoxy,” 182.
519 Kittmer, “The uses of Greek Orthodoxy,” 182.

520 Alan Richardson and John Bowden, ed., A new dictionary of Christian Theology, (London:
SCM Press, 2009), 275.
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theatrical performance watches an actor dressed as a woman, causing the
audience’laughter. The protagonist starts running away from the theatre afraid that
the people will start noticing his own effeminate side, a boy secretly fantasises about
male workers, two handsome men shyly flirt at a workers’ demonstration with
«xaunAwpéva ta patie» and finally decide to give into their sexual temptation and
leave together; two men engage in mutual masturbation, one of them feels guilty
about it and starts shouting that they have commited a sin, Ariostos kisses a male
friend on the mouth and makes him feel ashamed about it, boys dance very closely to
together while aroused, knowing that they have to deny their feelings which they
cannot yet define, but know that they have to hide them and be extra careful.In a
voyeuristic scene a boy’s sexual exaltation and erection is produced by the view,
smell and sense of two other boys, feeling at the same time guilty and ashamed
towards God and his ill mother.

The narrator falls upon the multiple characters with deep, pure Christian love
and through this love the characters are displayed as saints, whom the narrator

venerates, embracing their sinfulness, ascontemporary society and the Church

would regard it. Ariostos’s aim is to find the «epwtomAdvtayty oc}n’]esla».521 In this

522

effort, this «ndovofAeliag Twv TAvTWY» wonders:

Kt ov8¢é mov pdBape Tl va ‘vai gkeivo mov T avBp@Tou 10 MPOCWTO TeEAEwwvel. H
vmoTayn Tov Téya otnv mebLva Tov; H avtiotaon tov taya otnv mebua tov; (..) A,
vay, 1 embupia, N epwTiky embupia, poipa touv kabevos pag. (..) «yati apoaptio M

ovp@wvia pe v embupia uag;»523

The narrator's protean and panerotic nature allows everything, forgives
everything as long as it is genuinely wanted, embraces everyone and everything,
especially those considered as sinners and actions considered as sins, sanctifies

simplicity and authenticity.

521 yannis Ritsos, «0 Aplootog apveital va yivel Ayloc», in Etkovootdoto Avwviuwv Ayiwv
(Athens: Kedros, 1986), 53.

522 Ritsos, «0 Aplootog apveital va yivet Aylogy, 53.

523 Ritsos, «0 Aplootog apveitat va yivet Aylogy, 53.
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As the narrator confesses in the ninth volume of the series, behind all the
different characters of the nine volumes, a variety of poses and aspects of the
narrator himself are hidden. Referring to the narrator lon, the protagonist Ariostos

admits:

Ag pov ‘kave T KEQL V' 0AAGlw TIOLEG UTIPOCTA TOV, VA EVIEIVW TNV TIEPLEPYELX TOU, TNV
aunyovia Tov, va Tou apéow, Vo ToV TIPOKaA®, va Tov epebilw, va tov e€opyil{w, va Tov
@épvw og adlé€odo. Me OAeg aUTEG TIG UETABOAEG HOU, oI TN UL HEPLA AVOKAAVUTITA

KATIOLEG AYVWOTEG TITUXEG MOV, AT TNV AAAN KOVTEUX Vo XAOW TOV €XUTO UOU, VO UNV

EEPW TTOLOG ElHAL AVARETH OE TOOOUG SLAPOPETIKOUG pOAOUG IOV ETa{o (...).524

With these words, Ritsos echoes the views of Cavafy who in Avékdota

Znuetduata Ilomtikng kat HOkn¢ questions the same topic:

AN\A pe TepVA am'TOV VOU TWPQ, - AUTO eival aAndng avellkpivela; H téyvn Sev
Pevdetat mavta; ‘H pdAdov dtav 1 téxvn PedSetal To TEPLOCOTEPOV, SEV ElVaL TOTE IOV
Snuovpyel kol to meplocdtepov; ‘Otav Eypaa ekelvoug Toug oTiyoug, Sev 1TO
KatopOwpa ™m¢ téEYVNGS; (-..) TNV otiyunqv mov ékapva toug otiyoug dev elya texvnTiv
ellkpivelav; Asv e@pavtalounyv Ue TETOLOV TPOTIOV, IOV VA NTAV 0aV Tw OVTL va £{noa

otV €€oxn ;925

On the other hand, apart from his Cavafian elements, in Eikovooraoio
Avwviouwyv Ayiwv exploits features introduced by Lapathiotes, also enabling a
comparison with the oeuvre of Lapathiotes. By using a surrealistic style, Ritsos blurs in
his prose humans and angels, in a scale which goes both up and down, in a
representation of Jacob’s ladder. Heaven is accessible to earth and earth is accessible
to heaven: angels co-exist with humans and humans become saints through the
simplicity and authenticity of their lives. For instance, in the sixth volume, entitled «Ox

Movaxa yia oévan>26

527

we come across the passage «Ou dvo pouv ayyeloL oTo

kovpelo» <’ , where the speaker

524 Ritsos, «0 Aplootog apveitat va yivelt Aylogy», 66-67.
525Cavafy, Avékdota Znuetwuata lMomtikng kat HOkng, 43.

526 vannis Ritsos, «OxL povayxa yw egévay, in Ewkovootdoio Avwviuwv Ayiwv (Athens:
Kedros, 1986).

527 Ritsos, «Oxt povaya yia eoéva», 11-19.
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narrates his idea for a new novel, entitled «Ou ayyeiot tov Meranupysiou»528, in
which the protagonists will be two angels. His purpose is not to convey «&vo

UETAEOVPYLWOTEG UAYKEG OYYEAOTIOMUEVOVG, OAAG SVO TPAYUATIKOUG Ayyé)toug»,szg

whom he places «oto koupeio, oto ToAyyapadiko, oto Aako &evodoyxeio g odov
Tavtapola, oto otAfwTtiplo g Opovolag 1 kat oto pmopvteéAdo ¢ lpoaotiov, kel pe

kapla Aseda kat kavevav MNwtn» and also «upwx Kvplakn amdéysvpa oto otddio

Kapaiokakn, o’ éva omovdaio patg noSoocpa[pou».sso The angels that the narrator
wants for his protagonists are engaged in all the simple activities humans do, mixing
with humans and as it is apparent the narrator gives them a special place in the life
and the activities of the working class. lon points out their exquisite physical
appearance and establishes them as homosexual icons, in the same way that he
presents working class as the sexually ideal class; he displays them wandering
around naked and narcissistically admiring their own beautiful naked bodies.At the
same time, the narrator pinpoints their innocence, akin to their divine nature, since
«KaTaAafav Twg Sev eival cwoTd va TPLYVPVAVE TOITOLE0L AVAUESA OE VTUUEVOUG Kol

APTEPOLG aVOPWTIOUG KAl va okavSaAi{ovv (TToLog EEpeL yiaTl;) TOV KOOUAK) ».031

At the same time, he acknowledges that the narcissistic behaviour his angels
have is caused by the human nature that they also have and consists a projection of

humans’ attitude towards them:

AvTo 10 pépog, SNAAST) TTwWG TO AOPATO YIVETAL 0PATO TAPVOVTAG TIOVIPA TIG SIKEG HAG
ouvnBeleg, Ba TPETEL va TO avamTtuéw Wlaitepa Pe TOAAOVG TPOTIOUG KAl GE TIOAAEG

TIEPITITWOELG KOWVWVIKEG, (PLAOCOPLIKEG, aLGBnTLKég.532

Therefore, lon’s angels display both divine and human characteristics, like
Cavafy’s ‘ephebes’. They are presented in an ideal fashion, constituting sexual

objects and they are visible only from the initiates and the worthy:

'ETOL1)0VX0G Tl Kol EavVapUUEVOS GTPWVOUHNL WG TA LEGAVUXTA KoL YPAPw TOUTO TO

528 Ritsos, «'Oxt povaxa yia egévay, 12.
529 Ritsos, «'OxL povaxa yio esevar», 15.
530 Ritsos, «'OxL povéya yia egevay, 15.
531 Ritsos, «OxL povaxa yia ecéva», 16.
532 Ritsos, «'OxL povéya yia ecévar,16.
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KEQAANLO YL TOUG a0PATOVS AYyEAOUG OV, TTAVTA 0paTOUG Yl HEVA KL oG PNV eipal
oS, oUTE Kav epwTEVPEVOG. ‘OxL elpal epwTeVUEVOG padl Toug, YU auTo elpat BEPatog
TwG Twpa Ba Toug belte KL €oei¢ ue ta Sikd pov patia. Ma Exaca va Tw: 0 Kup
Avtovng, o umapumépng, €PAeme toug Ayy£Aoug, emeldt) eixe Eva PkpO TPLAVTAPUAAO

ot autitov.233

In the chapter «Ot dvo pouv dyyelol oto kovpeio» Ritsos makes an effort to
illustrate his angels by also pinpointing their ‘vagueness’, their being in between
divine and human nature, attempting to emphasise «to TpofAnua avtiBeong Kot
OX€0MG TOU AOPATOV KAl 0pATOV, TOU AOPLOTOU KAl OPLOUEVOV, TOU QPNPTHEVOL KoL

OUYKEKPLUEVOL »,034

In doing so, Ritsos at this point reminds us of Cavafy’s
«lwvikovy», where Cavafy stresses the element of the co-existence of humans and
pagan gods, as well as the co-existence and the continuum of pagan gods with
Christianity, as well as of «Evag Oe6g twv», where a pagan god wanders among

humans, ascribed with human characteristics and is only recognised by the initiates.

It has been maintained by Papantoniou that Ritsos in his work identifies
himself with Christ, by referring to the work of Ritsos as a whole and by giving
examples of his poetry. Yet, the ninth volume has the eloquent title «O Apiootog
apveltat va yivel Aylog»; we find a section entitled «Avtoaylaopog; Oute», in which the

following extract is found:

Tuxalvoupal Toug avBpwToUG oV KOpSWVOUVTAL Yl TIG OTIOLEG XPETES
TOUuG. MOAIG KAvouv va TEPN@AVELTOUV Yia SAUTEG TIG XAVOUV TAPAVTA.
Eyw pildw povaya yx ta Aabn pov, T YKAPES Lov, TIG KOU{OVAASES pov.
Kt 0xt povaya ta opoAoyw pa kot to Selyvw moAAamAdola, peysbuopéva.
'ETOL TlHWP®W TOV €aVTO pov, egayvidopal, novyxalw. Etol avtoaylalopat
OTNV TATEVOQPOSUVT Hov. Ma dxL, 6xL. Apvodpal TAVTATAo Y Vo HE AYLAoouV 1
Vavtoaylaotw. Kt iowg 1 povn mpayatikn ayloolvr fHov va 'val 1 apvnor] pouv v’

(xyldooo.S 35

533 Ritsos, «Ox1 yovaxa yia egévar,19.
534 Ritsos, «OxI yovaxa yia egévar,16.

535 Yannis Ritsos, «0 Apiootog apveitat va yivet Aylog», in Etkovootdaio Avwviuwy Ayiwv
(Athens: Kedros, 1986), 64.
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This passage is fundamental for the interpretation of Ewkovootdoio Avwviuwv
Ayiwv, for two reasons: firstly, it clarifies what the term ‘saint’ means for the narrator
and in which sense it is used both in the title and in the content of the novel.
Secondly, it constitutes a clear statement of poetics, which draws upon the
methodology and the technique the narrator uses in the ennealogy. Ritsos’s saints
are the sinners; people who constantly make mistakes, but at the same time have
the courage to admit them. According to the narrator, even greater importance and
sanctity is given to the people who, regardless of their virtues, make a conscious
decision to refer to the bad aspects of their life, to punish themselves and claim
forgiveness. In this way, these people free themselves and through confession gain
a clear consciousness again. On the other hand, the narrator states that he himself
makes a conscious decision to focus on the negative aspects of his life, his mistakes
and irrationality and demonstrate them through his writing to an even greater extent.
He takes advantage of his writing as a medium to confess, and confession is the
solution that his soul longs for. By making specific reference to deeds in his life that
he is not proud of, or to the deeds of which society or the Church might not approve,
the narrator dignifies and sanctifies himself, through the martyrdom of public
confession. By going a step further, the narrator might be characterised as innocent
and a saint, in the same sense that Cavafy is, as illustrated in Ritsos’s 12 moujuata
yia tov Kafagn. Even though they are considered sinners by society and the Church,
they are capable of forgiveness, because of their brave public confession through

their writing.

The fact that Ewkovootdaoio Avwvouwv Ayiwv is a confessional novel is
reinforced by the references to the ritual of confession. In the fourth volume, «lowg

va'val ki £tow, the following lines are found:

Ma 6Tav WAGS HOVOGS Ta AEG OAA KAL YIx OAOUG, KL UMV £XOVTAG GAUEGO AKPONTH UTTPOCTA
00V, A£G KAL TIPAUATA AVIIKOUOTA, «TTApaEeva pdpatoy, He d@ofeg AéEels tov 8¢ Ba Tig

EeoTOUL(EG TTOTE OVTE UTIPOOTA G’ €V (P(AO GOV, OUTE OE YIATPO, OUTE G’ EVay 1Tom1'r'].536

536 yannis Ritsos, «Towg va ‘vaL KL £Taw, in Etkovootdoto Avwvouwv Ayiwv (Athens: Kedros,
1985), 75.
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Another example of reference to the act of confession is included in the same

volume:

(...) pa Tl oTO SLAoAo PoVo avakAaoTika B {w O0Aa ToUuTA pmaivovtag voepd ot B€om
Tov ['wyov, Tou AAékov, Tou TEAn, Tou [I€Tpou, Tov Bayyén; 'H pnmwe eivat ta Sikd pov
Kol Ta falw oTa AdyLa KoL 0TIG TTPAEELS TOU €VOG KAl TOU AAAOV yiati 8 Ba pmopovoa va

T opoAoynow oo Sikd pov; Ko unmwe 0Aa 6Awv Sev eival

Sikd pou kat 0Aa to Sikd pov dev elvatl dAwv; Mia tdota eipacte 6Aol yU autd cov

"Aeya «0 KOOGpOG elvat Evacy (...).537

Even though the references occur throughout the series, it is in the ninth
volume that they come to a climax; In the passage «Emavepu@davion Tov @wtoypa@ou
uov», the narrator refers to a ‘photographer’ who seemed to pursue all his actions

and capture all the ‘images’ of himself:

Xwpla ekelvo To pubikd paipo paco OTOU £XWVE TO KEPAAL TOU O QPWTOYPAPOS KL
emeldn dev tov €PRAemeg, vOULlES WG KL ekelvog 8 0’ EBAETE KoL UTTOPOVCEG AVETA VA
Eekovumwoelg To Bpaki oov, 1, oAV OE OKOTEWO €LOLOAOYNTAPL, VA OUOAOYNCELS

TPOUEPEG AUAPTIEG IOV SEV EKAVEG T) V' ATTOKPUYELG AAAEG TPOUEPOTATES TTOU s'Kavsg.538

This imaginary photographer of Ariostos, seems to be lon, his alter ego and the
persona of Ritsos himself. It is lon that created Ariostos and presented him engaged

in many different occasions and as Ariostos admits at this point that he was

0 gVEAIKTOG akOA0VO0G (...) IOV TIAPATPUVE TN SIKI| HoL gveAEia Kat ywvopovva egattiag
TOU TOAUTIAOKOG, TOAUTIPLOUATIKOG, TOAUSIAOTATOG, OXESOV HAYLKOG Yyl VA TOV
DoUMWow KAl va TOV TopATAAVow, SNAad) Hov avémTuooe €EAiOLEG VTTOKPLTIKES

Suvapelg st?\ucp[vstag.539

Therefore, lon at this point, or Ritsos, or -eventually- the narrator’'s own self,

appears to function like a confessor who encourages himself, the confessant, to shed

537 Ritsos, «lowg va ‘vaiL ki étow, 127.
538 Ritsos, «0 Aplootog apveltal va yivet Aylogy, 67.

539 Ritsos, «0 Aploatog apveltal va yivel Aylogy, 65.
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light on all the possible aspects of his life, by writing them and making literature. It is
very interesting and innovative the way that Ritsos links the function and the work of a
photographer to the function of a priest at the time that he confesses, where the
procedures of an old-time photographer are compared to a Catholic ritual of
confession: «okotewod egoporoyntdapw» refers to a closed and restricted confessional
where a Catholic confession takes place. In a Catholic confessional the person can
remain anonymous and unseen even by the priest, whereas in the Greek Orthodox
rite of confession the person who confesses and the priest can see each other and
have contact. Ritsos chooses at this point to refer to the Catholic rite of confession
because the complete anonymity that it secures and helps people to confess even the
most awful actions, decreasing the factor of shame and increasing the factor of
courage and determination. In the same way, the narrator of Eikovootdoio Avwviuwv
Ayiwv, hiding behind his multiple personae, feels more secure to proceed to a
confession de profundis, without being afraid that he is going to be recognised and

stigmatised.540

| have attempted to illustrate that Ritsos, especially in his novel Ewxovootdaoio
Avwvouwv Ayiwv, promotes a redemptive function of literature, first suggested in his
poetry, 12 momjuata yia tov Kafaen, the fact that the writer can confess to himself
and forgive his sins through his own writings. Ritsos, like a chameleon, expresses
aspects of himself by using many different personae. In doing so, the narrator of
Ewxovootdoio Avwviuwv Ayiwv achieves to make things more complicated, avoid his
complete exposure and confuse the reader about the genre his series belongs to; is
it a semi-autobiography or an autofiction? All these different personae of the narrator
meet up in the last volume of the series, on the last page and the self-reflective
expression, written with separate letters for emphasis: «avtdg eipa». Therefore, the
series constitutes an expression of the narrator’s inner struggle to recognise and
accept all the different aspects of himself. Regardless of his quite subversive way
of writing, Ritsos never goes against religion or the Church. As with loannou, he
sanctifies and praises simple, authentic people, who are experiencing their own
everyday martyrdom in their inner struggle and their fight against the

heteronormative society; homosexuals belong to this category. For loannou,

540 At this point, Ritsos, as well as Lapathiotes, recall Christomanos and his writings’ Roman

Catholic flavour.
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homosexuals are actually the main category of these people, whereas for Ritsos,
homosexuals are a part of all these people that his ecumenical and humanistic nature

embraces.
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Conclusions

In this chapter | have aimed at demonstrating the development of Modern
Greek homosexual writing in relation to the presence of (Orthodox) Christianity, a
neglected topic in Greek literary criticism. The contribution of Cavafy to the topic is
fundamental, since we trace in his work the first Modern Greek coming-out narrative,
setting the tone for what is to follow. The feature of «nBomotia» that Demaras
attributed to Cavafy, however, enables the poet to hide behind his protagonists; at
the same time, Cavafy speaks through their position, a code that he inherited from
the Victorian literature in order to express himself and being simultaneously careful
not to expose his inner truth to a great extent. It is, | believe, pointless for the
research on Cavafy to attempt to provide an answer to the ever-lasting question:
Was Cavafy a Christian? The important thing has been acknowledged: Cavafy’s
charm lies in the fact that he provides an oeuvre which enables him to go back and
forth in historical and religious continuity. At the same time, Cavafy achieves to
reinforce his modern character, since his protagonists are representative of modern
dilemmas and considerations relating to the homoerotic. Therefore, in his erotic
poetry Cavafy achieves an insight into a complex Greek homoroetic identity:
traditional and modern, pagan and Christian, repressed and confessional.

Lapathiotes knew Cavafy and admired him and his work. Yet even though the
two poets develop the same topics in their work, Lapathiotes chooses to take a
different path. His relationship with Christianity seems to define his poetry; in the
poems of his first phase, 1905-1919, he is more romantic and the speaker of his
poetry seems to engage into religious considerations without doubting his faith. At
the same time, Lapathiotes’ poetry is provocative to the extent that he eroticises
Christ and he deifies the person of his desire, mixing up their entities and perplexing
heaven and earth. In his second poetic phase, starting from 1920 onwards and
specifically in his poems after his self-excommunication from the Greek Orthodox
Church (1927), the speaker of Lapathiotes is still tortured with existential and
religious considerations, failing to become an atheist. On the other hand, he
constaltly confesses his lack of love and a permanent erotic partner and his body’s
tiredness of the multible onstensible erotic relationships. Taking a step further from
Cavafy, Lapathiotes’ protagonist does not struggle to accept himself as a

homosexual going against the
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heteronormative society and to come to terms with all the aspects of himself, but, to

clarify his religious feelings and to deal with his loneliness and torturing existential

thoughts. It is important to acknowledge Lapathiotes’ own innovative role.241 Cavafy
and Lapathiotes define the tradition of Modern Greek homosexual writing that their

successors build on.

Christianopoulos has been influenced both by Cavafy and by Lapathiotes.
Especially in his first poems and his first poetic collection Emoyn twv Ioyvwv AysAadwv
the Cavafian influences are obvious. In his poetic development, however, he comes
closer to Lapathiotes and he provides a more straightforward and provocative
confessional writing. What is interesting about Christianopoulos, which makes him
different than the others, is that he manages to balance in his work two automatically
antithetic aspects of someone’s personality, homoeroticism and Christianity. Yet, he
shows with every opportunity his disagreement with the strict attitude of the Greek
Orthodox Church towards homosexuals. He is such an antinomian that he comes up
very often with a fetishictic and masochistic poetry, everything for a celebration of
someone’s instincts and a satisfaction of all the body’s desires. Again, similarly to
Lapathiotes, his poetry represents a tortured person who lacks love and affection, even

though he has many erotic adventures.

There are indeed some similarities between loannou and Christianopoulos, in
the sense that both depict men who come to terms with their homoeroticism and
religiousness, as two social roles that can co-exist. As Judith Butler would urge us to
recognise, although this is a stance which comes across in the work of
Christianopoulos as a whole, loannou’s oeuvre follows more deliberate stages of
coming out: at the beginning and his first poetic collections, loannou provides a
hesitant and repressed speaker, trying to figure out where his homoeroticism comes
fits in, in terms of his Christianity. Indeed, in his poetry loannou comes closer to Cavafy

and his own introvert protagonists.

541 It has to be pointed out that especially Christianopoulos, as | argue in my thesis, is
greatly influenced by Lapathiotes. Even though at the beginning of his writing career
Christianopoulos leans more towards Cavafy, he later on exploits elements from Lapathiotes

to a greater extent.



However, in his late prose we observe a significant development and
maturity of his protagonists, since they start to express their sexuality,
accepting it in the circles of their Christianity at the same time. In a way
which likens to Lapathiotes, loannou seems to equate to an extent the
beloved with Christ. And then, we come to Karamaxti), where the writer
becomes as confessional as it gets and bravely offers insights for the whole
of his work, being open about his own homoeroticism and about his
disappointment in the Orthodox Church. Indeed, loannou, following Cavafy’s

«To ZVvtayua g Héovig», wishes that he had sinned more during his life.

Ritsos, on the other hand, belongs to his own category and one might
encounter scepticism as to whether he (not least as a married man) should
be discussed in a chapter like this one and in comparison to previous
writers. Yet, Ritsos’s Eikovootdaio Avwviuwv Ayiwv with its antinomian way
of writing, which appears to be an unconventional autobiography or a semi-
autobiographical novel with metafictional elements, justifies the discussion
of Ritsos in this chapter. As 12 moumjuata yia tov KaPBapn verifies, Ritsos
engages in a discussion on whether Cavafy can be characterised as a
sinner or not, to conclude that he is «o uéyag avapdaptnrtoc». His
Ewxovootdoio comes to embrace and ‘forgive’ all the ‘sinners’, in the name
of paneroticism and pan-ecumenical love, acceptance and celebration.
Writing, for both Ritsos and loannou, becomes a way of salvation, whereas

for Cavafy there is no way of liberation.

It is clear that these writers have indeed affinities, but also differences,
since each builds upon and challenges the tradition, consisted of Cavafy and
Lapathiotes and, at the same time, converses with the topic as is negotiated
in the synchronic axis, consisted of Christianopoulos, loannou and Ritsos.

Greek writings, covering the period from the late nineteenth century to the
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late twentieth century, show more continuity than change in the tension

between Orthodoxy and Homoeroticism.
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Chapter 3

The working class as erotic object: Cavafy and his successors
Introduction

My aim in this chapter is to show how social class interacts with homoeroticism
in selected writings by Cavafy, Christianopoulos, loannou and Ritsos. | am especially
interested in the social class which features most in their writings and thus constitutes
their favoured class, namely, the working class. The writers depict their protagonists
in a particular social milieu and delineate through their oeuvre homosexual incidents
stemming from a specific social background. Their preference for the lower class is
indicative of their belief that among the tough conditions that lower class life imposes,

purer feelings can emerge.

People of the lower classes are on this view purified through their hardships.
Cavafy, Christianopoulos and loannou share the opinion that these tormented people
are the most worthy of reference in their work, praising their hard life. In a similar vein,
homosexuals of the time were experiencing arduous conditions, full of concealment,
restraint and constraints on their free expression. Therefore, the poets and the
authors through their oeuvre compare people coming from lower classes to
homosexuals, based on their oppressed life, which makes them down-to-earth,
decent and dignified. By contrast, the bourgeoisie and upper classes are perceived as
pretentious and hypocritical. Their luxurious life makes them ridiculous and very often
leads them to the conclusion that they can purchase love.

All the writers discussed in this section belong to the middle class, though
loannou emerged from an originally peasant background. Thus, we are not originally

given a perspective from the insight into lower class life and how homoeroticism is

expressed within it 242 They delineate through their writings how -for them- the

542 Gagnier's chapter ‘Representations of the Working Classes by Nonworking-Class
Writers: Subjectivity and Solidarity’ in Subjectivities: A History of Self-Representation in
Britain, 1832-1920 offers interesting insights towards this direction (Regenia Gagnier,
Subjectivities: A History of Self-Representation in Britain, 1832-1920 (Oxford: Oxford
University Press, 1991), 99-137).
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working class constitutes the sexually ideal class. At this point emerges the topos that
workers, with their exquisite bodies, forged by hard work, and with their unviolated
masculinity consist the ultimate object of homosexual admiration, or even exaltation.
This topos is also valid on heterosexual terms, yet in a homosexual context it
becomes strongly fetishised and dominant. Hence, such writers who do not have
working class origins are not only stimulated and sexually excited by the workers and
by their tough life, where, according to them, truth lies, but see them as their ideal.
For them, lower class men constitute a special group, which has authenticity as its
foundation. Only a few initiated and trustworthy people from outside can ever hope to
enter such a group. These writers desire to become members of this special and

superior group.

My analysis dwells on games of power and authority. | am interested in
sketching how the power factor functions, exerted by an authority over the
protagonists and, specifically, over love. Power and authority are mutable, and
each text that | discuss can be differently approached. However, my discussion will
point to some common lines all the writers follow. | intend to delineate the agreement
with and the deviations from these lines. The mutable factors of power and authority
give birth to the terms of ‘social class’ and ‘class-crossing’ in the way that | apply
them for the purposes of my study. It would be a mistake for someone to attempt to
apprehend them leaving aside their connections with sexuality and in particular with
queer sexuality. Therefore, for the definition of the term ‘social class’, as used in my

section, | follow Sinfield in

taking “class”, approximately, as comprising hierarchies of wealth, income, status,
educational attainment, and cultural sophistication, along with their markers in attire,

décor, and general Iifestyle543

| also examine how this term is perceived when it comes to homosexual scenarios.

Thompson’s definition of ‘class’ is also helpful here, as, according to him, class

(...) happens when some men, as a result of common experiences (inherited or
shared), feel and articulate the identity of their interests as between themselves, and
as against other men whose interests are different from (and usually opposed to)

theirs.544

543 Alan Sinfield, On sexuality and power. (Columbia University Press, 2004), 138.

S44Edward Palmer Thompson, The making of the English working class (New York:

Pantheon Books, a division of Random House, 1963), 9.
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The above definition could have been used to describe homoeroticism and |
will attempt to indicate throughout this section that homosexuals and the working
class are displayed through these texts in a fashion which has many common points.
The term ‘working class’, as | use it in this chapter, embraces people ‘engaged in, or

1545,

dependent on, manual labour The references that | make have to do mostly with

the urban working class.

Going a step further, | also aim at demonstrating how these texts as a group
ask whether and how homosexual love can rise above social class and can enable
the crossing between classes, both up and down. As boundaries can in some cases
be flexible or even eliminated, they can also prove impermeable. To discuss these
cases | use the term ‘class - crossing’, with which | cover the emblematic feature of
interchangeability of roles among social classes, roles that are each time established
according to contemporary social convictions about power and authority. | use the

term ‘class - crossing’ instead of the more acknowledged term ‘cross- class’,546

because | want to give emphasis on this very volatility which takes place among
social classes, which often leaves the road open for crossings of the upper classes

to the lower classes and vice versa. | also prefer the term ‘class - crossing’ having in

mind the queer theory term ‘gender - crossing’.547 In doing so, | perceive social
class as analogous; both categories have a major common characteristic:
interchangeability. However, it has to be emphasised that interchangeability is an
ideal state that is never actually being reached, even though the attempts are
multiple. As | argue, the Cavafian legacy brings to the fore a melancholy which
emerges from the constant sense that engulfs the speaker, namely that changing

places is not in fact possible.

Queer theory has not adequately studied the connection between class and

homoeroticism. A significant contribution towards this direction, however, was made

545 30hn Benson, The Working Class in Britain: 1850-1939 (London: Longman, 1989).

5463ijnfield, On sexuality and power, 139

547The term indicates the possible crossing between the male and the feminine gender and

the roles that are given to them by each society.
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by Judith Butler in ‘Merely cultural’©48 (1997), by Mariam Fraser in ‘Classing Queer:
politics in competition’549 (1999) and in ‘Heterosexism, misregognition, and

capitalism: A response to Judith Butler>°0 (1997), as well as, on a larger scale, by

Rosemary Hennessy in Profit and Pleasure: Sexual Identities in Late Capitalism551

(2000). The above scholars lean to the direction that ‘heteronormativity is absolutely

central to the bourgeois ideology of expressive and coherent self-hood’.292 They also
come to the conclusion that, as Yvette Taylor mentions in the article ‘Queer, but

Classless?’

(...) sexuality and class are written on the body and cannot easily be discarded or
refashioned at will: not so much performative subversions as entrenched material
dispositions-signs to be read, understood (and misunderstood) by those in ‘the know’,

those with the social, cultural and economic capital to decode and decipher and even

degrade these appearances. 553

Such discussions study sexuality (and homoeroticism as an expression of it) as
connected with capitalism. As far as the Left has been studied in association with

sexuality and in particular homoeroticism, even fewer attempts have been. | name two

of those significant attempts: the article ‘Queer Theory, Left Politics’2°4 by Hennessy

(1994) and the recent book The Reification of Desire: Toward a Queer Marxism®°22

548 judith, Butler, "Merely cultural.” Social text 52/53 (1997): 265-277.

549 Mariam, Fraser, Classing queer: Politics in competition Theory, Culture & Society 16,

no. 2 (1999): 107-131. 501Fraser, Nancy. "Heterosexism, misrecognition and capitalism: a
response to Judith Butler." New Left Review 228 (1998): 140.

550Rosemary, Hennessy, Rosemary. Profit and pleasure: Sexual identities in late capitalism.
Routledge, 2002.

551 Hennessy, Profit and Pleasure, 95.

552 yyette Taylor, "Queer, but classless?." The Ashgate research companion to queer theory
(2009): 199-218.

553 Taylor, “Queer, but classless?”, 199

554 Rosemary Hennessy, "Queer theory, left politics” Rethinking Marxism 7, no. 3 (1994): 85-
111.

555 Kevin Floyd, The reification of desire: toward a queer Marxism (University of Minnesota
Press, 2009).
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(2009) by Kevin Floyd. Hennessy’s article discusses the reasons that ‘the Left is

noticing queers now2°6

and engages in a discussion around power and sexuality,
with a debt to Foucault and Butler. Hennessy’s contribution occurs in the clarification
of the distinction between avant-garde queer theory and materialist queer theory, a

post-Marxist materialism.22’

Floyd attempts to discuss the innovative potential of
what he calls a ‘queer Marxism’, stating the impasse which existed between those two

(the area of Queer and the area of Marxism) through the nineties and the expected

lack of bibliography.558 He (...) understands Marxism and queer theory as forms of

critical knowledge, as critical perspectives on social relations that operate from a

subordinated situation within those relations’.2>® Sexuality and Power560(2004) by
Alan Sinfield constitutes a basic reading which undertakes the discussion around the
role that power has in the expression and shaping of sexuality, emphasising
homoeroticism. Sinfield argues that ‘all sexual relations in our society are about power

561 5 definition which sheds

over another or the submission to the power of another
light on the term of class - crossing. Sinfield identifies the reasons that fetishise the

‘power differentials’ in ‘gay fantasies and in the stories about gayness that

circ:ulate’:562 First, he mentions what | call and perceive as the ‘norm of the
fantasies’; that means that even the world of the fantasies has some standards that
have the true desires human beings as a prerequisite. In addition, Sinfield claims that
fantasies are nothing more than another creation of the x way the society is
established; that means that they are subject to the power factor and the regimes that

each time define ourselves, our ‘social beings’.563

Such discussion is rare when it comes to my Greek authors: the element of the

social class and consciousness in their oeuvre as connected to homoeroticism would

556 Hennessy, "Queer theory, left politics", 87.

557 For the clarification see Hennessy, "Queer theory, left politics", 93-99.

558 Floyd, The reification of desire: toward a queer Marxism, 4.

559 Floyd, The reification of desire: toward a queer Marxism, 3.
560 sinfield, On sexuality and power, 1.
561 ginfield, On sexuality and power, 1.
562 Sinfield, On sexuality and power, 1.

563 Sinfield, On sexuality and power, 2.
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be automatically very restricted, since this is generally a topic that has not been
studied satisfactorily. As far as Cavafy is concerned, | have to mention the studies of

Michalis Pieris, who was largely occupied with the element of ‘€pwg¢ kat e€ovaoia’ 564 i,
his research about Cavafy. He pinpoints in Cavafy’s work the determinative existence
of an exterior powerful factor:
«EVOG  TPLTOG TAPAYOVTOAG TOU EAEYXEL ETLTPEMEL, HATALWOVEL OAAOLWVEL
ToAamwpEel, eK@UALLEL, apmalel, SNANTNPLALEL TNV EPWTIKY EMBUIA 1] TNV EPWTIKN

OX£0T), QKO KAL TN LV LG EPWTLKNG OXEDT g».5 65

This factor in the poetry of Cavafy is given by Pieris as «o xpovog, Toxpnua, 1

TIOALTIKT] KQL 1) EKKATOLAOTIKI €60U0IA KAL ) GEUVOTLEN Kowwvia» 280 As my chapter
unravels, | come quite often to a dialogue with Pieris’s studies, aiming at sketching the
position of the homosexual love towards this external power. | also have to mention

another relevant article, written by Peter Mackridge and entitled «Epwg, téxvn kot

ayop& oTnVv Toinon tov K(xBé((pn»567 (1998-9), which offered important stimuli for this
chapter. When it comes to Yorgos loannou, | have to acknowledge the contribution of

Georgia Pateridou’s article «H emBupia touv AawkoV: H mepimtwon tou Twpyov
lwévvou»>08 (2010). Last but not least, regarding Christianopoulos, the article ‘The

poetry of Dinos Christianopoulos: An Introduction’69 (1979) by Kimon Friar, attempts
an uneven —yet very interesting- comparison of Cavafy and Christianopoulos and
therefore it will be mentioned appropriately.

564 Michalis Pieris, «Epwg kat eéovaia: oyeis tng montikns tov Kafdapn», Molyvdo-kondylo-
peleketes 6 (1998- 9): 37-57, Michalis Pieris, ed., H moinon tov kpduatos. Movtepviouos kat
Stamolouikotnta oo épyo tov Kafdapn (HpaxAeio: lavemotnuiakés Exdoaeis Kpntng, 2000),
Michalis Pieris, «Epwc¢ kat eéovaia: Kafapng, EAUTne», NeaEstia 1812 (2008): 1087-1104.
565 pieris, «Epwg kat eéovoia: oyeis e moTikys tov Kafapn», 37.

566 pigris, «Epwg kat eéovoia: Kafapng, EAOTne», 1088.

567 peter Mackridge, «Epwg, Téxvn kat ayopa atnv moinon tov Kafdaen», Molyvdo-kondylo-
peleketes 6 (1998- 9): 58-74.

568 Georgia Pateridou, «H em6Buuia rou Aaikou: n mepirrwan Tou MNwpyou lwavvou, »
Outopia 90 (2010): 161- 171.

569 Kimon Friar, “The poetry of Dinos Christianopoulos: An Introduction,” Journal of the
Hellenic Diaspora 6 (1979): 1, 59-67.
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The contested concept of hegemonic masculinities

The theory around hegemonic masculinity, in the same way as queer theory,
has proved to be extremely compelling through the decades. To the same extent that
it has been applied to different fields, proving its multiple nature it has also accepted
various criticism based on the arguments of its core. However, this concept
constitutes a fertile field for a specific line of thought to be unraveled which draws the
literary threads of Cavafy, loannou, Christianopoulos and Ritsos together. The ideas
which originated the concept go back to the early 1980s and have since then
dominated masculinity studies and critical studies of men. It has first started its
elaboration with relation to the field of Australian education, studying social inequality

in high schools. The most instrumental and systematic work on the concept has been
made by the Australian sociologist Raewyn Connell.270 Yet, it is not until the article

‘Towards a New Sociology of Masculinity’ in 1985°71 that this concept was more
systematically developed and analysed, offering important points of critique having to
do with the male-role sex literature. The same article offers interesting insights about
a new suggested model constituted by various masculinities and connections of

power.

Hegemonic and subordinated masculinities

The aforementioned opposition of terms has been brought to the fore in the
field of political sociology. In terms of power, it is suggested that there is a group of
people which exerts an excessive amount of power over other groups of people and
especially women. In other terms, this analogy suggests that there is a ‘dominant

572

group™ 4, which is entitled as ‘the pattern of practice (i.e. things done, not just a set

of role expectations or an identity)

570 |t has been argued by scholars such as Messerschmidt 2000 that the theory
elaborated by Connell on masculinity is the most influential theory about men and
masculinities: J. W. Messerschmidt. Nine lives: Adolescent masculinities, the body, and
violence. Boulder, CO: Westview, 2000.

ST R. Carrigan, W . Connell, and J. Lee. “Toward a new sociology of masculinity”.
Theory and Society 14 (5): 551-604.

572 Raewyn Connell and James W. Messerschmidt, “Hegemonic Masculinity: Rethinking
the Concept”, Gender and Society vol 19 No 6 (December 2005): 832.
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that allowed men’s dominance over women to continue’.®’3 What has to be
understood, is that hegemonic masculinity was not considered to be the norm, but
was ascribed to a minority of people, to a cast of people. This group of people
seemed to demonstrate a specific combination of behaviours. On the other hand

though, these specific behaviours were considered ‘normative’.2 74 They were

ascribed to an ‘elite’, a special group of men that all the other males ought to have

had as their wanted category to join:

It embodied the currently most honored way of being a man, it required all
other men to position themselves in relation to it, and it ideologically

legitimated the global subordination of women to men.27

On the other hand, all the other kind of masculinities which differ from the wanted ideal
masculinity of the elite, are considered secondary masculinities. Hegemonic masculinity has
been seen as creating by differentiation specific kinds of subordinated masculinities. Specific

characteristics of ‘complicit masculinity’ 576

were attributed to men who were benefiting from
patriarchy, but at the same time did not demonstrate the traits of dominant masculinity:
‘Hegemony did not mean violence, although it could be supported by force; it meant

ascendancy achieved through culture, institutions, and persuation’.577

Connell and Messerschmidt acknowledge that the nature of such a concept
might be considered problematic, due to its abstract and fluid features. Therefore,

when rethinking the concept, they pinpoint this problematic area:

573 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 832.

574 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 832.

575 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking
the Concept,” 832.

576 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking
the Concept,” 832.

577 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking
the Concept,” 832.
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Hegemonic masculinities therefore came into existence in specific circumstances and

were open to historical change. More precisely, there could be a struggle for

hegemony, and other forms of masculinity might be displaced by new ones. 578

The concept of hegemonic masculinities has been applied to different fields, for
example in education, in terms of understanding classroom life, in criminology, in
mass media, and in sports, to name but a few. Especially in the last two massive
fields, mass media and sports, this concept was used to explain and maybe define

‘both the diversity and the selectiveness of images’579' In other words, hegemonic
masculinity served to create, bring to the fore and highlight certain symbols of
masculinity, which corresponded to the ideal traits of masculine dominance. Those
symbols were circulated by mass media and sports, and as a result established and
reproduced. It has to be pointed out that the concept of hegemonic masculinity was
also employed in the process of understanding violent and homophobic incidents in

the specific fields.280

Based on the wide exploration of the concept and its broad application to
primary fields especially in the decade after its formulation, Connell and

Messerschmidt conclude that:

the analysis of multiple masculinities and the concept of hegemonic masculinity
served as a framework for much of the developing research effort on men and

masculinity, replacing sex-role theory and categorical models of patriarchy.581

578 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 832- 33.

579 This argument is supported and elaborated in Messner and Sabo 1990: M. A.
Messner and D. Sabo, eds. Sport, men, and the gender order: Critical feminist

perspectives. Champaign, IL: Human Kinetics Books, 1990.

580 For interesting insights in this specific area, see F. J. Barrett “The organizational
construction of hegemonic masculinity: The case of the U.S. Navy”. Gender, Work and
Organization 3 (3): 129-42.

581 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 834.
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The wide employment and application of the concept resulted in the expansion

of the concept, in terms of the results of hegemony, its mechanisms and dynamics, its

diversity and the on-going changes.58'2 Studies have demonstrated that even though

it was considered that violence was not connected to hegemonic masculinity, specific

patrons of aggression related to the pursuit of masculinity were acknowledged.583
In relation to this, other studies demonstrated that the application of hegemonic

masculinities in specific fields such as professional sports, damaged the victors

emotionally and physically.584 On the other hand, research has exerted a lot of
energy in finding out and bringing to the fore mechanisms of hegemony. These
mechanisms reveal a great deal about the multiple ways that hegemony constitutes
the substratum of specific situations happening in important, large fields. For
example, in the field of sports and as they are projected through mass media,

research has commented on the “pageantry” of hegemonic masculinity as happening
in television broadcasts.®8° In addition, research has elaborated on specific tactics

that have been named as “censure”, which subordinated groups are accepting.586

Through the mechanisms of “censure” we may comprehend the “informal name

calling by children to the criminalisation of homosexual conduct”.®87 To take it a step
further, other studies have pointed out some invisible mechanisms of hegemonic
masculinity (as opposed to the above visible mechanisms), revealing, for example,

how dominant masculinity might be taken away from the case of possible

582 connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 834.

583 3. L., Bufkin, Bias crime as gendered behavior. Social Justice 26 (1): 155-76 and J. W.
Messerschmidt, Crime as structured action: Gender, race, class and crime in the making.
Thousand Oaks, CA: Sage, 1997.

584 This is documented and supported in the pioneering research of M. A. Messner, Power

at play: Sports and the problem of masculinity. Boston: Beacon, 1992.

585 p, Sabo, and S. C. Jansen. “Images of men in sport media: The social reproduction of
gender order”. In Men, masculinity, and the media, edited by S. Craig. Newbury Park, CA:
Sage, 1992.

586 P, Roberts, “Social control and the censure(s) of sex”. Crime, Law and Social Change 19
(2) (1993): 171-86.

587 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 834.
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censure.588

The important fact that ‘gender orders construct multiple masculinities’®82 has been
greatly investigated and confirmed. In other words, there is not a specific patron of
just onekind of solid masculinity. According to specific studies, it has been proved
that there are different and various models of masculinities, defined by facts as

class, generation, etc.

590 were also created and spotted in the military, for example.

Diverse masculinities
Therefore, even specific institution may cultivate various masculinities. In his
research related to class, Gutmann (1996) focuses on the urban working class of
Mexican men and concludes that many models of masculinity (four, to be accurate)

can be detected, which are at the same time interwoven and challenged by other

social divisions.?91 Last but not least, this variety and diversity of masculinities is
also adjustable to change. This happens because of the fact that hegemony itself is
a product of change; it is historical and it is developed and cultivated through
different circumstances every time. Masculinities, as a product of this on-going and

adjustable hegemony, are also results of constant change.592

588 For further insights on the invisible mechanisms of hegemonic masculinity, see D, Brown,
“Complicity and

reproduction in teaching physical education”. Sport, Education and Society 4 (2): 143-59 and
M, Consalvo, “The monsters next door: Media constructions of boys and masculinity”.
Feminist Media Studies 3 (1): 27-46.

589 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 835.

590\, Ishii-Kuntz, “Balancing fatherhood and work: Emergence of diverse masculinities in
contemporary Japan”. In Men and masculinities in contemporary Japan, edited by J. E.
Roberson and N. Suzuki. London: Routledge Curzon, 2003 and P. R. Higate, Military

masculinities: Identity and the state. London: Praeger, 2003.
591 M. c.Gutmann, The meaning of macho: Being a man in Mexico City. Berkeley:
University of California Press, 1996.

S92 R Morrell, “Of boys and men: Masculinity and gender in southern African studies”,
Journal of Southern African Studies 24 (4): 605-30.
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Attacking hegemonic masculinity

The fluid nature of the concept of hegemonic masculinity and its abstract and
not descriptive features, have opened the road to many critiques. Connell and
Messerschmidt in rethinking the concept, mention five specific patterns of criticism

that the concept accepted, in order to figure out what has to be retained and
reformulated.®93 The first problematic area of the concept, which attracted negative

criticism, is that ‘the underlying concept of masculinity is flaured’.®94 It has been
argued that the underlying concept of masculinity is abstract and confusing, without
paying the necessary attention to the factors of power and domination to the extent
that it does not contribute to the understanding of masculine power. On the other
hand, it has been also supported that the concept is flawed because it puts at its core
the character of men and, at the same time, it is based on an imaginary unification as
related to a non-functional reality. Following this poststructuralist approach and as
opposed to the previous realist one, it is supported that the concept does not focus on
a specific poststructuralist kit and, therefore, the discursive construction of identities is
not promoted. Following this line of poststructuralist thought, it has been argued that
masculinity as a concept encompasses gender as a heteronormative concept which
supports the differences between males and females and does not pay attention at all
to the variety and diversity which occurs within the gender categories. In doing so, it

was supported that the concept promotes ‘a dichotomisation of sex (biological) versus

gender (cultural) and thus marginalizes or naturalizes the body’595' In rethinking the
concept, Connell and Messerschmidt counter-argue that the flourishing of research

around the field of masculinites is based on the ‘not reified or

essentialist’596

underlying concept of masculinity. They add that the concept has
been the substratum for a variety of social constructions, of which ethnographers and

historians have benefited. This fact, they support, comes in juxtaposition with the

argument about ‘essentialisation’ or ‘homogenisation’ of the concept.597 Moreover,

593 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 836.
594 connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 836.
595 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 836.
596 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 836.

597 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 836.
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the scholars emphasise that the exploration of masculinities has started from people
with female bodies. The scholars also emphasise that the kinship between bodies and

social processes598

constitutes a central theme to the concept, and they proceed to
clarify that Masculinity is not a fixed entity embedded in the body or personality traits
of individuals. Masculinities are configurations of practice that are accomplished in

social action and, therefore, can differ according to the gender relations in a particular

social setting.599

The scholars appear to agree with Brod’s observation as related to the
dichotomisation of experiences of men and women, that what needs now to be done
is to follow a different approach to gender, a relational one, instead of entirely leaving

600

aside the concept of gender and masculinity. The second huge category of

criticism which the concept of hegemonic masculinity accepted had to do with its so-

called ambiguity and overlap.601Who actually represents hegemonic masculinity?
This was the actual question raised by a specific group of scholars, towards that
critical direction; especially through the lens that a great number of men, who are

connected with social power, do not by any means represent what is described as

ideal masculinity.602 On the other hand, according to studies, the men who were
represented as hegemonic models did not appear to have the ideal masculine traits.
To this form of criticism, Connell and Messerschmidt argue that ambiguity should be

considered important as a mechanism of hegemony itself. They elaborate that

At a society-wide level (...) there is a circulation of models of admired masculine
conduct, which may be exalted by churches, narrated by mass media, or celebrated

by the state. Such models refer to, but also in various ways distort, the everyday

realities of social practice.603

598 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 837.
599 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 836.
600connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 837.
601 connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 838.
602 connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 838.

603 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 838.
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Based on this line of thought, they conclude that:

(...) hegemonic masculinities can be constructed that do not correspond closely to
the lives of any actual men. Yet these models do, in various ways, express

widespread ideals, fantasies, and desires.604

On this view, the observed overlap between the masculinities can be created
by the social agents which contribute to their construction and elaborate that an

amount of blurring is expected when hegemony is effective.605

Thirdly, the concept of hegemonic masculinity was found flawed based on what

has been called as the ‘problem of reification’.606 In some studies, it has been
supported that the concept reifies power or toxicity and that power is constructed
form ‘the direct experience of women rather than from the structural basis of

women’s subordination’607

, with emphasis on a possible distinction between
‘patriarchy’ and ‘gender. Connell and Messerschmidt support that ‘the

institutionalisation of gender inequalities, the role of cultural constructions, and the

interplay of gender dynamics with race, class and region’608 has to be taken into
consideration towards tackling with this sort of criticism. In this direction, the two
scholars demonstrate an amount of studies which show that reification is not the
case. Some studies, endorsing this line of criticism, have connected hegemonic

masculinity with violence and crime.

In the same studies, it has been claimed that hegemonic masculinity is

represented by men who are completely ‘unemotional, independent, non-nurturing,

aggressive, and dispassionate’.609 This criticism steps on an analysis of McMahon,

604 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 838.
605 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 839.
606 connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 839.
607 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 839.
608 connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 839.

609 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 840.



233

in which a circular argument is supported: The behaviour of men repeats itself in a
specific given model of masculinity, which at the same time constitutes both the
reasoning and the cause for such behaviour. Connell and Messerschmidt support that
this argument constitutes the substratum of what has been called as a ‘crisis in

610

masculinity » which resulted in the construction of new types of masculinities, such

as the ‘alpha male’, etc.611 They take it a step further and clarify that violence and
other negative characteristics do not always go hand to hand with hegemonic
masculinity, because hegemony presents many elaborations. For example, (...) one

of the most effective ways of being a man” in certain local contexts may be to

demonstrate one’s distance from a regional hegemonic masculinity’.612 As Connell
and Messerschmidt conclude in discussing the problem of reification, it has to be

understood that

(...) there is nothing conceptually universalizing in the idea of hegemonic masculinity.
Coordination and regulation occur in the live social practices of collectivities,
institutions, and whole societies. The concept of hegemonic masculinity is not

intended as a catshall nor as a prime cause; it is a means of grasping a certain

dynamic within the social process.613

Fourthly, the criticism towards the concept has doubted the masculine subject,
raising the question ‘how men conform to an ideal and turn themselves into complicit

or resistant types, without anyone ever managing to exactly embody that ideal’.614

Connell and Messerschmidt support that hegemonic masculinity can be
adopted by men whenever they like to do so. At the same time, men can decide to

stay away from it. Therefore, masculinity should be seen as representing ‘not a

610 connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 840.

611 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 840.
612, Wetherell., and N. Edley, “Negotiatiating hegemonic masculinity: Imaginary

positions and psycho- discursive practises”, Feminism and Psychology 9 (3): 335.

613 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 841.

614 wetherell and Edley, “Negotiating”, 337.
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certain type of man but, rather, a way that men position themselves through discursive

practices’.615

Therefore, has hegemonic masculinity to do only with structure and not with

the subject at all, as Whitehead argues616

» Connell and Messerschmidt disagree with
this argument and bring to the fore the close relation of practice as connected to

617 as connected with

gender relations. If the ‘multidimensionality of gender relations
the occurrence of gender relations is taken into account, then the two scholars argue
that ‘it is impossible to regard the subject constituted within those relations as

unitary’.618

Finally, the fifth area of major concern around the concept of hegemonic

’619, with references to a

masculinity has to do with ‘the pattern of gender relations
self-reproducing form. Connell and Messerschmidt support that in order for a specific

model of hegemony to be maintained they are required both ‘the policing of men as

well as the exclusion or discrediting of women’.520 Demetriou in his studies

recognises and steps on the historicity of gender and elaborates on two different

types of hegemony, the internal and the external one.%21 The former refers to the
establishment of men’s dominance over women through the institutions and the latter
refers to the social status of a group of men over another group of men. In his study,
Demetriou elaborates on the blurred lines defining the relationship of the two, both in

the initial concept as well as to its current applications.

615 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 841.

616 5. M. Whitehead, Men and masculinities: Key themes and new directions, Cambridge,
UK: Polity (2002): 93.

617 R. W. Connell, Gender, Cambridge, UK: Polity Press, (2002): 100.

618 connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 843.
619 connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 844.
620 connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 844.

621p. 7z Demetriou, Connell’'s concept of hegemonic masculinity: A critique. Theory and
Society 30 (2001)(3): 337-61.
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It is important to understand the connection that internal hegemony appeared
to have with an ‘elite’ group of men, who were represented by hegemonic
masculinity. Demetriou in his study challenges the concept of a ‘dualistic

representation of masculinities’, in which

(...) subordinate and marginalised masculinities are seen as having no impact on the

construction of hegemonic masculinity. Nonhegemonic masculinities exist in tension

with, but never penetrate or impact, the hegemonic masculinity.622

Demetriou argues that hegemonic masculinity is discursive, and it actually
exploits from other masculinities whatever considers that supports its on-going
domination. Therefore, hegemonic masculinity consists of many interwoven models of
masculinity, which define and empower the mechanics of external hegemony. This
happens through a ‘constant process of negotiation, translation, and

reconfiguration’.623

It has to be emphasised that not only by Demetriou, but also by other
prominent scholars, the contribution of subordinated and marginalised groups to the
cultivation and definition of hegemonic masculinity, is acknowledged. This
acknowledged contribution had led to protest masculinity, which could be described

as

(...) a pattern of masculinity constructed in local working-class settings, sometimes
among ethnically marginalized men, which embodies the claim to power typical of
regional hegemonic masculinities in Western countries, but which lacks the economic
resources and institutional authority that underpins the regional and global

patterns.624

Demetriou’s research becomes of particular importance since he presents

hegemonic masculinity as hybridisation, ‘capable of reconfiguring itself and adapting

622 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 844.
623 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 844.

624 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 847- 48.
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to the specificities of new historical conjunctures’.625 This concept is studied by the
scholar in terms of homosexual masculinity in Western societies, arguing that
heterosexual men might adopt certain aspects of homosexual men’s lives and in
doing so conclude to further hybridisation of gender practice, by blurring the lines
even more. Connell and Messerschmidt acknowledge the validity of Demetriou’s
suggested hybridisation. Yet, they challenge and doubt its ‘hegemonic’ nature,

proposed by the scholar, ‘at least beyond a local sense’.626

Last but not least, Demetriou’s arguments are based on the observation that
there is more than one masculinity and, therefore, the term ‘hegemonic masculinity’
might actually be misleading. The case is that we have to speak about various

hegemonic masculinities, using the plural number:

Because every ethnography discovers a distinctive gender culture, every life-history
study uncovers unique trajectories of men’s lives, and every structural analysis

defines new intersections of race, class, gender, and generation, it is logically

possible to define "a thousand and one™ variations of masculinity.627

625 pemetriou, “Connell’'s concept”, 335.

626 Connell and Messerschmidt, “Hegemonic Masculinity: Rethinking the Concept,” 845.

627 Connell and Messerschmidit, “Hegemonic Masculinity: Rethinking the Concept,” 845.
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Cavafy: The eroticisation of the working class

In AvékSota Znusiwuata Iomtiknc kat HOwkn¢ Cavafy writes:

Me apéoel Kal Pe CUYKLVEL 1] ELOPPLA TOV AaoV, TwV TTwXWV /VEwv/. AovAol, epydTal,

WKPOVTIAAANAOL TOV gpuTopiov, VTTAAANAOL TwV payadlwv. (...) Eival pia avtibeois otoug

TAOVG{0VG VEOUG IOV €ival (...) appwOTIAPNBES KoL /PUOLOAOYIK®S/ Bpw KoL (...).628

The above note, written in 1908 and first published in 1987, illustrates the
social attitude the poet transfers to a number of his poems, set in the ancient or the
contemporary world, showing a clear preference for people — especially youths — of
the working class. Proceeding to a comparison between poor and rich youths, the
poet gives the last group pejorative labels («appwotidpndes» and «Bpwpiko») and
his language when he refers to them is impregnated with sarcasm. In the following
poems, mainly from Cavafy’'s collected poems, | attempt to display how Cavafy’'s

convictions about social class are connected in his poems with homoeroticism.

In the poem «H AppwaoTia Tou KAeitou»©29 (1926), Kleitos’s class is indicated
by his educational background: «ue apiotnv aywyn, pe omavia eAAnvouddeiay». His
wealth is also implied by the fact that his family has servants and he himself was
raised by one. Kleitos lies in the bed sick with fever, but also because of the fact that
his partner has abandoned him. His lover was a young actor, and thus the two lovers
did not belong to the same class. The name of the actor is not given, reinforcing the
sense of his social anonymity and insignificance. Power ostensibly belongs to Kleitos,
because of his higher social status. Nonetheless, the relationship of the two men
reverses the standard expectations, and it is the actor who exerts power over Kleitos,
making him ill by his decision to leave him. Love annihilates the features that society
has applied to class. In displaying the actor as the authoritative figure in this

relationship, the poet alludes to a class - crossing.

628¢. p. Cavafy, Avéxdota Znueiduata otk kat HOkn¢ (1902-1911), ed. by G.P.
Savidis (Athens: Ermis, 1983), 118.

629Cavafy, The Collected Poems, 156.
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The features of class are mixed up and reversed. lliness has the same function
in the poem; it overpowers Kleitos, despite his social prominence: «Tov niUpe o
TUPETOG/ MOV @etog Béploe otnv AAegdvdpelar». lllness and love make no social

discriminations.

A different class case is sketched in «Méoa ota Kann)\sld»630 (1926). The
word «kammAewd» does not leave much to the imagination about the class that
dominates the poem: the working class. The settings mentioned in the first verse,
«kamnAela» and «yoapoitumeioy, constitute places where people of the working class
reside. The speaker states that he is not currently a resident of Alexandria, but he
now lives in Beirut. The reason is that he was abandoned by Tamides. The latter
chose to be partner of the son of the Eparch. The poem is not cryptic about Tamides’
intentions: «k’ emye pe tov Emdapyov tov uid ya v'amoktnoet / pa émavAl otov Nelo,
gva peyapo otnv moAw». The basis of Tamides’s decision is clearly his personal
interests. In doing so, he is in a way redeemed. The speaker, like Tamides, belongs
to the working class. The adjective «e€aioclog», attributed to Tamides, does not have
social connotations, but connotations concerning physical appearance. The class -
crossing in this poem goes as follows: Tamides, a youth of the working class, makes
an effort to escape his class and, by repurchasing himself, to enter a new class. The
Eparch’s son offers Tamides benefits to obtain him. Power is exerted by Tamides
over the Eparch’s son, from the lower class on the upper class. Irrespectively of
social class, a person’s inherent nobility can be rescued and established by dignity

and decency.

Class is approached very differently in the poem «[lpiv Toug aAAGEel o

xpévog»631 (1924), which takes place in a contemporary setting. Two youths, aged
twenty-four, are forced to part, not because they want to do so, but because of
«Blotikég avaykes» and «meplotdoelg». Both youths belong to the working class and
are evidently poor. In order to survive, one of them chooses to emigrate and thus they
are separated. The poem pinpoints that even though their sexual attraction had been
significantly reduced, separation was not desired by either of them. Destiny, as an
artist, chose to divorce them, in order to rescue their feelings and their image from

630 Cavafy, The Collected Poems, 160.

631 Cavafy, The Collected Poems, 146.
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omnipotent Time. The fact that the two youths belong to the same class does not
guarantee the harmonious stability of their relationship. It constitutes the main factor
which causes their separation. In this poem as well, authority and power play a very
important role, not only to the construction, but also to the existence of the
relationship. The circumstances, i.e. the fact that both of them belong to the working

class, and Destiny, are the authorities to which love is subjugated.

Something similar happens in terms of social classes and class - crossing in

«Qpala AovAovdla kKL aompa w¢G Taiplalav ToA0»632 (1929), once again in a
contemporary setting. The protagonists of the poem are two young men who belong,
once again, to the working class. The first verse refers to the place in which they
used to go: «Mmmke oTo Ka@eveio 0oL emnyawvav palv». This place («kageveio»)
constitutes a Greek traditional setting where people of the working class go. The
words of one of them when he addresses his lover are indicative of their economic

position and determinative for the whole development of the poem:

Agv €xoupe tevTapa. Avo TAUTTWXA TALSLA

Nueba - Eemeopévol  ota kévTpa  TA
@ONVa. Z1o Aéyw @avepd,  pe oéva Sev
umopw va mepmatw. ‘Evag dAdog, pabe to,

e el

Once again, the fact that both youths belong to the same class does not
function in a unifying manner. On the contrary, it constitutes the reason for their
separation. The lover of the speaker, who is now dead, chooses to abandon him

because he is poor, or, more precisely, because they are both poor.

He is promised by another man — who significantly remains anonymous

632 Cavafy, The Collected Poems, 192. Interestingly enough, this poem can be studied on
equal terms with rebetika songs. The theme, the language (i.e. «maAnémado») and the

metre are respectively close to the ones of rebetika songs.



240

throughout the poem and is referred to just as «dAAog» - « (...) Svo POPECLEG KoL KATL
uetawtd pavtmiiay. Therefore, in order to gain these things he was promised, he
prefers to abandon his lover and follow the richer man. Later on, the lover returns to
his previous lover because he is offered money to do so. The young boy attempts to
leave aside his own class and to enjoy the life of a different class. The end of the
poem displays the vanity of his efforts. He cannot escape the power of omnipotent
death and is buried in a humble coffin («mtwywn kaoa»). Death restores social order.
The adjectives «maumtwya» and «mtwywn» occupy crucial places in the poem,
being put at the beginning and at the end of it respectively. The same function is
embodied in the word «xageveio», which also appears in the first and last verse.
With its popular connotations, it implies that both men have not escaped their social
class. Finally, the references to the richer youngman, whom the boy has chosen to
follow, as «Pevo» and «maAnomado» indicate Cavafy’s derogatory stance towards
rich men and aristocracy in general. High social status does not go hand to hand with
nobility of manners. The protagonist, regardless of his humble origin, shows the
nobleness of his feelings by placing some «wpaia AovAoV8ia kL GdoTpa w¢ Taipladav

oAV in the coffin of his dead partner, a symbol of his pure love for him.

If what | am attempting in relation to the above poems is to focus on the lover
that ends up dead and analysing how he crosses between classes, Pieris in «Epwg
Kal e¢ouaia: owelg TnG TroINTIKAG Tou Kapdaen» does exactly the same and, at the
same time, the opposite. Pieris proves the existence of class- crossings in the poem
by studying it from the perspective of the lover who loses his partner because of the

«aAAog». Pieris provides alegitimate argument when he claims that

(-..) TO EpWTIKG UTIOKEIUEVO GUYKPOVETAL GUVELSNTA, TTpooTIaBel HAAAOV V aVTAYWVIOTEL
TOV «AAAO», TOV TPITO TapAyovta Tov emepPaivel KAl EKPAVAIEL TO OVTIKEILEVO TOV
épwToG. (..) TO EPWTIKO VUTOKE(PEVO, TEPA AMO TNV QATMWAELX TOU EPWTIKOV TOU

GUVTPOPOV, XAVEL AKOPX KAl EKEIVO TO oTolyElo TNG NOKNG aELonpénaag.633

The two approaches to the poem, mine and Pieris’s, have at their centre a

different protagonist of the poem, but eventually come to the same conclusion;

633 pieris, «Epwg kat eéovoia: oyeis Tng monTikys Tov KaPfaen», 49-50.
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even though some class-crossings were attempted and tempted, the reality of death
restores the order of things and reminds both protagonists that social class cannot be
escaped. Following the words of Mackridge: «0 £épwTtag vTtepVIKATAL TPOCWPLVAE ATIO TO

XPM U KaL v cuvexela KupLapxel Kat TTEAL Yo va nTtnOel TeAkd amo to Bdvaror.634

In «Advn Té((pog»635 (1918) the protagonists are Marcus, who comes from the
upper class, and dead Lanes, a simple youth of exquisite beauty. Marcus laments for
dead Lanes and the narrator of the poem reminds him of an event which took place

when Lanes was alive:

Ouupdoal, Mdpke, TOU E@EPEG ATMO TOU
avBumatov To péyapov  tov  Kupnmvalo
neplgnpo fwypdeo,

KOl HE TL KAAALTEYVIKNV €KEIVOG TTavoupyia
UoALG €ibe tov @ido cov K NbeAe va cag
TeloEL

IOV WG YaKvOov € ‘ATavVTOoG ETPETE VA TOV KAEL

(W auTtdv Tov TPOTO Lo TIOAV 6’ akoVoVTAV 1] EIKWV TOL)

Ma o Advng oov Sev SAvelle TNV OLOPELA TOV
£Tol Kol otabepd  evavtiwdels eime  va
TIPOVCLACEL

0xL 8160V Tov YakivOov, OxL Kavévay GAAov,

QaAA& Tov Advn, Lo Tou Papetiyov, AAegavdpéa.

The above verses indicate a possible class - crossing desired by the two of the
protagonists, which in the end never takes place because of Lanes’s refusal. Rich
Marcus is able to pay a famous painter to come all over from the Proconsul’s palace
to paint Lanes. The attention is drawn to the characteristics that are ascribed to the

painter; he is a famous painter, with artistic guile. Cavafy connects the prominent

634 Mackridge, «Epwc, Téxvn kat ayopd otnv moinon tov Kafapny», 69.

635 Cavafy, The Collected Poems, 90.
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figure of the painter with skulduggery and immorality. This immorality stems from the
fact that the painter aims at persuading the two protagonists to allow him to draw
Lanes as somebody else, someone recognised and well- known: Hyacinthus. The
poet adds the line in brackets to sarcastically explain the deed of the painter, which
correlates to the painter’s belief that in doing so his painting will become more known.
The fact that the painter is reminded of Hyacinthus as soon as he meets Lanes
illustrates the exquisite beauty Lanes possesses. The plural number in the phrase «va
oag meioe» shows that the painter tried to persuade not only Lanes, but Marcus as
well, who also seemed to have his own doubts about the painter’s decision. The last
stanza indicates that Lanes strongly refused to deny his origins and to pretend to be
someone else. Lanes reacts with dignity and pride of who he is. By his denial, he
refuses to become known and famous, he refuses to abandon his social status and
enter another one. His honest and authentic attitude is juxtaposed to the «mavovpyia»
of the famous painter. Lower class acts with morality, whereas upper class is
connected with immorality. The first stanza of the poem illustrates the poet's
agreement to the deed of Lanes. The attitude of Lanes is vindicated since the painting
of his original image can aptly remind Marcus of him, after his death. In doing so,
Lanes’s beauty survives and resurrects. The poet recognises that the image of
authentic Lanes, «ui6 touv Papetiyov, AleEavdpéar, «(...) Statmpnoev oT elxe mov Vv’

ailey, (...) 0T elxes ayammoewy.

In Cavafy’s poem «laom) ‘té((pog»636 (1917) the beauty of the dead lases is
praised. His exquisite beauty has been the reason for the young boy’s fame. It was
also the factor which aroused the admiration of the others: «M’ eBavpacav Babeig
co@ol- K’ emiong o emmoiatog/ oamAoVs Aads». These lines indicate a transcending of
class barriers, under the omnipotent beauty of a youth. In so doing, Cavafy appears
to be romantic and utopian. On the other hand, this line is indicative of the existence
of class barriers, since to be transcended automatically means that they are there.

As the poem unfolds, order is replaced and the realistic approach vanishes the
previous utopianism: «Ma am’ Tto MOAV va [ €xel o koopog Napkiooo/ ¥ Epun,/ n
katayxpnoelg W €pBepav, P eokdtwoavy. As with the reference to Hyacinthus in
«N\avn Tagoc», the reference here to Narcissus and Hermes indicates how

mythology intersects with the poetry of Cavafy. Lanes’s refusal to be painted like

636Cavafy, The Collected Poems, 90.
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Hyacinthus may also be the result of Lanes’s strong opposition to be painted in
an effeminate way, like the mythological figure of Hyacinthus, who was Apollo’s lover
and a symbol of pure and ultimate beauty. lases’s comparison with Narcissus and
Hermes also legitimates the distinction between simple people and intellectuals and
at the same time its cancellation. Narcissus was a non-prominent man who became
prominent in the end because of his ultimate beauty and thus constitutes a
symbol. Hermes, on the other hand, combines human and divine elements, coming

closer to the ideal symbol of admiration by intellectuals.

At the end of both poems meets the word «AAe€avdpea» and «AAe€avSpevoy; in
«Advn taeog» the word is included in the verses: «(...) va mapovoidoet (..), Oxt
Kaveévay dAAov, cAA& tov Advn, v Tov Papetiyov, AAe€avépéa» and in «laor Td@og»
the poem ends with the verses: «Awfdatn,/ av eicat AAeEavdpelg, Sev Ba emikpivelgy.
Both protagonists are proud of being Alexandrians, a characteristic which rises above
class boundaries. Beauty and Alexandrianism can transcend social class. Dignity and
authenticity, as elevating values, enable this transition, irrespective of social class.
Though in both cases death comes, in «Aavn ta@og» the beauty of Lanes survives
death because of his dignity and authenticity and in «laor ta@og» lases continues to

be charming and seductive to the passer-by, even after his death.

If we accept the claim of Caires and Ekdawi that ‘Alexandrian’ in Cavafy is

synonymous with the word ‘homosexual’®37

then we conclude that the protagonists
remain authentic and seek to be defined and understood through their
homoeroticism, presented in both poems as a synonym of dignity and authenticity.
Yet, Ricks in ‘Cavafy’s Alexandrianism’ debates the meaning of the word
‘Alexandrian’ in Cavafy and proves that Caires’ and Ekdawi’s argument seems to be
inadequate. According to Ricks, in the case of «Adavn taeog» the feature of
‘Alexandrianism’ brings together two people from different ethnic backgrounds:
Egyptian lases and Roman Marcus. | shall add that in the same poem

‘Alexandrianism’ also brings together people from different social backgrounds,

637 v. A. Caires, “Originality and eroticism: Cavafy and the Alexandrian epigram”, Byzantine
and Modern Greek Studies 6 (1980): 136 and S. Ekdawi, “Cavafy’s mythical ephebes”, in P.
Mackridge (ed.), Ancient Myth in Modern Greek Poetry, London: Routledge, 1996, 36.
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prominent Marcus and non-prominent Lanes. In the poem,‘Alexandrian’ takes on
some prominence as the last word of the poem, with a suggestion that it is in every
way Lanes’ real identity, one with more power than any mythological dolling-up could
ever have’, whereas «laon tagoc» proves that ‘there is, however, a price to be paid
for the Alexandrian life’, and the use here of the word ‘Alexandrian’ in the second
person singular creates a ‘conspiratorial tone’, seeking for understanding and

approval by the rest of the Alexandrians.

The poems that | have discussed up to now belong to Cavafy’s collected
poems. But a discussion of the topic, without reference to Cavafy’s uncollected
poems, would not be complete. In the Canon, Cavafy uses as his protagonists
mainly youths from the lower classes and mainly from the working class, as far as his
contemporary settings are concerned. In the unfinished poems though, he goes a
step further, and we come across references to an ‘underclass’; references to
criminals. This fact may sound weird when it comes to Cavafy and may explain the
reason that those poems were intentionally left out of the Canon. Diana Haas in
«Nopog kat €ykAnpa otnv epwTtikn moinon touv Kafden» mentions that in his
unfinished poems we come across the pattern of crime in three poems, namely «H
Eidnoig g Epnuepidog» (1918), « EyxkAnua» (1927) and «Zuvtpoid amo Téooapeg»

639

(1930).638 The poem «Zuvtpopia amd Téooapes» is of particular interest for the

scope of this chapter:

To xpnpa to kepdifouv BEPata OXL TLUNpEVQL.

Ma éEuTva TadLd K oL TEooapeg, Tov TPOTIOo

Bplokouve Kol YAUT®WVOUV aTt’ TV KGTUVOUIA.

Xwptla am'tnv eEumvada, elvaL mAgpLa
Suvatol. T'ati Toug Suo €xeL evwoel 0 eapdg ™G
néovis. Toug aAAoUG VO €XEL EVWTEL 0 SETHOG

mgnéovr.

638pjana Haas, «Nopog kat EykAnpa otnv epwTikn moinon tov KafBden», Molyvdo- kondylo-
peleketes, 2000(7): 133.

639 Cavafy, The Collected Poems, 281-284.
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[ToAV kaAovTupEVOL OTIWG apUOLEL OE

TETOLX wpala TadLa:

KoL B£0TPo KAl HIap, KoL TO GUTOKIVITO TOUG,
KOl KATIOTE TAEEISL

Timote 8ev ToUG AgiTEL

To xprjua to kepdiCovv  BéPala oxL
TIUNUEVR, eviote pe TOV @OBO MMV @Ave
HOXOULPLA, UMV TIAVE QUACKT.

Ma €Aa Tou 1) Aydm

utoe Svapn €xeL mov TO OaKGOaptd TOUG
XPMHQ TO TTaPVEL Kol TO TAABEL

OTIATIVOTATOV, ayVvO.

To xprjua Sev to OéAel  kaveic amd  autolg

S1k0 Tov, 180 TEAWG: Kavelg  toug  Oev
HETPAEL AGPYLPQ, XOVEPA&: TOTE Sev
OTLELWVOUV

av @EPVELO EvagAlya 0 GAAOG Ta TIOAAQ

TO XPNIX TOUG KOWVO  TO £XOVVE YLo VX

elvat kadovtupévol, v véyouv va

£odLalovv, va kavouv TNV {wr) Toug

KodaioOn, wg appolet
oe TéTolx wpala madlad yo va  Ponbovv  Toug
@idovg, K €melta, ocVOTNUA TOUG, TL Swoav va

Eexvouv.

In this poem Cavafy is as contemporary and as modern as it gets. The four
youths — «maudia», as he calls them, adjusting his vocabulary to the context of the
poem — are evidently criminals and their money for surviving is the product of their
illegal actions. In any case, the speaker of the poem does not blame or condemn
them at all. On the contrary, he praises them; he calls them «&&umva moudia» in a way
which reveals his understanding and affection towards the youths, as well as his
approval for their actions. Because of the fact that the youths of the company are
couples and they are connected with the sacred to Cavafy «8eopuog g ndoviigr», the

speaker of the poem states that they are «mAépia Suvatoi». They enjoy a good life,
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since they are «I1oAV kaAovtupévol OTwG appdlel oe/ TETOlX wpata TS Kot BEaTpo
Kal prap,/ Kot To autokivnto Toug/Timote Sev toug Asimewy. This particular position of
the poet comes in contradiction with society’s reality which is given by the poet

eloquently in the following verses of «PwTtouce yia TV TTOIOTNTA»: «OTOL

TOVALOVVTAV KATL TTpaypata/ PeiTika Kat @onva yla epyarucof)g».640 Reality does
not correspond with what «appolew» to the poor but very handsome youths. The
adjective «gpyatwkoi» indicates that in the collected poems Cavafy promotes a
feeling of respect towards the working class; if Cavafy had made the connections of
the ‘underclass’ with homoeroticism in the collected poems, then there was the
danger to promote that in the Greek dominant world homoeroticism is connected with
criminality. Moreover, the word «epyatikog» is an antipoetic word, politicised to an
extent (evoking i.e. «epyatikn ta&n») and the use of it constitutes one of Cavafy’s

innovations.

What differentiates these youths from the rich, «paA6akotg» youths that Cavafy
mentions with loathing inhis 1908 note is the fact that these youths are «av8pelow in
two senses: firstly, they have learned to survive and to earn their money dangerously,
but this very fact was something that society and its «Blotwkég avaykeg» have forced
them to do and secondly, the youths act similarly to the speaker of the poem

«Emya», who admits that in the way of his life «(...) nma ané Svvatda kpaoid, kabBwg/

IOV Tvouv oL avdpeiot NG n80vr’1g».641 In doing so, the protagonists of the poem
«Xvvtpopld amo Téooapeg» gain the speaker's sympathy and respect. For the exact
opposite reasons, the rich youths mentioned on the note do not deserve his lenient
feelings. Nevertheless, «(...) 1 Aydmn/ pia Svaun €xeL mov to akaBaptd Toug Xpnua/ to

Taipvel kaL To TAGBeL oTIATVOTATOV, aryvo». Pure love, since the youths are «opoiwg

SWOUEVOL GTNV AVOUAAN n60vﬁ»642 purifies their dirty actions.

The most interesting part of the poem begins from the verse «To ypnua dev to
BéAeL kaveig amd avtovg» and unfolds until the end of the poem. Through these lines
the youths raise themselves above materialistic thoughts and needs, before their

inner

640Cavafy, The Collected poems, 198.

641Cavafy, The Collected Poems, 74.
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642Cavafy, The Collected Poems, 174.

need for selflessness, a behavior that again differentiates them from the rich youths
Cavafy dislikes. In these verses, Cavafy appears to be a nonconformist and could be

even described as antiauthoritarian and anarchist, since he goes against not only the

«VOpOL TNG neud]g»643, but also against the laws of society. | acknowledge the
argument that such a claim sounds extreme and far-fetched; allow me to elaborate: if
Cavafy at this point cannot be seen as anarchist and antiauthoritarian, then he can
definitely be seen as revolutionist and «aplotepi¢wv». To this position contribute the
references to «to xpnua toug kowd», reminiscent of communism and of the feature of
collective ownership («xowoktnuoouvn»), emblematic in the leftist ideology, and «yw«x
va BonBovv Toug @idovgy, where «@ido» can be compared to «ovvtpoow» or even to
the ‘comrades’ of the utopian Whitman. Finally, the reference to the «cvomua» can

also have political echoes, bringing in mind the «xoppouvviotikd cvotyuay, etc.

To recapitulate, in this section | discussed the features of Cavafy’s social
aspects it bears on homoerotic feeling. In his collected poems the sympathy and his
tender feelings towards the poor youths are evident and he juxtaposes poor youths
to the rich youths, whom he describes in a degrading manner. The protagonists of
his homosexual scenarios belong mainly to the working class, which he chooses as

his favored one. The erotic scenarios, as connected to social class, vary. In «H

APPWOTLA TOV K\eitou»044 (1926), the noble Kleitos has been abandoned by his
lover, who is an actor, and Kleitos lies in bed sick. The relationship sketched in this
poem reverses the established by society power regimes, since the actual power is
not exerted by the upper class over the lower class, but vice versa. Love seems to
follow its own patterns, which have nothing to do with society’s convictions. This
game which takes place enables a class-crossing, exchanging the roles society

embedded to each class.

In «Méoa ota KannASlé(>>645 (1926) the two lovers belong to the working class and
one of them, Tamides, chooses to follow the son of the Eparch, in his effort to

transcend his social class and enjoy the luxuries of another one. In «IIpwv Toug aAAGgel

643 The lines belong to the poem «To ZUvtaypa ¢ Héovng» (Cavafy, Ta ledd, 168).
644 Cavafy, The Collected Poems, 156.
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645 Cavafy, The Collected Poems, 160.

) xpévog»646 (1924), two youths of the working class need to part due to «fBlotikég

647, whereas in «Qpaia AovAoVdLa KL aoTpa WG Taipladav TToAD» 648 (1929),

AVAYKEGH
the two protagonists, both belonging to the working class, part because one of them is
promised some benefits by a richer man. Later on, the youth returns to his previous
poor lover because he is offered money, but, in the end, death arrives and he is
placed in a humble coffin. Even though the lover, who is now dead, tried to switch
social positions, motivated by his personal interests, the truth of his death comes to
verify the truth of his social status, proving Cavafy’s strictness towards people who
are not authentic and decent to themselves and to their lives. The same purpose is

649 650 55 indicated above.

served by both «Advn ta@og» and «laon tagog»

Finally, in Cavafy’s unfinished poems, the poet strikingly discusses the pattern
of crime, making reference to an ‘underclass’, an ‘underworld’ which has strong
connections with criminality. The poem «Zvvtpo@a and Téooapeg» (1930) sketches
Cavafy’s approval for young criminals, since they are motivated by the unfair society.
In the unfinished poems Cavafy follows a revolutionary approach, which brings him

close to the beliefs of the leftist ideology.

In the remaining sections of this chapter | discuss the way this facet of
Cavafy’s inheritance plays out in the work of Christianopoulos and loannou. | am
interested in the ways their oeuvre comes into a fertile dialogue with Cavafy’s
approach towards poor and rich youths and towards social class in general. Based
on the themes | discuss above, | will study first of all if Christianopoulos and
loannou have indeed been influenced by Cavafy in the social aspect, as
expressed through their work, and, if, after all, Christianopoulos and loannou

display an ‘innovation to evade the burden of influence’.651

646 Cavafy, The Collected Poems, 146.

647 Cavafy, The Collected Poems, 146
648 Cavafy, The Collected Poems, 192.
649 Cavafy, The Collected Poems, 90.
650 Cavafy, The Collected Poems, 90.

651David Ricks, “Cavafy’s Alexandrianism”, in Alexandria Real and Imagined, ed. by
Michael Silk and Anthony Hirst (London: Centre for Hellenic Studies, 2004), 337.



249

Yannis Ritsos: Homoeroticism within (his) leftist ideology

At first glance and without further consideration, someone would expect that
the case of Ritsos should not be missing from a discussion of social class, bearing in
mind his overt leftist convictions. Ritsos’s engagé poetry has captured the interest of
scholarly research and therefore has been already analysed in a well-documented

way,652

Yet, for the scope of my chapter, Ritsos will not be discussed as a primary
example, but rather as a foil to the more anguished presentation of the working class
male that we come across in Christianopoulos and loannou. It has to be emphasised
that Ritsos’s approach to people of the working class has nothing to do with the
Cavafian legacy, since it is consciously produced within the commands of the Left
Party and the requirements that it fulfills for the poetry which has to serve its
purposes. Therefore, as it has to be clarified and is to some extent rather obvious,
Ritsos does not take up the poignant sympathy of Cavafy for such people, but rather
idfentifies with writers in accordance to his leftist ideology and beliefs. At the same
time, it is his leftist ideology and beliefs, which function as a hindrance and impede
him from adopting this particular Cavafian stance, through which | have approached
homoeroticism in this chapter.

The cases of Christianopoulos and loannou appear to be rather different from
the one of Ritsos, since, as stated previously, they delineate more agonising
scenarios which include working class males; the men of the working class in
Christianopoulos and loannou are displayed in a tormented way, since they are
struggling with the real hardships of life. What elevates their spirits is the fact that
they remain authentic to their homoerotic urges and they experience love and
hedone in the way that they want to. This very fact enables incidents of class-
crossing to be attempted, in the sense that | have analytically described in the

sections of my chapter about Christianopoulos and loannou respectively.

652 See, for example the following: George Pilitsis. "Yannis Ritsos: A Poet of Resilience and
Hope." The Journal of Modern Hellenism 17 (2000): 91-105, Demetris Tziovas. "Between
tradition and appropriation: mythical method and politics in the poetry of George Seferis and
Yannis Ritsos." Classical Receptions Journal (2016): clw018, Demetris Maronitis. "Poetry and
Politics: The First Postwar Generation of Greek Poets." The Journal of Modern Hellenism3
(1986): 91-104, and many more.
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It has to be stated, however, rather emphatically, that the relevant scenarios in
Christianopoulos and loannou conclude to failure, since the class-crossing is
attempted but failed; it does not become a reality. In doing so, the protagonists of
Christianopoulos and loannou follow the Cavafian line and fall within the Cavafian
legacy. Because of this very fact, constant melancholy and anxiety are caused, what
has been termed by Christianopoulos as «kanuogc». Moreover, in delineating those
features, the protagonists of Christianopoulos and loannou demonstrate the same
background mindset of their poet, first initiated by Cavafy: a tendency which moves
away from romanticism and utopianism and moves towards realism and radicalism. It
is in this sense and towards this direction that Cavafy, Christianopoulos and loannou
fall within the same sort of tradition, defined by the pioneering and daring spirit of the

oeuvre of Cavafy.

On the other hand stands the case of Ritsos. The example of Ritsos does not
correspond to the aforementioned aspect of the Cavafian legacy, the delineation of
his protagonists, orto the elaboration of the different scenarios. In the oeuvre of
Ritsos, working class males are presented in a celebratory tone, in a way which
appears definitely erotic on the one hand, but through a romantic and lyric approach.
Therefore, when the class-crossing is attempted, it is successfully and a priori, based
on the commandments of the Left Party and its ideology, achieved. As a result of
this, consequently and consciously, there is no sense of melancholy or «kanuog» in
the scenarios of Ritsos, but rather a sense of joy and cheerful atmosphere, which
justifies, let alone requires, the appearance of an eroticisation tendency. Because of
this reason, this aspect of Ritsos’ poetry and prose categorises him into a different

sort of tradition and legacy. This tradition is formed by the Left.

His Eikovootdoio Avwviuwv Ayt’wv653

is permeated by the author’'s leftist
beliefs, yet in contrast to the official ideology of the KKE, generates a panerotic queer
approach, with humanistic ecumenical touches. The homosocial/ homosexual

elements shall be read through this lens.

653 vannis Ritsos, Eikovoordaoio Avwvouwyv Ayiwv (Athens: Kedros, 1986).
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Ewxovootdoio Avwvouwv Ayiwv has caused critical controversies. Though the public
embraced each volume with outstanding enthusiasm and made it a best-seller of its
time, academics and critics largely lashed out against the daring of the content and of
the narrative style. Both were new for Ritsos, especially in the light of his leftist
ideology, his energetic participation in the proceedings of the left party and his often
committed poetry. Yet, critics were struck by the explicit sexuality of the prose
volumes, which was criticised as being expressed in vulgar terms, in a way that at
times bordered on pornography. Having received this wide wave of criticism
concerning their overt sexual references, strikingly there are no important critical
references to the homosexual elements of the volumes. Homosexual elements in the
Ewxovootdoio Avwviuwv Ayiwv do not have a marginal role and must be taken
seriously into consideration to comprehend adequately the worldview of Ritsos, which
is craftily and very fully expressed in these nine volumes. Ritsos’ writings are brimful
with his obvious leftwing social beliefs. Eikovootdoio Avwviuwv Ayiwv interests us to

the extent that it views homoeroticism through a leftist lens.

Ritsos, though, has some important affinities with Cavafy. To begin with,
Ritsos expresses a similar to Cavafy opinion towards poor and rich people,
emphasising their differences through an ironic eye. Throughout Ewkovootdoto
Avwvouwv Ayiwv the author makes references to «(yevtoapiotokpatia» and

654

«Prevtopaykla» 2P~ as juxtaposed to simple people, who are exquisite and noble in

their rough nature:

(...) pa xeivol Tov Sg Yvwploav TOTE TN OTWYELQ, TN GTEPNON, TNV EKUETAAAEVON, TNV
katatmieon, 6tav Safalovv ™ A£En onuala 1 eievBepia otpafopovtoovvidlovy (ot
kaAaloBntol) kot Aéve: «Ti peyadooTouies, TOALTIKOAOYIEG, OLVONUATOAOYIEG» KL
KAVOoLV Tow, OTwG KAVOUV T{ow UTPOOoTA oTov £x0pd, av 8ev ouvepydlovtat KLOAAG
pnali tou. Ma mowdg toug Aoyapialey; IToldg ypagel yua Savtoug, Asv T va

Koupel')ovrou.655

654 Ritsos, «lowg va ‘vai kL £€tow, 86.

655 Ritsos, «Towg va ‘vat kL £€tow, 86.
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Moreover, in the eighth volume of the Ewxovootdoio Avwviuwv Ayiwv, Ritsos
includes a poem entitled «I'a Emokevn», which had been previously published in

1972 in his poetic sequence Xeipovouieg:

Na @wvagels tov uSpavAikd, va @WVALELS Tov
NAEKTPOAGYO,

va @wvaéels tov &uloupyd, to ocofatlh, To
xTlotne - o Toiyog,

N OoK&Aa, TO TpaTE(, TO TAPAVL, O KOVATES,
TEPTOUVe TO KPERATL

KOL TO EKKPEUEG — vA PWVAEELG TOV - v
PwVatels - '0An viyta

oL Bpuoeg Tpéxouve S ' aPMVOUVE vV KolunBwe -

£0TW POVO

va 6w Ta yépwx Toug, T aBANTIKG TOLG
(PAVEAQKLA, AEKLAOPEVA

am’ Ta gpyoAela, am’ To Xovtpod pnxavoiado, Tov
aoBéot,

om’ TN VTOMATO TOU KOAGTOLOOV OTO (PWSG NG
auANG, M ar’ ) yopn

€vOG AovAoudLoU OV TOUG £8waE KPLEA 1 YPL&

vt pérpla.656

This poem’s reappearance in Eiwkovootdaoio Avwviuwv Ayiwv is rather
challenging since it opens new horizons concerning its interpretation. What seemed
far-fetched in terms of interpretation in the first appearance of the poem, a
homoerotic approach, this time seems to be suggested by the author. Ritsos
reintroduces the poem by putting it in the different context of Eikovootdaoio Avwviuwv
Ayiwv and challenges the readers to make a new reading, this time in homoerotic

terms.

The poem proceeds to a parade of manly manual occupations. The pronoun
«tov» in the phrase « - va pwvdaelg tov - » is not at the centre of the poem without

reason, since the poem revolves around fantasising male workers. The workers keep

656 Ritsos, «/\lyooTeUouv ol epwTACEIGY, 13-14.
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their anonymity and the only element which defines them is their social class; they
belong to the working class. Nuances of masculinity are also present here, since the
rough life of workers has been strongly connected with it.

In depicting protagonists from the working class Ritsos brings to mind the
homosexual poetry of Cavafy who takes his protagonists from the same milieux.
Cavafy, in a similar way, claims that out of their hard life and rough manners can
emerge the purest form of homoeroticism. In the case of Ritsos, the preference for the
working class men could be also linked to his leftist political beliefs, which promotes
«ovvtpoikatar, pure feelings of comradeship. Ritsos, like Cavafy, makes reference

to working class settings: «8popoug», «Tafépvecy, <<unopvré7\oc»,657

658 659 660

«umaiBplot

OWEUASESY, KPTWYOYELTOVIEGY ~¥¥ | «OKOTEWVA KOPEVELQ» , etc. The idea of
masculinity applied to working class men gives masculine traits to these settings. The
fact that people from the upper class visit these places too means that these settings

combine classes and illuminate class barriers.

To move on from the prose of Ritsos, we observe that in the poetic oeuvre of
Ritsos we come across a great number of short poems which constitute an indicator
of the poet’s ideological elaborations on working class, as related to the projections
of masculinity. Ritsos in these poems proves himself to be the master of an
eroticised working class, presented in such a way, which exalts fantasy. In doing so,
the poet steps on the ideal male beauty as promoted though working class and

reproduces the masculine symbols of the lower classes.

Decency, authenticity, purity, rawness in manners, no education in the most
cases and engaging into manual labour are the traits that Ritsos ascribes to the male

‘heroes’ of his poetry. They are unknown, they belong to the masses. At the same

657 Ritsos, «Atyootevouy oL epwtioelgy, 10.
658 Ritsos, «Atyootevouy oL epwTioelgy, 91.
659 Ritsos, «0 ['épovtag pe Toug yaptattougy, 20.

660 Ritsos, «'Oxt povaya yia cévar, 12.
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time, their ‘ideal’ beauty in masculine terms, in reproducing the ‘ideal men’ of the
working class (and of the Left Ideology, to take it a step further), makes them to stand

out and ‘conquer’ impressions and feelings.

One of the most emblematic poems of Ritsos which conveys the
aforementioned beliefs and ideology is the poem «Ta IIpétuma», from to the collection

«EmavaAnyeg» (written 1969). The poem reads as follows:

[Toté va unv &exdoovue - eime - ta kaAd Si6ayuata,
ekelva ¢ téxvng Twv EAAvwv. TIavtote to ovpdavio
SimAa SimAa

e to Kabnuepwo. Aimia otov GvBpwmo: To {WO KAl TO
Tpaypa - éva Bpaxloil oto Bpaxiova Tng yupvng Beds: éva
avOog

TeGUEVO 0TO SdmeS0. QuUnOeiTe TIG WPUIEG TAPACTATELG

ot TMAWA pog ayyeio — ot Beol pe T TTOLALA KL e T
(oo, padl kL Apa, éva o@upl, éva unAo, to KIB®TLO, N
Tavaila-

O, KAl TO ToMUa EKEIVO IOV 0 BEOG OTAV TEAELWVEL T1) SOVAELX
Tovu Bydlel Ta Puoepd Tou A’ TN EWTIA , paledel Eva éva Ta
epyadela peg oT  apyvpd OevToUKL TOU: HETA, M éva
0@POVYYApL 6KOUTII{EL TO TPAOCWTIO, TA XEPLA, TO VEVPWSEN TOV

Aapo, To Saocv otnhog.

'ETol, kabaplog, taxTikag, Byaivel to Bpddv, atnprypuévos

OTOUG WUOUG TWV 0AOXPLUOWY EENPWV — EPYa TWV XEPLWV
TOU TIOV ‘YouVv Kol SuVaUn Kat okEYN Kot v Byaivel oto
Spopo, o PEYAAOTIPETIOC o’ OA0UG, 0 XWAOG Bg0G, 0 BedG

epydng.061

661 Ritsos, Howmuata 1938-1971, 96.
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The last reference of the poem to «0ed6¢g epydtng» constitutes the amalgam of
the spirit of Ritsos in his poetry. According to his poetry, the simple men, belonging
to the working class, who are working hard and face difficult conditions having a
work based on manual labour, are the ones who at the same time display something
divine. It is in this ideology that Ritsos comes close to the ideals that Cavafy follows
in his own poetry. Both poets bring their poetry down to earth, with everyday
protagonists, but their target is to hymn the authenticity and the raw manners of
these people. In the way that Ritsos presents the worker in the poem, it is obvious
that he follows the contemporary ‘ideal’ male — symbol of the working class, making
references to «vevpwdn Aawo» and «Sacv otbog». At the same time though, he
makes this noble comparison of this worker with the «oAdxpuoot é@npouw, part of the
work of the worker, as understood. And this reference makes a clear and wit
transition to the idea that the worker himself should be described as «0e6¢g epyamgo».
Moreover, the references to poetry and to a poem, make it clear that for Ritsos as
well, as well as for Cavafy, this protagonists belong the best to their poetry and to

their own work.

It is true that Ritsos makes this comparisons with the raw beauty of a man,
most of the times of a worker with poetry and poems. It is his belief that poetry
should capture this ideal beauty and those people should be its protagonists.
Another example of this ideology of Ritsos is the poem «Zwpata», which reads as

follows:

ZOUATA NALOKOUEVA, VEAVIKA — LOUPOKOKKLIVO YW
- KGmote oto Babv ToUg TplYWHA N KAl HECA GTOUG
TOPOUG Adumouv ot KUBoL Tou aAaTLOU, TOGO OV
TPEUELS

UNTIWG Kol HelvouVv oL ToIMTEG XwplG (pu)vr'].662

The poem «KdaAAog», with its eloquent title, makes references once more to
the hard life of workers and to their beauty, which is idealised in the eyes of poetry

and makes them the perfect protagonists for a poem:

662 Ritsos, Hotmuata 1938-1971, 34
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To KGALog ToV YVLVOL oTTOpEN —
Oy omavnomn, PEPora,

KAglo1O NG EPOTNONG.

Ot aoPectmpévorl Toiyotl Aaumouy.
Endvo oto okapvi n tavdia,

Ta Pyoipéva kaperd, To GevpL.

Endveo oto tpamél

663

T ECAOPOLYO KOL TO GOVTAALDL.

This poem, as well as others by Ritsos, for example the poem «H Buyatépa tou

664 665 666 667 etc. all convey

BouvoU» ™ «AmoyOpvwon» P>, «Avyovotog» PP, «Ilplopatoy
the same ideals. Some words, for example the word «tavdAia» are even common, as
well as the topos of the protagonist of the poem taking off his clothes, in order for his
«8aoV omBog» to shine. Therefore, we could conclude to some general observations
about the specific ideology that Ritsos wants to promote not only in his prose, but also
is his poems. This ideology is similar to the one of Cavafy. According to Ritsos, the
male body is presented toned and muscular, as if it belongs to an ancient Greek
statue. Ritsos manages to present the ideal male beauty as connecting elements of
ancient Greek gods and workers of everyday life, who struggle to earn their money and
at the same time enjoy life. (This is a very different case of reception from those
discussed in Chapter 1 above.) However, this noble amalgam of traits is also

connected to an eroticised flesh, a body which exalts fantasy and desire.

663 Ritsos, Momuata 1938-1971, 35.
664 Ritsos, Moujuara 1938-1971, 125.
665 Ritsos, Hotuata 1938-1971, 103.
666 Ritsos, Howmuata 1938-1971, 31.

667 Ritsos, owmuata I, 29.
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Christianopoulos’ homoerotic work includes many references to the lower class
and specifically the urban working class. In the earlier poems of Christianopoulos, he
tends to be more Cavafian and therefore more discreet in the way he elaborates
homoerotic scenarios. Later, Christianopoulos began cultivating a rawer and even
obscene style, and it is within this elaboration that we come across more open
references to Left Ideology, as connected with homoeroticism. In the poetic sequence
«To xopul kat to capak» (1964), made up of untitled poems, the following verses are

found:

0OV TOUG OPLOTEPOVS GOG AYUTIW adép@La
HOU KL oautol KU gpelg  Slapkwg
KOTATPEYHUEVOL

avtol yia To Pwul - epeis yia to kopui
auTtol yla AeuTepld - €pElS yla

EpwTa Yl pa {wn Sixws @ofo kat

XAg0m

00V TOUG OPLOTEPOVS GOG AYATIW ASEPPLA
pov  mapdéAo  TMOU KL qUTOL Mg

Karortpéxouv.668

The addressees of the above verses are homosexuals, whom the speaker
warmly calls «adép@ia pouv». In doing so and in using the first person plural when he
refers to this group, the speaker adds himself to this group of people. The poem
sketches contemporary society’s stance towards homosexuals, by delineating their
disadvantaging position. They are compared to communists, which in the
contemporary Greek context were downtrodden. Like communists, homosexuals face
an aggressive attitude, but for a different reason: «(...) ywx to xopui/ (...) yia épwta/

vy pa {wn) Sixws @ofo kat xAevn». Homosexuals are placed in an even more

668pinos Christianopoulos, To kopu( kat to oapaxt (Paiania: Mpilieto, 1985), 1.
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disadvantaged position, since they are persecuted by communists as well.
Christianopoulos shows sympathy towards marginal and tormented groups of
people, i.e. homosexuals, communists, working class people. As juxtaposed to the
poetry of Cavafy, this poem indicates another important parameter of
Christianopoulos’s oeuvre: the agony of the leftists. Whereas Cavafy’s political
ideology is not pointed out directly through his poems, Christianopoulos’s leftist
ideology is apparent. His poetry and prose not only constitute a free expression of
his sexual preferences and leanings, but an expression of his ideological ones. His

recent poem «X1n véa T[O(pa?\i(x»669 (2010) is representative:

0 veapog mov e mAnclaoe
LoV "Kave TipoTtayavéa yi tov Mdo
OANX’ 0TV PTACUE OTO TILO AETITO MG () TIUQ

nrav &ekabapog: «Eipalr tov Mdo, BéRaia,
OAAQ OTAV EYW YOUAW, BEAW AE@TAO».

«Etol BovAldEate mv
EMAVACTAON» TOU  ATMAVTNOQ
TUKPOYOA

KL eEa@avioTnKa.

The poem outlines an incident where a left-wing youth discusses Mao Tse
Tungwith the speaker of the poem. The poem’s speaker recognises that the youth is
trying to proselytise for communism. The speaker is not a communist, as the use of
the word «mpomaydavda» indicates, as well as the second person plural of the
following verb «BovAwd€ate». When the discussion comes about the sexual
intercourse, which is neatly given as «to mo Aemtd pag nmuay, the leftist youth
declares that, irrespective of his communist ideology, which —by extension -
supports the unification of the workers under their common fight towards capitalistic
society, he needs to be paid to proceed. The raw language of the verse «Eipat Tov
Mao, BéBata, aAda/ otav eyw workers under their common fight towards capitalistic
society, he needs to be paid to proceed. The raw language of the verse «Ei{pat Tov

Mao, BéBata, aAAd/ dTav eyw

669 Dinos Christianopoulos, IMapdéevo mov Bpiokel To kovpayio kit avBilet (Lefkosia: Aigaion,
2010): 19.
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yaudw, BéAw Ae@td» connects in a blunt and realistic way the leftist youth with
prostitution. In doing so, Christianopoulos displays through his writings too what was
indicated in Cavafy’s unfinished poems as ‘underclass’ and ‘underworld’. Yet, the
attitude towards the youth is this time different than in Cavafy, since the speaker
blameS and condemns the youth for his illegitimate behaviour. The speaker’s
disappointing and bitter answer indicates Christianopoulos’s own belief about the
failure of the communist/ proletariat international revolution, based on individual

interests which prevented the dedication to the cause.

What Christianopoulos does at this point, which differentiates him from Cavafy,
is that he dares to reveal that homoeroticism exists within the area of communism,
even though it is by tradition strongly condemned by communists. Likewise,
we come across Christianopoulos’s daring when he places homosexual incidents in

religious scenarios.

For Christianopoulos, the Thessalonian locale is almost always important.

For example, in «X&BBato Bpé(&)»67o (1959), from «AvuTTEPAOTTIOTOG KANWOGY
(1960), Christianopoulos specifies the topographical settings of his homosexual

poetry:

At’'to Bapddpt wg to Zuvtpifavt

KL amo Ttov Ivpyo wg Tnv mAateia
Awaotplwv, oe Paxyvw o’'0da T ayopaio
meoSpopLa,

£@aya OAa Ta YLaTLd Yo va o€ Bpw.

Mnv eloat oe kavéva oLvVeUd,

UNV TIUCELG OE KAVEVX OQALPLETTPLO

1] T TIOLX POVPNXTPO VX O XLPETAL,

o€ ToLd SWUATLO, O€ TIOLO TIAPKO, GE TIOLO KEVTPO;

670 Dinos Christianopoulos, Moujuata (Thessaloniki: lanos, 1985), 66.
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The reference to Vardar Square is basic for the poetry of Christianopoulos and
for the work of other authors, like Yorgos loannou. Vardar Square functions in a

similar way as Omonoia Square671

connoting cruising areas the former of
Thessaloniki and the latter of Athens. The use here of Vardar Square is specified for
two reasons: first, it constitutes a known homosexual and heterosexual cruising area
in Thessaloniki, where people of the lower classes hang ou tand, secondly, it is bad
for one’s reputation to be seen there at late hours and thus it is generally avoided by
people of the upper class. As Satrazanis argues: «Eivalt mavtwg &&lo mpocoxng to
YEYOVOG TWwG OTN OULVEISN oM TOGO TOL KATOlkOL TNG Oe0oAAOVIKNG, 0G0 KOl PEPIKWV

MWV om0 GAAEG TOAELS, KUPLOAPYXEL T EPWTIKN OVTETWTION TNG TAATEING

BapSé(pn».672 Yorgos loannou, who will be discussed later on, also comments on
Vardar Square, connecting the square with social class: «Ou pixkpoactoi, 0tav Sev
€xouv ovAeld, amo@eVyouv va Stacyi(ouv autovg Toug Spopoug (...) Stappéovv ypnyopa

yla va pun KaKo@n utceof)v».673

Vardar Square permeates Christianopoulos’s oeuvre. In his most

recent collection «Ilapd€evo, mov Bpilokel To kovpdylo kL avBiCe» (2010) we come

across the poem «Ilepowd 8(bp0(»674 (2009-2010), in which we are explained the
Persian origins and history of the word Vardar. The last stanza of the poem functions
as an «empuvblo» and verifies the importance of the motif, not only for
Christianopoulos’s oeuvre, but also for the city of Thessaloniki, a city which
Christianopoulos promotes through his work as an erotic city, something like
Cavafy’s Alexandria: «ApBuAieg kat Bapddpt, Aotmdy, Ta S00 aveKTiunTa TEPTIKA Swpa

TPOG TNV EPWTIKN OEGCAAOVIKT: AQUTNV TIOU EEPEL VA aloBAVETAL LOVAX X O, TL AXTPEVEI».

The fourfold reference to «BapSdpn», «ZuvvtpiBavy, «ITVpyo» and «mlateia
Awxxaotnpiwvy» is not random, since, if we visualise it on a map, it gives the four basic

zones of Thessaloniki. In doing so, the speaker reinforces his argument that he

671 For a further analysis of Omonoia Square see the discussion of Yorgos loannou later on
in this section.

672 Andonis Satrazanes, «H mAateia Bapfdapn oto meoypa@ko epyo tov INwpyov lwdavvou,»
Thessalonike 3 (1992): 314.

673 Yorgos loannou, To étko uag aiua (Athens: Kedros, 1978), 34.

674 Christianopoulos, Dinos. ITapdéevo, mov Bpioket to kovpayto ki avOiler (Nicosia: Aigaion,
2010), 13.



261

searches for love, for sexual satisfaction, or even for his soulmate in all of
Thessaloniki. From Vardar Square, with its cruising associations, to «Xuvvtpi3avw, a
more respectable area, and from «Ilvpyo» to «miateia Awaotnpiwv», places that
have connections with the factor of power and authority, the speaker of the poem
seems to map his erotic quests. The comment about «ayopaia meodpouia» connotes
homosexual prostitution. Whereas for Cavafy homosexual prostitution is a means of
earning money for a person excluded from jobs perceived as more respectable (see

the poem «Mépeg tou 1896»07° (1927)), for Christianopoulos’s writings, homosexual
prostitution often constitutes a path for homosexuals to express themselves freely and
enjoy homosexual erotic encounters in a period in which this was condemned and
hard to find.

It would be unacceptable for «6Aa Ta ywama» to be missing from the
protagonist’s search, since they constitute the places where workmen can be found
with beautiful bodies formed by the tough conditions of their work, emblems of
masculinity and sexual attraction. The settings that are mentioned later on, «owepa»
and «o@aplotiplo» indicate places which - at that time- had a popular connotation
and involved activities that were connected to working class people. Thus, the
speaker of the poem looks for his lover to these humble places, where people of
labour and hard work can be found. Moreover, it was an open secret that people
(homosexuals) from all the classes visited these places to meet new men. These
areas can be described as cruising areas, where social boundaries are eliminated
and games of class crossing can easily take place. Cavafy’'s poetry hints at this too;
in the poem «Méoa ota kammAewd», for example, a reasonable question emerges:
Where did Tamides and the Eparch’s son meet up? Furthermore, the verse «1 taya
Tolx pouv@nxTpa va o€ xalpetaw provides the idea that someone else might have
stolen the lover that the speaker seeks for, in a similar way that the Alexandrean
refers to the «didog» in the poem «Qpaia AovAoVSla kL dompa wg Taiplalav

ﬂo?u')»676.

Christianopoulos’s sarcasm towards bourgeois men is delineated through

675 See Elena Chouzoure, H Osaoaiovikn tov wpyov lwavvov: leptmAdvnon oTo ywpo kat

oto xpovo (Athens: Patakes, 1995).

676 Cavafy, The Collected Poems, 166.
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«KooulKoivéOL»677 (1959), a poem belonging to the poetic sequence

«Avumepdomiotog kanpuogy (1960):

Mdtix tupavviouéva autoi Sev
£€xouv oUTe YauOyeAO TIKPO, oUTE
TPOCWTO

IOV ATtO KANUO KPUPO va ‘YeEL OKEBPWOEL

Toug BAETELS: TpayouSAve eMITTOAXLA,

umaivouv o€ KoUpPoeS, SlLopyavwmvouy
TAPTL, HAoUVE Yia tov Ppduvt Kol Ta
OLVENA —

aoya AdyLa Kol XELPOVOLIES.

Aev  éxouv TO Olkd pag TO
TAPATIOVO, TEAELX AVOTIOTITOL OTNV
opopP@LA TOVG, 0XeSOV abwol otV
eMITNEEVOT] TOUG, OTOUG £PWTEG

TOUG UAAAOV VOULUOL

Mdatia Tupavvicpéva autol Sev Exouv.

The poem is permeated throughout by the division of ‘us’ and ‘them’, the self
and the other. The category in which the speaker adds himself is characterised by
youths that have tormented eyes, bitter smile and face which has apparent on it the
traits of a secret sorrow and complain. The ‘other’ is constituted by youths who have
the opposite features, «koopwkoi véow, as the title implies, connoting their belonging to

678

the upper class by the adjective «xoopikoi». These youths sing superficially,

677 Christianopoulos, ITotjuata, 65.

678|n the case of the poem «MeydAn ouvodeia €€ lepéwv kat Aaikwvy, Cavafy’s employment of
the word «Aaik6g» serves the clarification of the distinction between the people who have
religious duties (priests) and the people that do not have religious duties. The adjective
«xkAnpwocy and «kooukde» function similarly; the former connotes religious
responsibilities/duties, whereas the latter implies none of these. In this sense, the title of
Christianopoulos’s poem «Koouikoi véow» can refer specifically to the youths that have nothing

to do with religious roles.
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participate in races, organise parties and have discussions on Freud and cinema. They
are faced by the poet with a sense of bitter irony, as the adverb «ayoya» in the verse
«dPoya Aoyl Kot xelpovopies» and, later on, the adverb «tédela» in the verse «télela
avUTIoTITOL 0TNV opop@La Toug» indicates. Continuing with the poem’s bitter and ironic
language, rich youths are given as unsuspected despite their beauty and almost
innocent despite their sophistication. This is the reason they will be most probably
engaged in legitimate heterosexual loves.

By incorporating the poem in a poetic sequence titled «Avumepacmiotog
kanuog», we can assume that the ‘us’ category refers to the homosexual working
men, among which the speaker adds himself. The vague pronoun «avtoi» refers to
rich and careless youths, who have most probably no homosexual tensions. This
reason keeps them away from two sources of sorrow and complaint, away from two
sorrows of «Avumtepacmiotog kamuoc»: poverty and homoeroticism. The lack of these
two features leads to the absence of «pdtia tvpavviopévar». The verse «Matia
Tupavvicpéva autol 6ev €xouv» reveals an innate impulse of injustice. This feeling is
crucial in the poem, a fact that is confirmed by the repetition of the verse at the

beginning and at the end of it.

The poetic persona of Christianopoulos not only admires and seeks the
companion —sexual or not- of «Aaikda maudia/ Aaika ayopiar, but believes that he is
one of them. The adjective «Aaikog», so often found in Christianopoulos’s work, is
connected with the working class (see also Cavafy's «laiké kpeBdat»). The
following verses belong to the poem «Mmpootd oto nAgktpd@wvoy, in its first

version published in 1962 in EmOswpnon Té)(vng679:

UTTPOOTA oTO
NAEKTPO@WVO Svo Adikd
TadLa

aKOUVE UE KATAVLEn

679Dinos Christianopoulos, To e’ epoi, (Paiania: Mpilieto, 1962), 4.
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o166 E€peL Tl va yiveTal péoa Toug

o€ Tl vepd Bpnke v apdael To TpayoLSL

N yYpu& EevookouTi{ovTag, 0 TATEPAG GTO

vnol ta xaptid yio to BéAylo oty toémn

UTIPOOTA 0TO
NAEKTPOPWVO UL
PNHYHEVT YEVIL

akoVel W éva povdSlacuo

KPU@O TO XPOVIKO TNG

The poem refers to the appearance of jukeboxes in Greece around 1960.
When they first appeared, youths were impressed and inserted coins again and
again to enjoy the selected musical recordings. This poem refers to one of these
incidents, where two «Aaika maidia» listen to music in awe. The poet wonders what
they are thinking and he concludes that they are probably thinking of their family’s
poverty («n ypud &evookoumilovtagy), their father's exile because of his leftist
ideology («o matépag oto vnoi») and their decision to emigrate for a better life («ta
XapTw@ ya to Bédywo otnv toémm»). As shown here, Christianopoulos is highly
occupied with the matter of social class and he shows great sympathy towards poor
youths. It is because of this reason that they arouse the poet’s sexual attraction; not
only because of their often exquisite bodies forged by their work and of their rough
beauty, strongly connected with the sense of masculinity, but also because of their

hard conditions of life, elevating and making them more sympathetic.

Finally, the case of the poem «NUxta, xdplo€ pov eva Kopu[»680 (1958) also

promotes homoeroticism as transcending social classes and social boundaries:

NUxta, x&ploé pov éva kopi,

VoL XOpTAow KL amoye v EEam pov,

680Christianopou|os, Howjuata, 61
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VO OKOTWOW KL ATOYE TNV amdyvwot] Hov

()

NuUxta, x&plo€ pov éva kopl,
Sev e€eTtdlw av To 0O0G eival OLopPPoO, av
Ta pmpatoa eival Ympéva otn Sovield,

oUTE KoL VOLAJOHAL YIX TWV HATLOV TO XPWHQ,

ovoua, EMayyeApa kol nAkia.

()

Christianopoulos takes lower class people and especially youths seriously in
his homosexual writings, and not the rich who deny their homosexuality. Human
needs rise above class barriers and social divisions, also enabling class crossings.
When the speaker of the poem states that «8ev e€etal{w av To o10og elvat 6pop@o,/
av Ta umpatoa ival Ynuéva otn dovAeldy, at the same time, he means the opposite:
«e€etalw av to otbog eival 6pop@o,/ av Ta Umpdtoa eival Pnuéva otn SOVAELGY.
However, because of his sexual despair, he is forced to bypass these features. Last
but not least, the reference to the late hours of the «viOyta», which the speaker here
personifies, seems to express both Cavafy and Christianopoulos to the same
significant extent. As noted in the section about Cavafy, he places his poetry in two
major categories of settings: ancient times and contemporary times. Christianopoulos
also takes advantage of the ancient milieu to situate his poetry, and this he is surely
inspired by Cavafy. His strong connections with religion, stemming not only from his
life experience but also from the religious tradition of his hometown, Thessaloniki,
allow him to exploit through his poetry a religious context, as we have seen in Chapter

2. The class implications emerge in a following poem, «Ekatovtapxog Kopvﬁ}uog»68l

(1950), from Christianopoulos’s first poetic collection Emoyxn twv toxyvav aysdadwv
(1950):

KOple, unv amopeig ywa tqv toom pov

ToTN: 1 ayamn pou uTayopeVEL TNV

o).

Ag o€ TapakoA® yia To Nikijta oUte yia to Xapidao

681Christianopoulos, Howjuata, 13.
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unte ywa to NikdAao mov dev mpo@tace va Papebel Tig
TIPOCEVYES:

Tov AVTOVIo KAVE KOAX, TOV

Avtovio. Otav 1tav  HKpoS Kol

eAevbepog,

QOYX0AOUVTAV KL QUTOG E TA YPAUUATA KAL TIG TEXVEG:

NTav KATOXO0G NG apyalag eAANVIKNG kal Tou dpele va Tailel

akopvTedY. ‘Ouws Twpa eival 500A0G Hov - U PWTAS TWG.

‘Exw €§ovoiav emdvm Tou Tou Seapelv Kal Tou AVELY.

Mmopw va Tov Kdvw 0,TL 0EAw-

UTTOPW OKOUX KL VO TOV AEVTEPWOW, AV KAL MOV gival
oduvnpo:

eEdAA0V epyaleTal AmMOSOTIKA UE TN UEYAAN TOU
pwun. ' avtovg, Kbpte, Toug Adyous kat yU GAAoUG
ToAAOUG KAve KaAd Tov Avtwvio, To S0UA0 TOU

S0vAov ocov.

Av mapaotel avaykn, pumopel va yivw kat xpLotiavog.
'OUws KAV’ ToV KAAd, LoV’ auTd 60V (NTW, TITOT AAAO.
Oa ‘Ttav aviBiko kabe GAAo Tov Ba ToApovoa va Gov

nmow.

The poem constitutes the prayer of the Centurion Cornelius for his slave,
Antonius, who is ill. The title of the poem states the social position and status of
Cornelius; he is the Centurion. Strikingly, the poem presents the Centurion praying
for the saviour of his slave. Antonius constitutes a special category of a slave, since
he was not born one. He was a rich young man, who used to have the same
intellectual interests and activities like Cornelius: «Otav tav pkpog kat eAevbepog/
QOYOAOUVTAV KL QUTOG HE TA YPAUUOTH KL TIS TEXVEG:/ NTAV KATOXOG TNG apxaiog
EAMNVIKNG KaL Tov dpeoe va mai/lel akopvtedv». Special attention should be paid to

the last verse mentioned above, indicating that Antonius knew how to play the
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accordion. The accordion constitutes an element which is anachronistically added to
the context of the poem, showing the playful tendency of Christianopoulos to

combine historical scenery with modern touches.

The poem states openly the matter of authority and power, which Cornelius
has over Antonius: «Opwg Twpa givat §0VA0G pov - un pwtdas Tws./ Exw €€ovaiav
EMAV® TOV TOL Seopelv Kol Tov AVev./ MTopw va Tov kavw 0,tL 0éAw». Taking this for
granted, why does he pray for Antonius, why does he pray for this particular slave?
The answer is detected in the words of Cornelius: «n aydmn pov vmayopeVel TV
o). (...) Av Tapaotel avaykn, pmopel va yivw kat xplotiavogs./ ‘Opws Kav' Tov KoAd,
HoV’ autd oov {NTw, TimoT dAAo./ Oa 'tav aviiBiko kdBe GAAo oL B TOApOVCX VX GOV

{n-/ mow». Cornelius implicitly states here that he has feelings for Antonius.

The adjective «avi)Bikoc» illustrates the nature and character of those
feelings. Cornelius’s erotic attraction towards Antonius is not based only on
Antonius’s «ueyain (...) poun», as Cornelius mentions, but also on Antonius’s
intellectual profoundness. On this ground, Antonius genuinely noble origin enables
him to enjoy the same upper social status as Cornelius, even though Antonius is
now enslaved. Antonius’s education and his previous intellectual activities permit
Cornelius to face him on equal terms and differentiate Antonius from the other
slaves. This is the reason that Cornelius prays specifically for his beloved
Antonius: «Ag o€ mapakoAw Yl To Nikita oUvte yia to Xapidao/ unte yax to NikoAao
mov dev mpo@Tace va Papebel TIG TPo-/oEVXEG/ TOV AVIWVIO KAVE KOAQ, TOV

Avtovior.

Antonius rescues his personal pride, dignity and elegance, irrespective of his
social decline, and this is what makes him attractive to Cornelius. Cornelius, on the
other hand, displays the nobility of his feelings by recognising God as the ultimate
authority, who is above him: «xd&ve kaAd& tov Avtwvio, To §o0A0 Tov SO0UAOL GoL»
and by stating the moral limits and dilemmas he faces: «Ba 'tav aviBwo kabe
GAlo mouv Ba ToApovoa va oov (- Tow». In this religious context,
Christianopoulos eliminates class boundaries. The same happens with social

classes in the historical context that Cavafy often exploits.



loannou

In his collection of essays 0 tn¢ @voews épwg682 (1986), which constitutes a
study mainly of Cavafy, along with Papadiamantes and Lapathiotes, loannou sheds
light on Cavafy’s homoerotic poems in a revolutionary way as far as the hitherto
bibliography is concerned; this revolutionary way offers also a new interpretation of
Cavafy’s preference for people who belong to the working class. loannou
emphasises that the reason which led to the negative reactions towards the
homoerotic corpus of Cavafy is the fact that he is obviously a passive homosexual
and this is the most condemned homosexual category: «0 KaBapng rnrtav
opo@UAGPIA0G. Kal oAo@avepa Ntav TadNTIKOG OHo@UAG@IA0G. AvTidapufavoTtav Tov

EPWTA HOVO WG TAPAS00T) GTOV LOXUPO KAl 6TOV wpaio écvrpa»,683

«Eivat Bavpaotg
TWV APPEVWTIOV Kal afAnTikwv TOTwv. Kal autovs avalnta eite péoa otn {wn eite

uéoa otnv otopla Kol ot @avtacia tov. Kai, katd KAmowo TpoTo, GUVEXWS

AVUPEPETAL O owrof)g».684 loannou argues that Cavafy had in mind that the perfect
man has to have the above characteristics, because of the poet’s belonging to the
category of the passive homosexuals. The ideal object of sexual exaltation for
passive homosexuals is someone who appears to be rather masculine, in terms of
appearance and behaviour. Due to this fact, the hard working man of the working
class, with his muscular body and the raw manners is the best stimulator for the

passive homosexual.

Is this the case? If this seems to be the truth for the poems of Cavafy that are
set in contemporary scenarios, this generalised and simplified observation is not
entirely the case for the sensual poems of Cavafy that are set in ancient times. In
those poems the speaker also praises the personality of the person he faces as the

object of his admiration and love, as well as the dignity and honesty of his character,

682Yorgos loannou, 0 tn¢ pvocws épwg, (Athens: Kedros, 1986).
683|0annou, 0 NG PUoEwWS Epwg, 104.

68410annou, 0 ¢ pUoews épwg, 107.
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features that are commonly connected with the lower classes. This is also the case
for the distinction between the religious/historical and contemporary poems of
Christianopoulos, who can also be described through his poetry and prose as a
passive homosexual. Christianopoulos easily falls within the category of the
masochists too; his poetic persona seems to prefer sadomasochist homoerotic

encounters, enjoying the sexual power which is exerted over him. At this point, |

must also mention the poem «0O Agpévog d)uog»685 (1919) of Cavafy, in which the

Alexandrian comes closer to a masochistic approach too.

In the following extract loannou provides an explanation for the reason that
intellectuals, with their arrogant appearance and diplomatic behaviour, do not attract

the Cavafian protagonists, displaying at the same time his own stance towards them:

0 xuplapxog A0Y0G TV KABAPIKWV UEAETNTOV — 0 KLUPLAPXOG, AEw — TNG ATTOGTPOPNS
TOUG TIPOG TNV amodoxn TG TadnTikNG opo@uio@iiag tov KafBden, elvat 6tL €xouv
mepuppovnOel N ayvonbel tedeiwg amd autd To €ldog Tou Aéyetal TABNTIKOL
OHO@UAOPIAOL KAL TIOV HE TOOT ETLUOVY] GAAOUG @IAOUG TOUG KAl YVWOTOUG TOUG TOUG
KUVITYNOE. Agv TIpOKeLTAL va LoxuploBw BERata, dTL elval 6AoL Toug doxmiuot kal YU auTo.
Ox! AAAG TpoKeLTaL va TIw OTL gival 6AoL Toug AdyLoL, SlafacuEVol, APOCLWHUEVOL OTA
ypappata, TAadapol, Tapapop@wUEVOL TUTIOL GOPWV VEWV, KL QUTA TA TIPAYHATA — TIWG
Vo TO Tw; - 6&v TpAfoUve EPpWTIKA TOUG TTABNTIKOUG OUOPUAGPIAOUG, TTIOU £X0UV GTIAVIO

yoUoTo Kat gival eEatpeTikd SUOKOAO 686

The above extract echoes Cavafy’s note in Avékdota Znusiwuata [lomtikng kat
HOwkng to a great extent. Whereas Cavafy negatively comments on upper-class
people, loannou here is focused on educated people, who are presented as having
the same characteristics which Cavafy ascribes to people of the upper classes. The
language that loannou uses in this extract to analyse Cavafy, confess his own stance
towards educated people, a conviction which becomes of particular importance from

the moment that he himself belongs to the group of intellectual and educated people.

685C. p. Cavafy, Kpuppéva Mowjpata: 1877-1923, edited by G.P. Sawvidis (Athens: Ikaros,
1993), 106.

686|0annou, «0 ™G EUOEWS £pwe», 105-106.
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Not randomly, he engages in his prose relevant circumstances, negotiating his
protagonists’ inclusion in this group, whereas at the same time they face working
class as their desired class. In juxtaposition, loannou praises in this extract the
passive homosexuals, presenting them as a superior group of people, not accessible
to non-worthy individuals: «(...) éxouvv omdvio yovoto Kat gival g§atpetika SUOKOAOL.
Likewise, both working class and homoeroticism are delineated on honorary grounds

and are displayed as elect groups.

Having referred to loannou’s essays, | will attempt to approach his mature
prose, which offers fertile ground to analyse the author’s use of social class and also

indicate possible class - crossings. | will start with the story «Awevika AOUTpé(»,687

which belongs to his short story collection H Yapkopdyog (1971) and in which the
protagonist narrates how and why he used to hang out when he was a young boy at
the port with the men who worked there. The story becomes revelatory on the

reasons that motivate the narrator’s visits to the port:

Ziyd oyd €lo0XWpNoa Kal HEG 0TA KUTN TWV Kapaflwyv, 6L TO00 yla va Halevw
oLTapL KPLBApL 1 KaAauTokl, 000 ya va BAETw. Me odnyovoav Stagopol veapol
EPYATEG MOV pE elyav ocvpmabnioet. (..) €mava pa akpn yw va Bavpalw ™

OKATP1] XELPOVAKTLIKT SOUAELX TIOU TIOTE HOU SV £Xw XOPTATEL Vo BAETIW.

Ze@ofNOnKa TIg SUVATEG PWVAPES TOUG, TIS AYATINON UTIOPW VA W, KOL YPTYOP
KaTdAafa Twg Ta ATOTORX AdYLa TOUG SV elyav KA kKakia, kat avtiBeon Tpog
TIG OLYAVEG PLOIOLEG PWVEG SLUPOPWV LOPPWUEVWY TIOU aPYOTEPX yvo’oplc(x.688
The protagonist states that he chooses to be present at the port not because
there is any real practical need, but because he wants to observe the workers secretly
and carefully. He admires the roughness of their work and manners. In the last lines of
the extract loannou insists on the comparison between lower and upper class. The
loud voices of the workers are compared to the discretionary voices of the intellectuals

that the narrator meets later on, who are pretentious and hypocritical.

687Yorgos loannou, H Xapko@ayoc: e{oypaphiuata.(Athens: Kedros, 1988), 65-71.

688|0annou, Zapkopayog, 66.
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The phrase «&epofnonka tig Suvatég pwvapeg toug» brings to the mind the

689 Cavafy, where the poet makes reference to the rough

poem «Muwx voyta»
manners of workmen: «Amo katw/ NpXOVTAV Ol PWVEG KATL epyatwv/ Tov Emalav
xaptid kat Tov yAevtovoavy. In the case of the Cavafian poem, irrespective of the
worker’s rough manners, pure love emerges «oto Aaikd, to Tamewo kpefpdat» of one
poor and sordid room. Cavafy’s and loannou notion of the «Aaik6» meet up. The
«Aaiko» environment is for Cavafy and loannou the best scenery for love to dominate

and be expressed in its purest facets.

The verb «swoxwpnoa» that loannou uses in the above extract indicates that
the working class is a sort of a superior group in which you have to be initiated to
enter. In doing so, the impression of a special group is created, for which someone
has to make a significant effort to get in and it is worthy for someone to attempt so.
The protagonist and the workers cultivate a good relationship, by making jokes and
teasing each other. Their relationships become really intimate, since they organise

«YUUVIKOUG KOAUUTINTIKOUG QY (OVEGH 690

In the middle of the story the lens of the narration changes and the narrator is
now a grown up, who starts visiting public baths, praising the wonderful young bodies

of working class youths:

(...) 0AoL Toug eEapeTIKA YEPOSEUEVOL VEAPOL, IOV HOALS glyav oxoAdoel am'tn Bapld
SovAdewd Ttovg. (..) OL pdeg 0’6Ao0 TO Kopul TOoug £malay KAl YUOAOKOTIOUOQV.
KataAdBalves katw o’ To SEPUA TO EKAEKTO KPEAG, TO SLAAEXTOTATO LOOXAPAKL ZOU

‘PXOTAV VU SAYKACELG LA YEPT) 8aymovui.691

At the beginning, no one comes close to the narrator. After some hesitant
discussions and the narrator’s often visits to the baths, a friendly atmosphere is
cultivated. The scene is described in such terms which exemplify an initiation
ceremony, a rite de passage. The narrator makes efforts to become an initiate of this

special group. The men are skeptical and suspicious concerning the narrator’s

689Cavafy, The Collected poems, 70.

6900annou, Zapkopayog, 66.

691Ioannou, Zapkopayog, 69.
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inclusion and they submit him to an initiation in order to be accepted. In the end he

manages to «moAttoypapnBei avapeod tougy. The verb that the text uses recalls the

Cavafian poem «To mpwTo oroni»892 (1899) and the verse: «Kat 80okoAo oty  TOAL
ekelvnv elval kal omdvio va og moAltoypagnoovvy. Later on, the narrator compares
the bohemian circles of people and the majority of intellectuals («xoAAitéyveg») to
hard working people. The superiority of the latter group is praised by the narrator in
juxtaposition to the first group, in which he adds himself too. The narrator not only
states that no would dare to enter this circle of workmen. It is obvious that the
narrator’'s hard behaviour towards intellectual people is imbued with irony and

disappointment, stemming from their oft-pretentious attitude.

In 1980 loannou publishes Ouodvoia 1980,693

in which he engages in a
discussion about the Square, giving what was correctly indicated on the back cover

of the book as a «vtokovpévto emoxnG KaL cuVAapa evOULOY.

The book explores the contemporary to loannou Square, demonstrating the

changes over time and emphasising Omonoia’s «pvoTtiky (wﬁ»694

, responsible for
its bad reputation. The author admits that he is a «Bapwvag kat epactng ™¢

695

Ouovolag» and thus he discusses both the crowd and its «mowiAleg Ttwv

ochpdmoov»GgG and the place, believing that the former defines the latter and vice
versa. He makes reference to the «xageveiay, «AaikoU¢ OLUVOLKIOPOUGY, «AAIKA
OWENAY, «AovuTpar», «dnudcia ovpntplay of the Square, as the best scenery for its
mystic life and the «tumoAoyia Tov Aaikov» to unravel. When discussing the crowd
of Omonoia, loannou makes special reference to the Square as a cruising
homosexual area: «Befaia, To @awvopevo mov eival mePLOCATEPO CUVEESEUEVO OTN
ovveldnon Tou KOopovu, pe TNV Opovola, sivalt 1 gpwtikny avalntnon, Wiwg n

OHO@PUAOPIAT EPWTIKN avoc(r']rncn».697

692Cavafy, The Collected Poems, 6.
693Yorgos loannou, Oudvoia 1980 (Athens: Kedros, 197).

694Ioannou, Oudvoia, 14.
695Ioannou, Oudvoia, 28.

696|0annou, Oudvoia, 26.

697Ioannou, Oudvoia, 28.



273

loannou disagrees with this established conviction about Omonoia, since,
according to him, homosexuals just constitute another part of the crowd and are

«@EUN 0UXOL»698

regardless of what society believes. Later on, he praises the group
by pointing out that the rest of the people follow at a later stage their way of dressing

up, even though at the beginning they condemned it.

Omonoia, according to loannou, offers a place where people co-exist. All sorts
of people are met in the Square, spending their time there, or passing by;

heterosexual and homosexual, policemen and criminalngg, Athenians, foreigners
and provincials, bourgeois and working- class people. The Square acts, first, in a

unifying manner, uniting the opposites.
As Pateridou argues:

H Opdvola emALyETAL YA TNV QVAYVWPLCLHOTNTA TNG WG XWPOG OTIOV TO AXiKO EMISPAEL
0TO QOTIKO QVOLXTO TOTO KAl avaouvBetel Tn Soun Touv Kat avoAoyia pe T
@UoLOYVw i Tov (5lov Tov £pyou, TToU BETEL TNV EMAPXLAKT] TOU SLAGTOCT EPWTIUATIKA
QTEVAVTL OTNV AOTIKY, TOALTIKY Te(oypa@io aAAd Kot evpUTEPA ATIEVAVTL OTIG CAPELS

KaTnyoplomou 08Lg.700

The fact that in this place the contraries co-exist does not mean by any means
that they blend. Each above mentioned group of people views Omonoia through a
different prism, which has to do with its own characteristics. Therefore, in terms of

class:

698|0annovu, Oudvoia, 28.

699)0annou, Oudvoia, 58. What loannou gives here in terms of social classes (lower Vs
upper classes). Ritsos gives it in terms of sexuality (homoeroticism Vs heterosexuality):
«atl, Tpemel va EEPELS TTwG, KATIOTE, ATt Lo KAELSapATPUTIA, UTTOPE(S va Seig dgofa
0AOYULVOV TOV £pWTA, TTWG ATO LAV EAGXLOTN TPUTIA PUANKTG PTTOPELG VA §E1G 0OAOKAT|PO TOV

ovpavoH».

7OOGeorgia Pateridou, «H emiBupia tov Aaikov: n mepimtwon tov I'wpyov Iwdavvou,» Outopia
90 (2010):162.
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(...) uéoa amo éva @Tnvo Eevodoyeio TnG Opdvolag, OOV SLAUEVELS UE SLAPOPOVS AikoVG
TUTIOVG, 1 Kivnom ¢ TAaTelog @avTtaleL TOAD TTEPLOCOTEPO

OTIOKPUTITOYPUPTHEVT] OTA LATLA GOV KAL EVOL |PEUT KAL (PTWYLKT, AKOUX KoL TIATKTLKN
TIG YIOPTES Kal TIG VUXTEG. Ev dtav katefaivels amd to kaAoBaApévo oTitL 6ov, OAx €60

G0L @aivovTal HUGTNPLWEN KAl OKANPA Kal VTIOTITA. 701

Secondly, the Square is a means to cleanse and heal one’s soul, a veritable

«l]JUXOBEpO(T[EUTI’]pLO».702 loannou explains that if someone is tired of the hypocritical
manner of the upper classes and wants to be atoned and purified, Omonoia appears to

be both the purgatory and the truth. Omonoia constitutes:

AvtiSoto (...) evavtiov maong Se€lwoews o€ COAOVIX ATIAOTPATITOVTA, UE TTOAVEAQLOUG,
XOAL&, TOVOAELTEG KUPLWV KOl OTPLUUEVA OTOUATH 1| EVAVTIWV OLKOYEVELAK®V £0PTWV,
OTIOU 1 TACTPA, N CWEPOCUVN KAl 1 NOKOTNTA Tov emedeliav SLAPOPES TAALEG
TAAOUVKOTINSNXTPES TAV AVEL TIPONYOUHEVOU (...) — aTd OAX QUTH, AOLTIOV, AKOU KoL JE
Ta povxa ekeiva, @Uye Opopéws, E£@uye, kKal €Aa €60 VA TAATOOVPIOELS KAl VX
gvuxaplotnBeic. Oa deig, AAAWOTE, Kal AAAovg opolomabels cov va kata@Bavouv- autol
HAALOTO VX XWVOVTOL OE KATAYWYLA 1] O€ GLVE KATAYWYLA, OTIOV €6V SV PTIAIVELG. Agv Aéw
VoL UMV Tag oTIS VPNAEG KOWWVIKEG eKSNAWOELS, Vo TAG, AAA& HETA Tpée €8w va

EemAvBelg pe el81kn Adom, kadd Ba cov wéver./03

Cavafy, Christianopoulos and loannou choose their settings with great
attention, in order to serve their goals. Omonoia and Vardar Square have similar
functions. Both constitute cruising areas, with strong homosexual presence and
connections with prostitution. Moreover, these areas are representative of what
Cavafy, Christianopoulos and loannou would describe as «Aaik6». These areas
function as a «Aaik6g mpouaxwvag», from which bourgeois or aristocracy pass by,
without achieving to corrupt its character. The same function is ascribed to

«Koeveloy, «Aaikd owepd» and «Aovtpda», where “ol tamevoi, akaBaptol xwpot ivat

701 loannou, Oudvoua, 132.
70219annou, Oudvoia, 133-134.

703)0annou, Oudvoia, 133-134.
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oav va amokaBaipovtal alcONTIK& aAAG Kot N0Ka, Yot oteyd{ovy yviola alobnipata Kot
OUVEUPEDELG  EVAVTIAL OTOVG KAOWOTPEMIONOUS Kal oTl§ evalwcOnoieg”. ocav va
amokaBailpovtal aobnTikd aAAd kat Nk, ywtli oteyalouv yviola aobnuato Kot

OUVEVPEDELG EVAVTLA 0TOVG KADWOTPETIOROVS KL OTIG sualoenoisg".704

704 pateridou, «H emtBuuia Tov Aaixov: n mepimtwon tov I'wpyov lwdavvou,» 163.
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Conclusions

When it comes to the eroticisation of the working class, Christianopoulos and
loannou are consciously post-Cavafian. They show a preference for lower classes
and especially the working class, the favoured one in their work, and their object of

erotic exaltation and admiration. As Pieris notes, «otov Kafagn n kowwvikn

amofAeym elvat Evtovn Kot 8880ué\m».705 This is obvious both in the Cavafian poems
which are set in the contemporary world, and in those set in the ancient world, being
more extreme in his unfinished poems, justifying even crime, because he is

«OPYLOUEVOG LE TO KOLVWVIKO KAl OLKOVOULKO 0V0TN ua».706

When it comes to Pieris’s statement that «Ztov KaBan €xovpe éva mepiepyo

«Ta&LKO HIO0G» Yl TOVG 1'[7\01')0'LOU§»,707 | would like to comment that Cavafy’s hatred
can be directly seen only throughout the 1908 note and his unfinished poems that |
discussed in this chapter and not generally in his poetry. In this vein, Cavafy’s note
and unfinished poems come closer to the writings of Christianopoulos and loannou
and promote the existence of an ‘underclass’, which is also apparent in

Christianopoulos and loannou, mainly in terms of prostitution.

Cavafy’s poetry embraces two kinds of relationships: same-class and different-
class relationships. What is really interesting is when one social class tries somehow
to enter another one, what | gave in this section with the term ‘class - crossing’. In the
cases of different class relationships, authority and power can be exerted by the
individual of the lower class over the individual of the upper class (as in «H appwotix
tov Kleitou», «Méoa ota kamnAewa», etc.). These relationships can lead to
catastrophe, as well as the same class relationships, which do not succeed because
of «BloTikég avaykes», economic problems (as in «Ilpwv Toug aAAGEeL 0 xpdvogy, «Qpaia

AovdoVdia kL doTpa wg Taipladav toAv»). For a better life, lower-class protagonists are

705 Michalis Pieris, «Epwg¢ xat e€ovaia: Kafaeng, EAOTne», Nea Estia 1812 (2008): 1098.
706 pigris, «Epwg kat ovaia: KaPagpng, EAUTne», 1099.

707 pieris, «Epwg kat éovoia: KaPapng, EAUTnG», 1098.
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forced to separate, to emigrate, to choose a richer partner, to be thrown into
prostitution. In the cases of Christianopoulos and loannou, the class-crossings appear
to be more limited, mainly because their writings are almost completely oriented and
dedicated to lower classes.

My interpretation, as given in this chapter, aims at showing Cavafy’s innovation
in sketching several cases of homosexual love, with protagonists from contemporary
and ancient times, in contradistinction to Christianopoulos and loannou. If we
compare Christianopoulos’s most recent poetic collection «I[lapd&evo mov Bplokel To
Koupaylo kL avBile» (2010) with his previous ones, we come to the conclusion that,
roughly speaking, Christianopoulos makes use of the same homosexual patterns,
because he believes in their significance in the corpus of his work. Until Katamaktr
(1982) loannou, both in his poetry and prose, cultivates the same moderate stance. It

708

is in Katamaktny and in specific short stories like «Bpepwv koiteg» that a more

provocative loannou reveals, with a new writing which he did not live to develop.

Homosexuality in Cavafy transcends social class, since it constitutes for the
poet an elevating feature, ascribed with nobility and decency («laon Tagog», «Advn
Tagog», etc.):

['a tov KaBdaen, n néoviy Tou amoppéel amd TOV OHOQUAOPUALIKO £pWTA GUVSEETAL

opyavika pe tnv Téxvn. Kata v avtidinym tov Kafaemn, o opo@uAo@Aikos £EpwTas katn

TEXVN UTOPOVV, OTNV KAAVTEPT TEPITTWOMN, va EE@UYOUV aTd TIG SUVAUELS TTOU SLETTOVV

™mv kowwvia, v otopia kat ™ @Von. O OHOPUAOEPUAIKOG £pWTAG, OTWG KAl 1)

TEYVN, elval «a@UOoLKOG» Kol «Ayovog»,  e@oOcov 8ev  obdnyel ot Blodoywkn

avamapaywyn. Ot «toAunpoi», «Suvatoi» otiyol eival amoppola Tng CLVELSTHS Kot

emipovng TPOKANoNG evavTiov TNG VOGS KAl TNG KOWVWVIAG HECH ATIO TNV ATIOQUYT KAOE

£PWTA «TNG pourivag».mg

This is the case with Christianopoulos and loannou too. The choice of humble
settings («Aaika xoa@eveia», «Aaikol ovvolklopoi», «Aovtpd»), as well as the
employment of Omonoia and Vardar Square, as explained above, contributes to this
purpose, since they locate, first of all, the existence of class boundaries, to eliminate

them, later on, and give the chance for class - crossing to take place.

708Ioannou, Katamaxth, 43-47.

709Mackl’idge, Peter. «Epwg, Téxvn kot ayopd otnv moinomn tov Kafden», Molyvdo-kondylo-
peleketes 6 (1998-9): 71-72.
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Conclusions of the Thesis

My three selected themes have sought to bring out some recurrent
preoccupations in the homoerotic dimension of Cavafy which are elaborated by his
successors. Putting their writings together and discussing them in association with the
homoerotic work of Cavafy, brings to the fore an important side of the Cavafian

legacy.

In Chapter 1, ‘The appropriation of ancient Greek Eros’, | endeavoured to
discuss some key cases of Modern Greek appropriation of the ancient past: Cavafy,
Sikelianos and loannou, as three major representatives of modern Greek literature
who exploit ancient Greek literature as an ally and a medium, with the aid of Cavafy,
consciously differentiate themselves and provide traces of their own modern Greek
voice. Plato and his well-known ideology around Eros, especially in his Symposium
and Phaedrus, along with the Palatine Anthology, are the key reference points for
such Modern Greek writers concerned with homoeroticism. Cavafy employs Plato,
implicitly and explicitly, to a greater extent than Rena Zamarou delineates in her
monograph, and does so following two antithetical yet complementary directions, a
feature which is obvious only through the prism of Greek homoerotic tradition;
namely, as a conscious reaction to the ancient Greek poet and as an ally from the

past, someone that has been misunderstood.

In the case of Sikelianos, based on a new suggestion for interpretation
of the poem «Ilavtapxne», | followed the poet’s imposed lens of reading on the
reader and | concluded that, even though the poet was inclining towards it and hinting
at it, no scholar to my knowledge has clearly stated it hitherto: the ‘queer’ Sikelianos is
a topic for further discussion. The discussion of the chapter finishes with the case of
loannou, whose interpretation was drawn from several different genres of his writings:
poetry, prose and translation. As opposed to the homoerotic line followed by Cavafy
and Sikelianos, | argue in my chapter that we can characterise loannou as an anti-
Platonic writer, using the erotic poems of the Palatine Anthology for reference. Taking
it a step further, if | am allowed to use a broad generalisation which could be applied
in the case of Modern Greek literature too, | support that the Modern Greek
homoerotic voice in literature is divided into two broad categories that are represented

through the selection of the writers endorsed in my chapter: Cavafy and Sikelianos
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represent the older line which at the same time incorporates traces of the most recent
and up-to-date line, an interpretative path which falls under the umbrella literary term
of Platonic Aestheticism, whereas the more recent approach of loannou falls within
the category of Epicurean Aestheticism.

In Chapter 2, ‘Homoeroticism and the Notion of Sin’, | undertake the
discussion of selected homosexually orientated writings by Cavafy, Lapathiotes,
Christianopoulos, loannou and Ritsos in conjuction with their religious feelings, as
they are defined by their deeply religious upbringing within Greek Orthodoxy. Even
though homoeroticism as associated with religion is a topic extensively referred to in
scholarly research worldwide, in Greece there is a lack of scholarly analysis
regarding the ways that Modern Greek literature captures key elements of
homoeroticism and religion. In order to discuss this broad topic, | employ the
conceptual framework of ‘confession’, as connected with sacramental confession

and the imperative need for the writers to express themselves.

In this chapter | place emphasis on the redemptive function of literature, which
| associate with a procedure of ‘coming-out of the closet’ which is imposed by the
institution — among others — of the Greek Orthodox Church. The feelings of exclusion
and rejection that the protagonists of the writers experience constitutethe enactment
of a liberating act which is the process of writing. | studiy the Church-as-closet
scheme and the ‘textual closet’, whereas | envisage the protagonists of the writings |
discuss as ‘closet cases’, which are both hiding and showcasing the secret life of
homoeroticism. | define confessional literature as the literature which aims at
revealing and bringing to the fore one’s authentic self and inner true identity, and
define as such all the selected writings of the writers | dicsuss, regardless of the
literary genre to which they belong : confessional literature becomes their unifying
genre. Consequently, confession appears to be a literary sub-genre of autobiography
and also a technique that the Greek writers | discuss employ in order to create

literature.

The selection of writings that | discuss, covering the period from the late
nineteenth century to today, bring to the fore more continuity than change in the

tension between Orthodoxy and homoeroticism. Notwithstanding, throughout this
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writing period two different stances are contrasted and two writing directions are
observed: Cavafy and Lapathiotes incorporated into their works protagonists who
are brimful with dilemmas and considerations, which emerge from the constant
tension created by the two ‘social roles’ of being a Christian and a homosexual.
This source of anxiety, guilt and ‘shame’, does not achieve to eliminate either of
these social roles, but it definitely causes a sort of crisis for the definition of the
protagonists’ identity. In the case of Lapathiotes, this feature is very powerful, since
his troubled relationship with Christianity seems to define his poetry. On the other
hand, Ritsos and Christianopoulos add these two naturally antithetic aspects of
one’s personality into their work: homoeroticism and Christianity. On the other

hand, loannou tips the balance far against the Church in his writings.

In the third and last broad theme covered by my thesis, in Chapter 3, | explore
the interaction of social class with homoeroticism in selected writings of Cavafy,
Christianopoulos and loannou and conclude that the working class features most in
their writings and thus constitutes the Modern Greek writers’ favoured class. | bring
into question why this is the case and through interpretation of extracts both in poetry
and prose | conclude that this is not irrelevant to the fact that all the writers discussed
in my chapter belong to the middle class and appear to have a certain considerable
amount of antipathy for people coming from the upper classes, to whom they,
stereotypically, attribute pretentious attitudes. Moreover, their protagonists appear to
have a common target, which is to enter the world of working class men and boys.

Cavafy, Christianopoulos and loannou shared an inner conviction that a
person’s purification is accomplished and achieved through the struggles one
experiences throughout their life. The struggles and hard life of working class people
were compared — most overtly by Christianopoulos- with the struggles and hard life
of homosexuals within a heteronormative society. The aim of the Modern Greek
writers | discuss was to reveal the hardships of these people. It was admittedly
interesting that the working class came first in terms of value, honesty and
authenticity, whereas the people of the upper classes, with their hypocrisy and
pretentious attitude, end up on the bottom of the same scale. Furthermore, Modern
Greek homoerotic literature does not escape the sexual stereotype that the working
class is the sexually ideal class because of the men’s exquisitely muscular, strong

and dirty bodies, deeply ascribed with a virgin touch of pure masculinity. As such,
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they constitute the ultimate erotic ‘objects’, the ultimate sources for admiration and
exaltation of the senses. They are presented in the writings of the writers | discussas
a special group of people, the ‘elite’, a precious cast of people, which is closed and
can be entered only by the initiated. It was obvious in my chapter that the
protagonists of the writings actually desired to become members of this special and
superior group, and they were prepared to be subordinated and dominated to this
end: sexual exaltation was the result of and the reason behind this willingness for
domination. Analogous with the acknowledged term of ‘gender-crossing’ in queer
theory, dwelling on games of Power and Authority, | employ the term ‘class-crossing’
to denote how homosexual love can rise above social class and enable crossing
between classes, both up and down, also based on the concept of hemegomic
masculinities. While in some cases boundaries can be flexible and even eliminated,
they can also prove impermeable. | discuss social class as associated with
homoeroticism having in mind this great common feature between the Modern Greek
literary representations of social class within homoeroticism and vice versa, which |
term in my chapter as ‘interchangeability’, as also extracted from the theories of
hegemonic masculinties. | defined interchangeability as the ability of authority and
power to be exerted by the individual of the lower class over the individual of the
upper class and vice versa. In Cavafian poetry | encounter many cases of class-
crossing. Notwithstanding, in the writings of Christianopoulos and loannou such
scenarios were not widely present, because their writings are almost completely
orientated and dedicated to the lower classes. This is a different stance by the
writers, which show that the successors of Cavafy do not blindly imitate him, but
elaborate on his points creatively.

Through a careful examination of Christianopoulos and loannou as
consciously post-Cavafian, the chapter concludes with a further specification of
Cavafy’s pioneering innovation, as far as the direction of his social glance is
concerned. | demonstrate that this «xowwvikr anopAsym», as Pieris terms it, occurs
both in the Cavafian poems set in the contemporary world and in the ancient world,
being more extreme in his unfinished poems, where Cavafy comes across as an
antinomian, even justifying crime. On the other hand, my chapter proves Cavafy to

be the innovator and pioneer of what Pateridou has described as the «tuvmoAoyia
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Tou Aaikov», which Christianopoulos and loannou follow and build on. The term
«Aaikoc» in the corpus of Cavafy is not ascribed with the leftist connotations it
acquired later on in the writings of the other two writers. Yet, in Cavafy, we come
across the first traces of a taxonomy which has at its lower level the poor and simple
people: «Aaikog» as in «tov Aaov». At the same time, Cavafy begins delineating
hatred towards people of the upper classes which can be identified mostly in his
1908 note and in his unfinished poems, which his followers bring to the fore to a
greater extent. Taking it a step further, the three writers, with Cavafy again as the
starting point, bring to the fore the antipoetic existence of an ‘underclass’, strongly
apparent also in terms of prostitution. Despite the brave attempts of Christianopoulos
and loannou to suppress their ‘master, as the chapter concludes, Cavafy’s
delineation of same and different class relationships reveals his ability in sketching
several cases of homosexual love, in contradiction to Christianopoulos and loannou.
This variety of scenarios leads me to the conclusion that, in Cavafy, homoeroticism
transcends social class, but only temporarily.

*kk

Undoubtedly, a thesis which includes the name of Cavafy in its title faces the
high possibility of being considered as a repetition and reiteration of important
observations and arguments already made. This impression has definitely increased
since the year 2013 which was officially declared as a celebratory year of Cavafy
and, therefore, has marked the production, publication and circulation of a
considerable amount of Cavafian studies, offering different prisms of discussion and
interpretation. In commenting on Cavafy’s wide acknowledgement and spreading

abroad worldwide interest around his name and his work, Papanikolaou argues:

Moadel Atyakt oav 1 emox] Twv Kafa@otwy va Exel TEAELWOEL, KoL VA EXOVIE TTAEOV UTIEL
otV emoxn Twv .. Cavafistas. Kat evow pe autd o6TL €vag SeBvngmoAv@wvikog,
TIOAVTIPLOUATIKOG KAl olyovupa opo@uAd@iiog Kafdeng yivetal avtikeipevo oulntmong,
Bavpaopol kat avadnuovpylag, cUYKpLoNG He AAAOUG KOAALTEXVES ToU 2000 alwva Kol
SuvaplKkng avayvwong, W évav TPOTIO IOV EETTEPVA TN OTATIKY EK600T] TWV KEILEVWY TOU,

1] TOUG LKPOPIAOAOYIKOUG KABYASES YLIOL TO UNKOG TWV OTiXWV tov.”10

710 Papanikolaou, «Zav Kk’ gpéva kapwuévor», 38.
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Cavafistas, therefore, can be also considered the writers and other artists —
and that includes Greek writers —who dared to enter a creative dialogue with him.
Modern Greek homoerotic literature appears to be a ‘committed’ literature, with
specific purposes to serve. The biggest contribution and simultaneously constituting
component of the Cavafian legacy in Greek literature is the calling and the demand
for solidarity among the writers occupied with homoerotic writings, on the road of
promoting homoerotic expression and, through this, homoerotic rights, by arming a
Regiment: the Regiment of Pleasure. The careful choice and combination of my
three thematic chapters and the specific homoerotic feelings into which they delve,
have brought to the fore and reinforced this element of solidarity, which is a
paramount unifying feature in my chosen corpus. The three types of homoerotic and
homosocial feelings that | analyse in my thesis form a conscious voice of reaction

towards the bourgeois society and its culture, its restrictions and its prejudices.
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