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Ancient Greek poets such as Alcaeus and Sappho, and later Crinagoras, took on through
Elytis® poetry a new literary significance, thanks to his personal reconstruction of
fragments and the epigram respectively.

The technique of reconstruction from fragments or restoring epigrams is not
unconnected with the type of so-called “prismatic expression’ used by Elytis in the
creation of his own poetry: a prism’s polyhedral and crystalline form allows for the
coexistence of facets significant in themselves, but which, when arranged in a new
composition, create a new and harmonious entity.
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Odysseus Elytis turned to the ancient poets, as has been remarked, out of a sort of
‘elective affinity’.! Elytis never concealed his admiration for Greek poets of the seventh
and sixth centuries BC, especially those from his ancestral Lesbos, such as Alcaeus,
Sappho and later Crinagoras, or Terpander from Antissa (another small town on
Lesbos), and Archilochus from Paros:>

Personally, as a lyric poet, I cannot but reflect with emotion that the art I make
was born here, in the bed of the Aegean; and I may say on the soil of my
homeland, if we take into account that Sappho in Lesbos, and Archilochus in
Paros, were the first in the whole of the West to take poetry away from the
epos and the myths of the gods; they tried to express their feelings and their
inner world for the first time.’

Elytis makes a bold statement here: lyric poetry was born in the cradle of the Aegean,
and remembering it is a sign of respect and reverence, just as the epic poets themselves

1 So G. Dallas, “Elitis e la lirica antica. Un dialogo intralinguistico’, in P. M. Minucci and C. Bintoudis
(eds.), Odisseas Elitis. Un europeo per meta, (Rome 2010) 135-49.

2 Ibid. 135-6.

3 O. Elytis, Avrompoowroypapio 6¢ Léyo mpopopucd (Athens 2000) 27.
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expressed their heroes’ devotion to the gods. For Elytis, needless to say, the Aegean is the
authentic divinity, synonymous with lyric poetry itself, and not by mere convention. As
he wrote in 1984:

Historians have spoken of an extraordinarily rich and refined way of life that
developed on Lesbos in the seventh and sixth centuries BC. An amalgam of
free customs and habits according to patterns of worship in which nature and
love held a privileged place. If we add that, in the opposite hinterland of Asia,
not so far away after all, there was Lydia, with Sardis, famous for its make-up
and women’s clothing, one can understand how close to the Paris of the time
the women of Mytilene could even speak as Sappho did. Surely her house
bore some resemblance to the ‘literary salons’ of pre-war Europe.*

A distinctive personal connection links Elytis’ life and poetry to Mytilene and the
island of Lesbos as a whole.” His interest in this land is readily seen in terms of a
symbolic perception, related to a sort of poetic consecration:®

There is no other place in the world where the Sun and the Moon coexist,
reigning together so harmoniously, dividing their power so impartially, as in
this part of the earth where once, who knows in what inconceivable times,
some god, for his own pleasure, pulled it off like a plane tree leaf and blew it
right into the middle of the sea. I speak of the island which later, once
inhabited, had the name ‘Lesbos’ and whose position, as we see it marked on
maps, seems to bear little correspondence to reality.”

Through an intangible spirit common to the poets of Lesbos, and not only
geographically, one can grasp profound affinities between them and the poetic
sensibility of Elytis. Alcaeus and Sappho, and later Crinagoras too, took on through
Elytis’ poetry a new significance — even, it may be said of the two last, a new existence
— thanks to Elytis’ imaginative reconstruction of the fragments of the one and the
epigrams of the other.

The technique of reconstructing fragments or restoring epigrams is not unconnected
with the notion of ‘prismatic expression’ outlined in an essay from 1964. The polyhedral

4 Elytis, ‘Td pukpa &yihov’, in Ev levk@ (Athens 2006) 218-19 (= Id., Zarpd dvacivleon kai dnddoon
[Athens 2004] 12-13; Italian translation: Odysseas Elytis, Le poesie di Saffo, ed. C. Luciani (Rome 2008)
13-14. It is possible that Elytis was hinting at the lesbian circle in Paris of the American writer Natalie
Clifford Barney (1876-1972), which included Eveline (Eva) Palmer (1874-1952), later the first wife of
Angelos Sikelianos. Illuminating on the relationship is their correspondence: Ipéuuaro e Edog Palmer
Zceliovod oty Natalie Clifford Barney, ed. L. Papadaki (Athens 1995).

5 Elytis states eloquently that every time he went to Mytilene he felt that in each olive leaf lay his identity:
Abromposwroypopio, 9-10.

6  See also the remarks of G. Zaccagni, ‘Lesbo ed Elitis. “Ta tékva tng Awodidag”. Un immaginario albero
genealogico’, in Minucci and Bintoudis, Odisseas Elitis 281-8.

7 Elytis, “O {oypdepog @coprog’ (wr. 1967), Avoryra Xopric (Athens 1982) 255-316 (257).
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and crystalline form of a prism allows the coexistence of facets that are significant in
themselves, but which, when arranged in a new composition, create a new and
harmonious entity. The poet writes:

A poet’s value consists not only in seeking out rare and unexpected images, but
also in knowing how to place them in the substance of a poem in such a manner
that none of the brightness of these images gets lost in the process.®

Thus, the concept of the ‘prismatic’, hinted as in 1964 in an essay with regard to the
long poem To Aéiov Eoti (Dignum est),” comes to impose itself more consistently in the
essay on Romanos the Melodist, conceived in 1975, when Elytis’ Sappho project was
still at an early stage. Poetic expression, as Elytis describes it, can be divided into

N

‘prismatic expression’ (rpicpotikny Ekepaot) or ‘flat expression’ (éninedn Exppaon):

Greek poetry was born with certain distinctive traits. Its texts — its words — are
never on the same level: they oscillate (kvpatodvrat), as Romanos would say.
Even in the epic, a narrative genre in itself, Homer is the first to give an
example of how to avoid flat expression. His rhapsodies are organized
around prominent clusters, which subsequently constitute the ensemble.
These nuclei are not necessarily ‘images’: they are expressive units that radiate
autonomously, in which the nexus of the signifier coincides with that given
signified, to the point that in the end it is not possible to know whether the
charm comes from what the poet says or from the way he says it."°

He goes on to claim that, in the light of such an approach, poetic discourse takes on a
‘prismatic’ character and that poems with this characteristic

have an impact on the reader not only in their entirety, but also in sections, in
pieces, thanks to these prominences, these crystals in which the sharpness of
the spirit culminates. These are expressions in which the minerals of language
and imagistic iconic elements come together, and in which the formulation of
a truth is also the awakening of a world that can be assimilated by the
receptivity of our imagination.'’

Elytis invokes Homer to explain this idea of homogeneous composition, based on
the use of phrasal elements and images taken, so to speak, from within Greek poetry.
The mention of Homer is to be understood not only as an allusion to epic poetry (as a

8  Elytis, Avoyyra Xapuda, 88.

9  Elytis, ‘Tloinon kai povown’, Embedpnon Téxvng 20 (1964) 337-40 (339).

10 O. Elytis, “O Popoavog 6 Mehodog’ (wr. 1975) in Ev Aevxd (Athens 2006) 49-50; see E. Koutrianou, “H
avachvheon kol Anddocn TOV TompaToV g Zomeods kal 1 Tom Tk T0d ‘Odvocéa EAO’, Emotnuoviky Enctypic
tijic Prlocopikiic Xyolijs tob Havemotnuiov Apvav 36 (2004-2005) 439-49 (446); also D. Connolly, ‘Sull’
espressione poetica. Elitis ‘In bianco’, and M. Cazzulo, ‘Tra significato e significante. L’ onomatopea nelle
poesia di Elitis’, in Minucci and Bintoudis, Odisseas Elitis, 77-88 and 109-18 respectively.

11  Elytis, “O Popovog 6 Mehoddg’, 50.
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source in part of lyric poetry) but in a broad symbolic sense to convey the significance and
value of the linguistic code adopted, the Greek language:

Tr yYAdoca pod Edmcav EAANVIKY-
10 OTiTL PTOYIKO OTiG Appovdieg Tod Ounpov...

Movdyn &yvotla 1| YAOGG0, pov otig dppovdiég Tod Ounpov...

(‘Greek the language 1 was given; / poor the house on Homer’s shores. / Language my
only care on Homer’s shores’), as the poet famously says in his Axion Esti (Passion, II).
In this respect we should consider the enhancement of the idea of the fragment, not as

a mere relic to be preserved — or worse, to be venerated — but as a vital element to be
grafted, to be re-composed, in the confidence that the various fragments will give rise
to new, equally effective phono-semantic images through intra-lingual translation. On
an iconographic level, this has an affinity with Elytis’ predilection for collage, which
shares the same technique of recomposing fragments.'* Elytis himself clarifies for the
reader of his Sappho the basic criteria for the re-composition of the ancient poems:'?

a) Thave not followed the classic arrangement of Sappho’s fragments in any way, since
my experimentation aimed at something different from philology.

b) Thave gone further: to the arbitrary linking of fragments, having as a rule the nature
of the content and the ultimate goal the creation of a new, albeit incomplete, poetic
nucleus.

¢) That is why it has often been necessary to change the verb tenses (from present to
imperfect or future etc.) or to introduce conjunctions (such as ‘and, ‘therefore’,
‘however’, ‘but’ etc.) without ever, as J. M. Edmonds once did or as Edith Mora
does today, filling the gaps with conjectural intermediate meanings.

d) T have eliminated capital letters and commas. I have limited myself to full stops,
dashes and exclamation marks. I also used an ornamental mark to indicate where
the lines or stanzas break off (for all those times when I was dealing with a poem
that has been preserved almost in its entirety).

e) After many attempts, I have found the solution of the narrow column to be
appropriate, both for the original text and for the translation. In doing so, of
course, the reader will find some difficulty in reading the text correctly, i.e.
according to the rhythm of the verses. But in spite of this, I have preferred to

12 In Elytis’ collages, the constituent elements, whether derived from photographs or works of art — where
colours, paintings, the sinuous bodies of girls and angels, the crests of sea waves and robes, statues and parts of
a temple, the whiteness of chalk, a verse by Sappho — are a musée imaginaire parallel to the images in his
poems. See N. Hatzikyriakos-Ghika, ‘O Exdmg xor n Loypagwky’, To Biuo 4/3/1990, and E. Kapsomenos
(ed.), Odvacéag EAbtng, o momtic kou o1 eldavirég moltiourés alieg (Athens 2000).

13 Elytis, Zarpwm, 163-4. For his translation of Sappho, Elytis made use of no fewer than eleven critical
studies and translations, in addition to the reference edition by E. Lobel and D.L. Page, Poetarum
Lesbiorum Fragmenta (Oxford 1963); see also 1. Loulakaki, ‘Toampd xor EAdmg, o HioPopog kot
TenvoPapwy’, Néa Eotia, [Apiépopo otov ‘Odvocéa EAom (1911-1996)] 1674-5 (1997) 567-75.
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achieve an emotional correspondence with the mysterious halo emanating from the
ancient columns and papyri, from the very difficulty of reading them; and at the same
time to free myself from the fragmented surface of the pages, so as to obtain an

impression of balance and unity”.'*

And whereas the fragment does not exist in the original text, in his adaptation then Elytis
purposely creates it from scratch, trying to emulate the already structured and compact
composition and recreating something new with the same original power.

This is why the methods of re-composition (dvacvvbeon) for Sappho’s fragments and
re-generation (pop@n oté veoehMnvikd) for Crinagoras’ epigrams by Elytis are so distinctive
in their personal adaptation of the ancient source material in both cases. As a
consequence, they merit special attention, more than that needed to appreciate the
attempts by Edmonds, Mora, and others at reconstructing the sense of Sappho’s fragments
through their own interventions. It is clear, after all, that the ‘versions’ (let us remain on
neutral ground with this generic term, though it is never used by Elytis) are an expression
of his sensibility, which leads to join in a dialogue as an equal with the original text.

When tracing some of the dynamics that would later lead to the structuring of Elytis’
Crinagoras, one must take into account Elytis’ cultural approach to ancient authors — that
is, the lens through which he searches for patterns. Ancient Greek authors are very
frequently referred to in his work (poetry and prose alike), with a predilection above
all for Sappho.'> Among those interlocutors who have contributed to the construction
of Elytis’ personal mythology it is useful to recall the significance, beside Homer,
Pindar, Aeschylus, and Sophocles, of authors extant only in largely fragmentary form

(1%

such as Archilochus and Heraclitus: see the catalogue in the section “Otto ti¢ &patar”
(O 1a&dwtikog oaxog) in ‘O wkrpog vavrilog (1985). Yet there is no trace here of
Crinagoras, to whom Elytis comes to pay distinctive attention.

Crinagoras (b. Mytilene ca. 70 BC, d. Rome after AD 11, probably ca. AD 18) was
the author of some fifty surviving epigrams written in a refined style and included in the
famous Corona (Xtégavog) of Philip of Thessalonica (first century AD), an anthology
of poems that appeared during the reign of Caligula or Nero as a successor to the
prestigious anthology by Meleager in the first century BC. All of Crinagoras’ epigrams
can be dated to the reigns of Augustus and Tiberius. He must have been an influential
figure in his home town: inscriptions document his participation in various embassies
abroad. In 48-47 BC and 45 he was in Rome (cf. IG XII 35a; 35b), in order to
redefine the political status of his island, and twenty years later, in 26-25 BC, we find
him on another mission to Tarragona in Spain (cf. IG XII 35¢). He was particularly
appreciated in Rome, where he had moved under Augustus, becoming part of the
circle of favourites of Octavia Minor, Augustus’ sister, and establishing close relations

14  Elytis, Zanpd, 163-5.

15 For an understanding of antiquity in Elytis a basic starting point is D. L. lakov, H apyatoyvwsia tov
Odvocéo E)bty kar éAdeg veoedinvirée doxiués (Thessaloniki 2000).
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with the imperial family. To Augustus’ nephew, Marcus Claudius Marcellus (42-23 BC),
he sent a copy of a work by Callimachus of Cyrene, while to Antonia Minor he offered
five books of lyrics. Each gift was accompanied by a ‘note’, stating that the poet expected
nothing in return, for this was a spontaneous homage expressed in the name of an
exchange between lovers of Greek literature, with no constraints of ‘courtesy’ between
the poet and his patron.'® In all probability his literary otium did not coexist with his
political and diplomatic activity, but occurred later.

Crinagoras’ epigrams have their charm, to which variety of theme and, especially,
refinement of style contribute. The poem on winter roses for the birthday of a young
woman destined for marriage; the gift of a copy of Callimachus’ Hecale to Marcellus;
a reflection on the lunar eclipse in conjunction with the death of Cleopatra Selene; the
epitaph for Imnides, daughter of Evander; the ironic poem about the escape of a
parrot that had been taught to greet Caesar Augustus; the celebration of Emperor
Tiberius’ victories from Armenia to Germany; a lament for Corinth (destroyed by
Mummius in 146 BC); the horrific image of an abandoned skull as symbol of the
transience of life — all these and more constitute the varied subject matter of his collection.

Elytis’ popen oto véa &invikd (the term emphasizing a project of intralingual
translation) is preceded by a preface to Crinagoras (as had been the case with Sappho) in
which Elytis sets out the arguments for choosing this ‘minor’, yet in his field excellent,
poet of the Hellenistic-Roman period. It is also worth noting here the admission of a
debt to Cavafy’s 1920 poem, Néo: tijc Ziddvog (400 u.X.) (Young Men of Sidon, AD 400):

‘O 10o1o16g TV EPepav y1d Vi T00G S10oKESAGEL

amnyyele kol Pepkd EMtypaLLOTO EKAEKTOL.

[...]
Awpacnkav Meréaypog, kai Kpwvayodpog, kai Puavoc.

(The actor invited for their entertainment/recited a few choice epigrams. [. . .]
Meleager, Crinagoras and Rhianus were read.)

‘Meréaypog kai Kpwoyopag kai Pravog’ — this alchemical combination of sounds as in
other instances in his poetry, is perhaps what led Elytis to Crinagoras: Cavafy’s choice of
three epigrammists of modest value (with the possible exception of Meleager), is

16 Icite here only the most recent bibliography on Crinagoras, passing over older studies: The Epigrams of
Crinagoras of Mytilene, Introduction, Text, Commentary, ed. M. Ypsilanti (Oxford 2018) 1-52; Epitimbi
crinagorei. Tradizione, testo, temi degli epigrammi funerari di Crinagora, ed. C. Gandini (Nordhausen
2018) and her preliminary essay: Diplomatico e poeta. Crinagora di Mitilene nella Roma di Augusto
(Reggio Calabria 2015). For the relations of Greek poets with the Roman imperial court, see
I. Cogitore, *Crinagoras et les poétes de la Couronne de Philippe: la cour impériale romaine dans les yeux
des grecs’, in I. Savalli-Lestrade and 1. Cogitore (eds), Des rois au prince: pratiques du pouvoir
monarchique dans I'Orient bellénistique et romain (Ellug 2010) 258-259. Interesting in this respect are
some of Cavafy’s prose writings, including the essay “Ellgves Adyior év pouaixaic oixioag” (Greek men of
letters in Rome): K. P. Kavafis, To neld (1882; —1931), ed. M. Pieris (Athens 2003) 98-104, now also
available in K. Kavafis, Poesie e Prose, ed. R. Lavagnini and C. Luciani (Milan 2021) 1497-1509.
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justifiable, according to Elytis, solely for the magical-evocative value perceived in the
euphonic alchemy of the signifiers: ‘Ag oyetar o Kapdagng mov porovott dev eiva,
ovvBwc, avoytdg oe TETOoV €id0Vg gvouotnocieg, £ypoye TOV pHOYIKO — AEKTIKO OTiYO
“AtaPaotnay Meréaypog ko Kpwaydpag kot Provog”.”!”

However, Crinagoras is an expatriate poet, a court poet at Rome, by contrast with
Sappho who, it appears, never left Lesbos.'® The story of Crinagoras’ exile Tn\o6t
AéoPov (‘Far from Lesbos’), which so influenced Elytis’ sensibility, has been compared
to that of Kalvos, he too an emigré. For Elytis, Kalvos ‘seems to have banished from
himself every personal aspiration and sacrificed every ambition, showing that he
pursues but one goal: that of serving the patriotic love that burns within him to the
best of his ability’."”

But Elytis is too subjective in his judgements here: the exiled Kalvos was committed
to celebrating the freedom of his homeland from afar, but it is by no means clear that
Crinagoras too was nostalgic, even though he was away from Mytilene: on the
contrary, his high social rank allowed him to do without the support and protection of
the Roman aristocracy and he could have returned to his homeland whenever he
wished. He was not a recluse in Rome, nor does he appear to have had any binding
client relationships: “The poet was a man of action, often contemptuous of danger and
fully interested and involved in politics, as is proven by the three documented
ambassadorships’,” in one of which ‘he lost at least one of his companions’ (cf.
Epitaph to Seleucus 16 = AP 6.376) and ‘it is very likely that he made other journeys,
from Mytilene or Rome, as his initiation into the Eleusinian mysteries suggests’ (cf. 35
= AP 11.42). It has also been suggested that the poet spent time in Judaea at Herod’s
court.”! But the periodization, which is based on epigraphic evidence that records the
poet’s presence also in delegations to Julius Caesar in 48/47 and 44, is not always
clear. This does not mean that Crinagoras did not maintain a relationship with the
Roman court of Augustus, a relationship nourished by esteem, favours and rewards,
often reciprocated by the poetic celebration of the imperial family. His predilection for
epigrams, in which he seems to have excelled, so much so that he was included in the

17  Elytis, Ev Aevk@®, 267 (‘Blame Cavafy, who, although not usually open to such forms of sensitivity, has
written the magically expressive verse: Meleager, Crinagoras and Rhianus were read. And don’t tell me he
chose to mention these three because of the quality of their art!?’). Elytis’ attention to the rhythmic ductility
of language is analysed in L. Stefanou, “EAvtng. I'hdoco kai puOude’, Néa Eotia [Apiépopa otov Odvccio,
Extmn] 489-93.

18 J. S. Phillimore, ‘Crinagoras of Mytilene’, Dublin Review 139 (1906) 74-86 (79). According to the
classification of the Palatine Anthology, Crinagoras’ poems may be divided into: 2 Amatoria, 11
Dedicatoria, 13 Sepulcralia, 21 Demonstrativa, 1 Hortatorium, 1 Convivia or Irrisoria, and 4 further
Hortatoria transmitted by the Anthologia Planudea. A contrast with Sappho is that the only epigrams with
erotic content are actually an epistle (5.108) and one written in Italy to a woman named Gemella (5.119).
19 Elytis, Avoyytd yaptuid, 51 and 1. Loulakaki-Moore, Seferis and Elytis as Translators (Bern 2010) 272.
20 Ypsilanti, The Epigrams of Crinagoras, 9.

21 D. W. Roller, The Building Program of Herod the Great (Berkeley 1998) 62—63 with n. 74.
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famous Crown of Philip of Thessalonica, well known in Rome since the time of Nero, put
the poet in the best light with the imperial family.

Elytis’s ‘re-generation’ of the 52 epigrams by or attributed to Crinagoras appeared in
1987. (The term ‘re-generation’ is here used in preference to ‘translation’, which is
somewhat misleading in this context.) Between 1973 and 1976, Elytis had been
working on Giraudoux’s and Brecht’s and on his volume of translations Aettepn I pagin
(Second Draft). The Crinagoras volume followed the Sappho (1984), as we have seen,
but also the translation of the Apocalypse (1985). The narrow time lapse between one
publication and the next one suggests that Elytis, at this late stage of life, was devoting
himself in a way anything but desultory to an enterprise of translation or reworking. It
should not be forgotten that his relationship with the ancient poets ‘is to be
understood, rather than in terms of apprenticeship, as a relationship of elective affinity.’**

For the text and commentary notes on the epigrams of Crinagoras (1987), Elytis
bases himself solely on the edition of the Palatine Anthology (Les Belles Lettres,
published several times).”® Elytis’ transposition of the epigrams is based on an
absolutely subjective criterion, with a division into four sections that evidently diverges
from the division into seven sections (7, as we know, is one of the key numbers in
Elytis’ poetry) previously adopted for the reconstruction of Sappho’s fragments and is
obviously different from the Bellettrian edition of choice, as shown by the groups of
epigrams arranged in the following scheme:

Sections Books 1% ynfouévny ovv ppevi 2% iov &otalos 37 dyevatov §’ iketo 4% gvrodion dbdoieg
60wV wévhog
\% 119 108
VI 227,261,229, 100, 242,
253,232, 161, 350,
345, 244
il 633, 643, 638, 371, 741,
376, 628, 636, 645,
380, 401
IX 239, 545, 542, 513 429,514 276, 81,439,234 284, 560, 559, 555, 283,
235,516,430, 562,224,
291, 419
(X) XXXIV
XI 42
PL 199 273, 61, 40

As with the re-composition of Sappho’s fragments Elytis broke away from
traditional editorial criteria for Crinagoras as well, disarticulating the original epigram
structure of the poems and putting forward a surrealist text on the basis of a different
kind of elective affinity.>*

22 Dallas, ‘Elitis € la lirica antica’, 135.

23  Elytis, Crinagoras, 145. He has used Anthologie palatine, ed. P. Waltz, (Paris 1929-1972): Premiére
partie: t. I: Livre V (1929); t. lIl: Livre VI (1931); t. V: Livre VII (1941); t. VII: Livre IX. Epigrammes
1-358 (1957); t. VIIL: Livre IX. Epigrammes 359-827, (1974); t. X: Livre XI (1972). Deuxieme partie:
Anthologie de Planude, éd. et trad. R. Aubreton (Paris 1980).

24 Cfr. Dallas, “Elitis e la lirica antica’, 142.
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The key to the organization of the subject matter is broadly thematic: Section 1a: 15
poems dedicated to gifts, victories and happy events; Section 2a: 4 poems dedicated to
love; Section 3a: 17 poems dedicated to the theme of death and, finally, Section 4a: 16
poems dedicated to travel. These were amongst the favourite themes of Hellenistic-Roman
epigrams, different and more varied than those of their origins.

Crinagoras’ poetry, with its typical epic-lonian Greek, embraced an innovative
character. This extends, as scholars have observed, and as Elytis was perhaps aware, to
metrical experiments likewise.”> What is certain is that Elytis does not follow the
metrical scheme of the epigram and adopts his own personal measures to reproduce
what can be considered Crinagoras’ stylistic peculiarities. As Loulakaki-Moore has
observed: ‘In order to foreground what he takes to be the suppressed poetic gift of
Crinagoras, Elytis first and foremost aims at freeing him from the epigram’s formal
restrictions.”*® The layout of the text in the re-generation follows a subjective line with
interventions also at the graphic level: at the level of the macro-text, for example,
typographic spaces replace traditional punctuation or, at any rate, determine a rhythm
understood to be free of graphic impediments, in conformity with a presumed oral
execution, where silence between syntagm and syntagm is signified by empty spaces, as
is shown by the following examples:

Ed. Les Belles Lettres Original text in the typographical Elytis’ target text
presentation by Elytis
636 ol
ol
KPINATOPOY
Moysiy & pixap  ellle xaw" olpeog Séyvorantos wk ‘woas Spmore x by

Nowphv & pérap, 18 kat” olpeog Enpobhtevoy émpofdreuoy xiyd mompdy ToiT' & s i e ::::
cfiyd mownpby 100" dvd Aeuxélogov, v heumbhopoy  xpuols pTigo o a "uel avis mhayuds is yhocpds Tol Mp
epulc dmripo. ot EBAnyMuéva Balav, < d@hmudva Balay 7w Ba ou pé ThH domparh kopel otk spuipia
§ mucpfi Bépau vhjoxa mmédha e vioym mnBddaa & ® Tor = Pnpo,ﬂ'éplm.x ibimie PN Rk
&hyp. Touydp Bhuv tmoBévBiog: &ugl 3t tabny 5 g ® iy M v Sipltvaia, sk il iy
81vé e posbhous Etpoc Epopplonto dp BB brofibvbio;. @ dpl Bk < W Ehe s T Tysbviss sl 7ol wapafiol

o . . . . =& ol P
L Sl e Oivk e porfShons Edpos tpw w alvepra. plow ot mupoliaoss

Th whpars vk Boutixtd @ yuk vk Ppc

puloxso. 06 dvambvregm avdv ndro @ dnk gu
Fopavidivrasg & voruks vk pé Eefipdon o
[vir aaa) é Toiiro vé dapoyrhe.
560 A '
To0 aldtol. . )

‘Peyry maoiv Evoor ylovég  elte Ot % Odaoox ehenr Ok of dvépn =

“Punli) mtao@v Eveou yBovég, elte oe mévrov, o mévren  elt’ Gt odper el 76 wipx 600 Grdivouve Tod Wig Txpa

€17 dvépov alper felpa Twvagoduevoy, e s e (e e vist  oeiopé T gofepé b xile 7 ox

olela pou foev veotevyta® Selpa ydp olne v xbopo éToltoy i) of mapmeadd 6

Teugé el olimew &hho 16
o téoov yalng o8’ EhehiLopdvyg. s W R

orit pou T6 xavouptoyTiopive wiv T
S @ Mé oy dnifax otlogo g
7 8év EEaviytve moTég cétoix Tpopipa
[1x 560] wh auoprioet.

oov yalng olf’ Ehehlopéne.

25 Even his way of writing epigrams ‘set a school’ in his time, as Albin Lesky claims: Storia della letteratura
greca, vol. Il (Milan 1984) 1003. For Crinagoras’ style, see Ypsilanti, The Epigrams of Crinagoras, 14-30.
26 Loulakaki-Moore, Seferis and Elytis as Translators, 274-5.
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It is evident that the metrical form of the original elegiac couplet (hexameter +
pentameter) no longer made sense to Elytis, who treated the texts as fragments, as in
the different case of Sappho. The fragmentary character, which breaks all metrical
regularity, is prevalent, even dominant. Striking cases of typographical layout include,
the division of certain words (without employment of the hyphen) at line breaks is
justifiable; so too as is the presence of extra spacing or special symbols to exorbitant to
isolate a phrase.’

In general, Elytis prefers the way of free rendering over faithful transposition, and
apparently only respects the formal characteristics of the original, with all “its verse
returns (enjambments), possible hiatuses, expressive licence, syntactic disconnections,
and of course with the risk that the reader, who does not have the original before his
eyes, will attribute all these inconsistencies to the translator’s incapacity”.?®
Furthermore, one must also add the specific use of sounds and nouns, on which Elytis
has always been very scrupulous since his first experiments in Ilposavaroliouoi
(Orientations) in 1940.%°

Elytis’s focus on Crinagoras this poet takes place at several levels of expression. The
following examples will give us an idea, albeit an incomplete one. From a stylistic point of
view, for example, Elytis was deeply influenced by folk poetry,®® which contributed
decisively to the rendering of some of Crinagoras’ wording in perfect iambic
decapentasyllables (the dominant metre of folk poetry):

Bovepn povid kel ot@v Bacodv té Bpdyta pilopévn (ot”)
[pmtn otd kdAAn Tiig Bwpildg TpdTN 6T6 pécH TAODTOG
Qavelte N W oag Ehagpd ki 1 GAAN 6o yodqvn (kn”)
Maxkpta otod Neilov keitecon tig 6ybeg metapévog (Aa”)

bRl

oAV TPAOTN Y& THV OROPOLE Kai Tiig Kapdudg 16 mhodtog (1)

Elytis is faithful to the characteristics of the political verse itself, in which the two
hemistichs (of 8 + 7 syllables respectively) tend to be complementary in their semantic

27 It has been observed that a stylistic antecedent of the breaking off or dismemberment of verse, which
forces the reader into a mental operation of sewing together the hemistichs, is Cavafy’s’ poem Ev t( unvi
ABbp (In the month of Hathor); see Loulakaki-Moore, Seferis and Elytis as Translators, 276.

28 E.N. Moschou, ‘To petagppactixd £pyo tod ‘Odvocéa BAVT’, Néa Eotia (Agiépopo otov Odvccta EAvT,
1911-1996), 1674-5 (1997) 510-14 (511).

29 “To évdapépov 0D 'EAOT Y14 TV mopayoyn fixov kai Adyov kol ) dtomhokn T0d dvopbpov pé 16 Evapdpo
AoYo kol TdV Tixmv mol TapdyeL 1 @Oon pé ToLG fixovg Tov Tapdyel O dvBpwmog dramepvd OAOKANPN THV Toinon
10V Kai elvon Opotd {8 o100 Iposavaroiiauotc (1940)’, so M. Paschalis, “H momtiky tév kOpimv dvopdtov
otov EAOT (Kkai 1) koTayoyn Tod Aoyoteyvikod yevuddvopov tod nomti)’, Homuki 23 (2019) 97.

30 For Elytis’ debt to folk poetry, see S. Vrettos, ‘H Aaikf| napédoon oy moinon tov 08. EAdy: Ovnopaiov ko
emPovy’, in E. G. Kapsomenos (ed.), Odvocéag EMbtne: o momtig kar o1 elinvikéc molimioukée alieg, (Athens
2000), 593-609. Some useful considerations on the use of traditional Greek verse by an avant-garde poet
like Elytis, see C. Daniil, ‘Odvccéa EXOm: “Tlaparloyéc mhve oe by aytido” kai Snpotikd tpoayoddt’,
Oéuara loyoteyviag (Odvocéag Exdg apiépopa), 1 (1995-1996) 129-137.
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redundancy (especially the first three examples), with reminiscences of the lexicon of
popular song and also of Solomos, from whom the expression ot6 péca mhodrtog is
taken: the (epigrammatic) lyric poem ‘@paykicko ®pailep’ famously speaks: dpo d&v
gyovve Y10 o8 kal Y 10 péoa mhodtoc. [‘they have no gift for you nor for the inner
riches’).>! Recourse to vernacular tradition seems to be an almost obsessive choice on
the part of Elytis, especially when it comes to replacing an archaic or Atticizing term in
the original, the function of which is no longer readily perceived. Likewise, he is
always concerned with sound, as in the case of his approach to Romanos the Melodist.?*

Thus, in his lexical re-generation of Crinagoras, Elytis makes use of a studied
selection of compound words, often with adverbial or adjectival value, capable of
performing a specific function that is anything but ornamental.

Let us see some evidence of this modus operandi. To take one example, the compound
term in the original of Crinagoras, for instance, is often respected with an even-to-even ratio:
€.g. VEOGUNKTOV = PPECKOYVTOC, AVYOTELYEN = YAWPOTAEYTO, VEOTEVYEN = KOVOUPLOYTIGLEVO OF
it can replace a locution: ér6 Bopod = GAdKapda; sometimes the author goes so far as to use
compound terms with an antiquated flavour, even though they are calques, as for example
in the case of xovtvAoQOpog (< fr. porte-plume) to translate kdhapov. When a combination is
impossible, Elytis prefers the circumlocution often introduced by the relative omnivalent
7OL: TVPOKAOTING =TI POTW... TOV KAEWYE, VENOKIKKAOES Oyyvon = ayAddio. mov Té Aév
kpvot@ha. As Loulakaki-Moore has shown,** it is very likely that Elytis for the
rendering of compound nouns has followed the French translation, which in the same
way employs relative phrases to break up a Greek monorhematic compound or a dative
case expression; e.g.: &V Ouwvopin qui est russi le sien (Elytis: mo0 "vou kot 10 k6 tov);
ddivav peMiyw qui apaise les douleurs de Penfantement (Elytis: mob tiig yévwvag Eépet Tig
®diveg v’ amardver); idpuoieg que Pon éleve en Phonneur (Elytis: nod y1a 86&a 6dig Eotnoav);
PuyynAn macdv &voot yBovoc eite o mOVIOL / €T’ AvEpOV odpel PEDUO TIVOGGOUEVOV
Tremblement de terre effroyable entre tous, soit que la mer soit que le vents te soulevent
sous leur flot ébranlé (Elytis: @éc 1 Odhacca eivar 0ic oi dvépor mov / 16 KOpe Gov
oNKOVOLVE T pdG TOPOKOV/VAEL GEIGUE); EpNUOAOV Te kKEA@o Supatog orbite qui loeil a

31 D. Solomos, IToinuazo ko1 meld, ed. S. Alexiou (Athens 2007) 299. The bond with the poetry of Solomos is
indisputable: see C. Dounia, ‘“Zolmpod covipipy kot 3é0g”: Oyelg g yevearoyiag tov Odvscta EAdTy’, in
F. Zaccone, P. Efthymiou, C. Bintoudis (ed.), La letteratura neogreca del XX secolo. Un caso europeo. Atti
del Convegno internazionale di Studi neogreci, (Rome 2020) 75-87.

32 See 1. Loulakaki, ‘Odysseus Elytis’ use of Romanos the Melodist: a case of “modernization and
distortion”?’ Dialogos 8 (2000) 56-77, ‘Elytis’ criterion for the composition of his list [sc. of Romanos’
words] is the euphonic effect of the words and not the uniqueness of their origin. This is evident at points
where he includes ordinary adverbs or common verbal forms only for their sound—effect’ (63).

33 As Loulakaki-Moore remarks, ‘Elytis’ compounds in general have a different function from the mere
decorative function of the compounds as we find them, especially in many translations of Homer in
Modern Greek’, so the poet ‘tried to avoid ornamental compound adjectives, precisely due to the overuse
that many of these had suffered’ (Loulakaki-Moore, Seferis and Elytis as Translators, 279).

34 Loulakaki-Moore, Seferis and Elytis as Translators, 280.
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déserté (Elytis: kbyym mov cod "euye to pat). With the background of a perfectly bilingual
poet like Elytis, it is not an exaggeration to conclude that his Crinagoras can be seen as a
regeneration of the ancient poems as well as their French translations.

As for the reuses of phonic sequences, we can observe some other examples: Botpoeg
oivoménavtol §boyiotolo te potiic Opdupata kot Eavboi pogdol gk otpoPirav (p. 31) is echoed
in Elytis’ Toaumid otagdil {ovuepod ki dmd picavorypévo podt poysg Eavor yixa kovkovvapt
(p. 31); Aletod @ykvAdyelpog axpénTepov becomes A’ dxpodQTepo @etod, in which the
phonic/semantic correspondence is almost total. Or the modern poet allows himself
new images, without an exact correspondence with the original phonic texture: Avoi&n
avolav dAlote ta poda (p. 37) where Crinagoras had Eiopog fjvbet pév 1o npiv poda, or:
mokvol T itpvéar momadeg koi moTyor becomes, with a particular study of assonances
and a thickening of combined words, 6@irolopmpéveg 6oVGUUOTITEG VOSTILES GKOPSO
nomovdeg (p. 31). Elsewhere, too, phonic textures are transferred to sounds differing from
those of the original (it goes without saying that the system of sounds on which Elytis works
is governed by the modern pronunciation of Greek, which he will also have used for the
original texts), but likewise helping to provide cohesiveness: Xvppopd mov 6od “Aoye
peydin ‘EArada oot dAhot vt @dov (p. 97), while Crinagoras’ text sounded Ofoug
ave’oiv oikntopag & éhesviy ebpao Deb peyding ‘EALISoC dppopin.

From these limited examples, however, it is clear what kinds of effect Elytis is aiming at.
He is aware of being faced with of a complex, precious, and elegant poet in Crinagoras;
and this leads him to choices and solutions maybe even more daring than in his versions
of non-Greek authors (such as Rimbaud, Lautréamont, Eluard, Jouve, Ungaretti, Garcia
Lorca, Mayakovsky), whereby the logic of an intralingual resemantization was less
coercive and the aim was only to provide historical rather than poetic accounts. While
as for Sappho, so for Crinagoras Elytis must have felt a deep responsibility to handle a
language as ductile and imperishable as Greek. As is well known, his poetry displays a
constant formal inventiveness and exploits all the forms and registers of the Greek
language, making it extremely difficult to translate, as one runs a great danger of not
fully understanding the “moral force” (R0 dOvaun) implied by the Greek language:

Si la langue n’était qu’un simple moyen de communication, il n’y aurait pas de
probléme. Mais il arrive, parfois, qu’elle soit aussi un instrument de «magie».
De plus, dans ce long cours de siécles, la langue acquiert une certaine maniére
d’étre. Elle devient un haut langage. Et cette maniére d’étre oblige.
N’oublions pas non plus qu’en chacun de ces vingt-cing siécles et sans nulle
béance, il s’est écrit, en grec, de la poésie. C’est cet ensemble de données qui
fait le grand poids de tradition que cet instrument souléve. La poésie grecque

. . 5
moderne en donne une 1mage fort expresswe.3

35 Elytis, Ev Acvk@, 352. This assumption can be linked to what Elytis expresses in his essay Chronicle of a
Decade (Elytis, Avoyyte Xoptid, 328): ‘The language phenomenon, in exactly the same way that a landscape is
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By way of conclusion, it is perhaps appropriate to hazard what really was the
inspiration that Crinagoras the epigrammatist provided the modern Greek lyric poet,
over and above his virtuosity in sound patterning. First of all, it was a particular
humanity, a form of Terentian humani nihil alienum, that captured Elytis’ attention: ‘a
nobility that is less aristocratic and more human, in the deepest sense of the term’.
Elytis cites the following example:

The example of the epitymbium dedicated, as an equal, to his servant Inachus,
which makes him say that he died “far away, mourned by tears” [AP VI 371,
v. 5] of his patron, is not to be ignored. Nor, by contrast, should his hatred
for potentates go unnoticed, especially against the tyrant Eunichida who, in
two successive epitymbia [AP VII 380 and 401], literally destroys him even
when he is dead, with very offensive and sometimes even vulgar expressions.>®

Below is Elytis’ reconstruction of the two disparaging epitymbia:
AB

YAv xt elvon &b poppdptvy) TAde TEAEX
Nt % &b yép paotépon xedoluylacy
dvog Gy Thopog 8év elvun adtdg dvlpdd
mou ebyevinod ® My xpiverg &’ Ty =
étpa Tév dmobapdve pike ® Nob 8év &y
ouv of métpeg xad pmopet & Tb amoTpd
Totog vexpds oxémn Tou vav Tig Thpel @
"Etor  oé toltn 8@ &md wbTou ofmetan
&b xoupd 6 movdbhio xoupapt Tob Ed

il

[32: Though it be of hewn marble, and of a mason’s hand, and well made, yet is it not
a grave of a noble man. Do not judge a dead man by this stone, friend. Stones have no

not at all an aggregate of a few trees and mountains, but a complex of meanings, is not at all the aggregate of a
few words - symbols of things, but a moral force that the human intellect activates, as if it existed before the
things, in order to create them equally, and only in this way can they exist. Henceforth, the analogy between
the phonological constitution of words and their material content which they are called upon to give to
phenomena seems to have the irreducible character of Fate or of the first natural elements’. On the topic of
language in Elytis, see also G. Babiniotis, “Odvccéag EAOtng : O ‘momtig g YA®ooag ™, ydptne 35 (2021)
[Agiépopa: Odvccéag Erdg] to the site: https:/www.hartismag.gr/hartis-35/afierwma/odysseas-elyths-o-
poihths-ths-glwssas.

36 Elytis, Crinagoras, 9-10: ‘Aév givon dpeintéo deiypa, m.x., 76 Emroppio mod évagépel, oav icoc mpog isov,
o1dv 50DA0 TV "Tvayo, mov TV Balet v’ dvayvopilel bt mébave otd Eéva uarpd yonbeig 4nd OV KOO Tov. Onme,
KT AvTISI0GTOM, S&V £lvar Y16 VA TEPAGEL AMAPOTNPNTO TO PIGOC TOH TPEPEL Y16, TOVG SVVAGTES, GUYKEKPIUEVEL Y16,
oV TOpoavvo Edvikida w00, € 600 dAemddnia émtopfio, Opud, KOPLOAEKTIKA, VA TOV KaTaomopdEeL ddun Kot
vekpdv, pé Tig Tod TpooPAntikés, éviote kai yvdaieg, Ekppdoels’.
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Ay’
Zwpbe 16 ybpa ofwhacpéve Thve of
KEQUN) PPLLTY) T wbxoha KoTaTcAochy
et adnfvol powtd  Th oTépwa Tou Th X
ocodoouhe TV Sovtidive Tou T6 Bpwpo
mplovo TévV oxehév Tov 16 dvorypa T
Souhwd T padoxpn) xouxdda Tov  Aet
Yavee S Toug prooxapéva Tob Edvixid
o YEWRATO pLLd TEPXOLVOXLTPLYY) CuTtia B
IS¢ ¢ob bmod ool "haye vi xaxoopifer
¢ xolta mhvou oTHv Téppx Tétotow &vh
pomos  pSe xobpro vh “our  pide dhag
eh

mind, and the most abominable dead man may take them for his cover. So under this one
here the wretched carcass of Eunicidas has long been rotting. ]

[33: A heap of earth clumped on top of a hideous head covers the bones of a true
criminal the chest full of dirt, with the fetid row of saw-teeth, the servile spreading of the
legs the bald skull all his half-burnt relics of Eunicidas full of a greenish putridity. Earth,
to whom this ugly combination falls, see that upon his ashes you lie neither empty nor light]

Elytis then goes on to emphasise the importance for Crinagoras of the exile-motif:

However, if one wanted to specify what, in addition to this, Crinagoras brought,
one would have to point out the feeling of the exile, which he tries to express:
‘the sorrow of exile’, as Seferis would also say. In fact, he was the first among
the minores to open the passage that, in time, will become a great tributary
running through Greek literature, up to the present day. Three or four times
he returns to this subject, like a thorn in his side, because, first of all, he
himself is afraid of it: the sentence to die in foreign lands.>”

Here, too, Elytis’ reading is typically Greek; so Greek that it returns to reiterate and
refresh the topos of death in a foreign land which is, as is well known, one of the most
favoured by the popular tradition of songs about &wvitid, from antiquity to Foscolo’s
sonnet A Zacinto.>® This is an entirely personal reading of Crinagoras, who does not

37 Elytis, Crinagoras, 10.

38 On the well-known topic of death in a foreign land, which in the Greek mentality is the worst misfortune
that can befall a man, even more so than death itself, see G. Th. Zoras, H eviteia &v tij é\Anvikjj morjoer (Athens
1953); To Syuotid tpayoddr. Tic Cevimidc, ed. G. Saunier (Athens 1990%); Té “mepi tiic Ceviteiag” moufuaza. Kprriciy
&doon ué elooywyn, aydlio koi Aeciddyo, ed. G. K. Mavromatis (Heraklion 1995); A. Politis, ‘H Eevitid ot
pakpd kor ot péon Siapkela. TkOpmieg okéyelg Kot Tpoomddeieg tumoroyiag’, in E. Moser Karagiannis and
E. Giakoumaki (ed.), Kaviokiov piliog. Tyunrixdg tépog yia tov Guy—Michel Saunier (Athens 2002) 123-132.
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seem to have complained too much about his stay in Rome, ‘far from Lesbos’ In fact,
Elytis even seeks to draw a sharp contrast with Sappho:

[Crinagoras is] the reverse of Sappho’s coin; and it is perhaps one more reason,
just like his birthplace, that has led me to persevere with him. The healthy
freedom of morals in the one, the lyrical effusion, the juice of life, and in the
other, the oppressive life of the Court, the dryness, the narrowness of
boundaries. Certainly, too the lack of any great talent.*”

This last assertion, which can be traced back to Elytis’ presumption that he was
dealing with a minor poet of Greek literature, could justify his continuous search for
the element of little importance, insignificant and neglected in literary history, but
nevertheless worthy of attention, because in the modern poet’s eyes it was the
repository of a poetic experience useful for the construction of his own mythology.
The result of this experiment, in which Elytis minimizes the mere translation function
and exalts the intertextual element, charged with learned and popular tradition, takes
shape in newly configured and intricate typographical artefacts. In fact, they deserve
close study even independently from their ostensible source texts.

Elytis’ Crinagoras brings to a close his own personal dialogue with Alexandrian
poetry. He had begun this with a few forays — later rejected — into the translation of
epigrams by various poets.*” These had appeared in an edited by C.A. Trypanis in
1943. Elytis’ attitude towards Crinagoras, as we have seen, was somewhat different,
and reflects a different time and his own development forty and more years on. As
Dallas puts it: ‘He edited [Crinagoras] as an elderly compatriot, indulging in some of
his nostalgic notes (e.g. “of the pain of exile”), although recognising that Crinagoras,
living in a courtly environment, “Far from Lesbos had estranged himself from the
naturalistic conception of life, inherent in the sons of the Aeolian land”’.*'

Cristiano Luciani teaches Modern Greek Language and Literature at the University of
Rome Tor Vergata. He has worked on the relations between Italian and modern
Greek literature, and especially on Cretan literary production from the fourteenth to
the seventeenth century, but has also published extensively on later periods. Among
his recent contributions are the bilingual editions Konstantinos Kavafis, Poesie e Prose
(with Renata Lavagnini) (Milan 2021) and Vicentzos Kornaros, Erotokritos (Athens
2020). His edition of Glukos’ T1év0og Oavértov (Thessaloniki 2018) was awarded first
prize in 2019 by the European Association of Modern Greek Studies.

39 Elytis, Crinagoras, 11, “O Kpwayopog dmotehel v dvtictpoen dyn tod vopicpotog T Tomedc: ki ivan,
iowg, Evag Tpdobetog Aoyog avtdg, STmg Koi 6 TOTOg TOL 0 YevéOA0g, o0 1 Ekave Vi EMEiVD GTHY TEPITTOGT TOV.
H Oyug élevbepio tdv OOV dmd 16 Eva pépog, 1| Aupikr| Sidyvon, 0 yupog T Lwfg: Kt amd T0 GALO, 1} KOTOTIEGTIKY
Lo tiig AVAfg, 1 Eepaila, T6 oTevE TEPOmpLa. Duotkd — kai 1 EMAenyN HEYGAOL TAAEVTOL .

40 Elytis, as we know, publicly disavowed this work because the editor had completely distorted his
metaphrastic choices; see O. Elytis, “H dAeEavSpwvi| moinon’, Néa Eotia 35 (1944) 118-9.

41 Dallas, ‘Elitis e la lirica antica’, 140. See Elytis, Crinagoras, 11.
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