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C.P.Cavafy: Anthonism

Intermezzo

The word intermezzo is mainly understood as musical terminology.
The “archaeology” of this word is rich from the Renaissance to today. It de-
scribes a piece of music, which inserts itself into the middle of a musical
performance and stirs up feelings that are almost unfathomable. The 19th
century, in particular, enriched it with a more lyrical and intrusive charac-
ter, making it more surprising and almost independent from the rest of the
work to which is belonging. Mendelssohn inspired the famous Shakespear-
ean Midsummer Night’s Dream; Brahms attached more emotion to it; and
Puccini made use of an intermezzo in his opera Madame Butterfly, which
introduced a new dimension into his work, pleasant and traumatic. Perhaps
no other intermezzo is so intrusive and enigmatic as that of Shostakovich
in String Quartet 15, which lasts a little more than a minute. What, then, is
the essence of intermezzos? Are they just for fun and relaxation? Are they
different from the rest of the work that they are contained in? I believe they
represent the essence of a distilled and “organic” music, full of freeing lyri-
cism, that accompanies a profound transformation which transcends every-
thing and from which a totally new situation will arise. This new situation is
going out of control, as if the music itself is revealing the force of a musical
“matter” which could be almost touched like an object.

Here inevitably we encounter the poetry of Cavafy. His “musical”
moments always raise the reader’s interest suddenly, not only when they
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directly refer to musical outbursts but in particular when “voices” —an
interesting type of music in Cavafy’s case — are heard, when things are
changing or “passing” to something else. As proof we could refer to many of
his poems in which “passing” is a strong and repetitive point of reference in
the context of a dramatic change. The poem Passage suffices as an example:

Frectva mov dethdt pavedodn uadnris, e’ avoryrd,

povepwuéva umeds Tov. [ ... J

K’ éroe éva maudi amAo

yéverat déo va to dovue, xt ax’ Tov YYnAo

¢ Llovjoews Kdauo i otiyusj meovd xt owrd —

70 aodyTid Taldl 1e To oo Tov xawodeo %o (eatd. (A: 86)

Anthonism

The above poem captures a common topos in Cavafy. To proceed by
listing poems or verses where Cavafy uses the word “passage” or other
synonymous words would be to engage in pointless archival tedium. We
need only refer to another peculiar “passage”, this one aesthetic and sensual,
expressed in the poem “When stimulated” (A: 81), which is also pivotal for
the approach taken here:

“IIooormdidnoe v Ta 2QATITELS, TTOLTT],
draw Oiepelpyrot Ues 0T0 VoAl dov,
T vUxTa 1] UES oTNY Aduspt Tov pueonusood’.

There is almost always a moment in the poetry of Cavafy in which
something suddenly starts, out of control, like intermezzo, after the flow
of events is interrupted. It is as though the flow of one rhythm stops and
another one begins. This observation, which applies to most of his poems,
underlines the fact that precisely the art of Cavafy furtively captures the
unique moment when something becomes something else. And because this
moment is rather rare — not because it occurs infrequently but because the
subject meets with it only by chance, or often after a lengthy conscious or
unconscious process — within Cavafy’s poetry it has a «collectible», tactible
and «hard» significance (“H tyuédtepée pov pépec elv’ exelveg / mov
v aonTun avalTnow aeive, /mTov eykatalelnto tov opaio Ko
oxAnodv eMknviopd», B: 9). Art for him is nothing but this “stimulation”
in the mind or the body, in the evening or at noon, when you can feel as
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if touching a shiny aesthetic object: the hedonic joy of touching. Perhaps
the most famous poem by Cavafy, after the “Ithaca” and the “Barbarians” is
“God forsaking Anthony”(AmoAeimew o 0edg Avidviov):

Yoy ébagva, doa peadvoyt’, axovodel

adoarog Piaoog vo mwepvd

ME 1ovotxds efalotes, e pwvéc—

™Y TN 00V oV evdidel T, T EQYX 00V

OV ATETVYOY, T TYEDLX TT)S (WT)G 00V

7oV Syfjray Ax TAdves, un avwgéicta Gonvijoeis.

Yow Eroyuoc amd xuod, oo Yageaiéog,

oy 70V TouQldlel o ov alt@inies pia TETolx oA,

mAnotlace oradepd mpos o mopddvgo,

%t d2oVOE LLE TVYIiVOLY, aAA’ Oyt

UE TV JELAGY T TRQANEAX 20t TTUQATTOVLL,

W¢ TEALVTRIR ATOAXVTL TOVS 730V,

ta e€alota dpyova Tov uVoTnod didoov,

%t azoyotegre Ty, Ty Aieldvdoeia mov ydvews (A:20).

Here we are involved with a “stimulation,” an aesthetic “erection” in
the course of historical events. This historical “erection” is not ultimately
about the particular historical figure (Anthony), and illustrates Cavafy’s
engagement with this idea in most, if not all, of his poems.

It is just the final moment that history reveals herself as an ultimate
“presence” (not re-presentation) manifested in a final, almost erotic
delirium; history becomes the “blood and body” of the subject. The presence
of Dionysus, which recalls the sacred ritual of wine, serves only to emphasize
the “stimulation” which is the somatization of history as the last religious-
erotic ritual. It is as though the wine (owé-mtvevpar (and other distilled
drinks’ in Cavafy’s poetry) produces the miracle. Furthermore this is a quite
subversive moment, when Dionysus is not only abandoning Anthony but
also the city, going back to his wildness, marching backwards, becoming
city-less.

Anthonismisapersistingthemein Cavafys’s poetry (thisisnotasurprisefor
an excessively persistent and “obsessive” poet) and becoming a “contaminating”
syndrome, absorbing totally the subject to something that is uncontrollable
revelation: the poet Fernazis too was affected by the same syndrome:
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“Ouwg uec o’6An tov Tnw Taeayf xat to xaxdo,
eniuove 21’y moenTindj (e met xe Egyetal’” (“Axpeloc”, B: 19);

or again in Caesarion, where a hedonic enlightenment and fleshy
revelation is experienced in the middle of the night, after a significant
reading engagement and finally “abandonment” to something which is out
of control:

Kot tdoo whijowe os pavrdodne,

7o ydec Ty viyTe apyd, oay Eafvvey

7 Aduma pov —dgiox exitndes va ofdver—
eddpoea oV umIfres 1es oTNY KduOdk 1OV,
e Govnre oV EUTEOC Lov oTddnxes (A: 70).

Let’s discuss further here the notion of “abandonment”. In the poem
“God forsaking Anthony”, the poet does not say that god is “abandoning”
Anthony but that he “leaves him behind” (amwoAeimewy). Cavafy prefers
the oldest verb and leaves us with the impression that Anthony is pushed
backwards to face what he really is or better was. The verbal archaeology here
(arto-Aeimewv) reveals the “archaeology” of the psychological construction
of a subject through time, and by pushing it in “backwards” is forcing it to
realise that passing now means watching towards the past, while everything
is un-done in front of his eyes. According to Cavafy we could then argue that
looking properly is watching backwards really, no other option available to
human experience. And yet again the subject lives in a limbo, in between, as
we can read in “@dAocon TOL TPWIOL” (A:52):

FEod ac oradd. Ki ag yelacdd nw¢ fAérna avrd
(zaw €60’ aArjdeta pee oTeyud) ooy wowroorddnire,)
%L Oy 21’ €06 TEC PovTaolES 1Ov,

TEG AVAUVT]OELS fLOV, Tor (wIdAUXTY TT)G T)OOVIS.

Where Cavafy exposes that what he will be seeing is what he saw in a
moment in the past (“I really did see them for a moment, soon after I had
stopped”). It was a sudden, unexpected and unconscious revelation, which
makes him believe that he is in a position to experience it in the future. The
ambiguity of the whole idea about how and what I can see and experience
lies between “o¢ oTAOd - TP®TOOTABNKA»: although the subject has al-
ready stopped he is about to decide to do so in the forthcoming now. The
point here is that the subject is unable to control anything: he saw some
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natural landscapes really but he has to “pretend”, “make-believe” (“And let
me pretend I see all this”) that he is seeing them now.

Clearly, the subject is overcome by all sort of uncontrollable experiences
and paradoxically the outcome of this intensive situation, because it is
so intensive, could manifest itself as hedonism. The same is happening
regarding Anthony’s experience: the “abandonment” to the events, over-
coming him, will at the end bring aesthetic pleasure and hedonism. This
is something that transcends Cavafy’s poetry. Let’s mention here another
poem, <HAOe yuo vo. StaBdoer» (B: 40), where the subject is “abandoning”
itself to an overwarming hedonism:

HAde pex va deofdoet. By’ avogyrd

dvo, Tl PefSAin- taTogaol xaw motnTal.

Mo pudheg dedfeoe déxa Aemed,

xoe T TapalTnoe. Jtov wavamé

utooxowudrat. Avijret mAfows ota fifAle —

aAl’ etvar eixoot Tod eTdw, 2’ ey’ uopgoc ToAv-
AU OTJILEQA TO ATLOVEVUL TLEQUT’ 0 EQWC

oY 0D odgxa TOV, aTe YXE(AT).

YTy odpra Tov oV edvae dAo xaAAovij

7 Voun wépaoey 7 cowria)-

XDOLS aoTELOY AUOGD YL TNV LOPPT] TNG ATOAXTITEWS ...

In order to “have” something it is essential to be “abandoned” to it,
and, in the process, to lose it. You can’t “have” something when you are
possessing it. To possess something is to experience its “being” which is
the real substance of “having” and this is what could reveal an ultimate
hedonism when the being («fjoav») could become tangible having («pépe
we»):

“Mvrjun pov, gvAale ta ov w¢ 7joa.
Ko, pvijun, 6,te umopels ard tov owrd pov avcdy,
0,7t LLwogels gpépe ue miow amoye” (A: 88)

At that particular moment that the subject is exposed at that
decisive abandonment, usually as a surprise, comes also the hedonism of
experiencing freedom, as Jean-Luc Nancy points out: “Freedom does not
exist if it is not absolute and can not be absolute if it comes as result of any
causality or [... ] as an understanding as a result of a causality. Because it is
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the thing itself which may be absolute and not the cause of it; the presence
and not the substance; it is the existence and not the being » (Nancy, 1988:
138). Although this is something that goes behind any rational description
in Cavafy’s poetry too is always expressed as a quest and pro-ject of freedom:

Aev edeauedinra. TeAclws agédnra »’ engjya.

Yre¢ amoAavoets, wov Weao TEAPULATIHES,

OO PVQVEUEVES UEC TTO UVAAD OV Tjoorw,

ETVY o UES TTNY GOTLOUEYT VIY T,

K’ 7jzea azed Svvacd sxpaoid, sxaidds

7o 7vovy ot awdgelot Trc ndovijs. (“Enijya’”; A:59)

Freedom in essence is only experienced in an extreme situation,
almost out of space and time, as “abandonment” to something that happens
suddenly — in the middle of the “illumined night” (Towawvikag, 2007). The
hedonic pleasure also is nothing else but a symptom of a sudden experience,
unchallenged, unchecked, real and tangible. Authentic hedonism is free
because it is defined by itself only as the absolute “other” which surprises
us, so identical to our body yet so radically different from it. The experience
of something like that makes the subject ec-static:

By exordoet fAénw voy

tov Evdvulwvoc Ty ¢nuiousvny saliovipm.

ldouwy xdvioroa %evodv ot doviot pov- %’ evolwvor
emevgnuion eEmvnooy agyalwy Yeovwy ndéovip (.....)

In the «Constitution of Hedonism» (2003: 168) Cavafy states that
“when hedonism arrives, do not turn your back to it, because this is the
time to accept it as a “heritage” that was given to you without you asking
for it: as life is a heritage and you did not do anything to earn it as reward,
so heritage should be considered Hedonism”. The real and most important
“heritage” then, is not something that binds you to something else; but
rather what is liberating you; because it is bringing to you a free and not
negotiable “gift” that gives you the highest pleasure and satisfaction. In the
same way words, languages and sentences are bringing to you the pleasure
of using something so personal and yet so impersonal because is part of
“your” heritage.

This is actually why Cavafy indicates great weakness for the sophists
who lived in the «intermediate» space of languages, who, according to
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Cavafy, they were keeping their distance from the big philosophical ideas
of the day from one hand and the prosaic reality of the other: “They were
like the artists of our days because they developed the love for the external
beauty of the artistic objects. The idea could be very important; it could
be simple to understand. But its expression ought to be perfect. They were
drunk with ‘sculptural’ expression and the music of words» (2003: 238-239).

Finally this is the way to understand also the liberating sexuality in
Cavafy’s poetry, when the language itself expresses feelings and hedonic
sounds, almost detached from the speaking/writing subject: the language
is speaking disconnected by the order of the conventional “I” and enjoy the
hedonism of freedom. Then we could assume that all Cavafy’s poems, verses
and words, expressing an overflowing and almost artificial hedonism is just
a metaphor exposing the moment of experiencing the freedom, a “uproar”
of forthcoming events. Here we join again the anthonism described above:

H asxorj avtav xdrote ev dpats oofuodv owovddw
zapdrrerat. H pvorisr) for]

T09¢ EpyeTot TV TANTIA{OVTOY PEYPOVOTWY.

Kot tov wooaéyovy eviafelc. Evd et Ty odoy
Efw, ovdev axodovy ot Axol. (A:17)

The “wise” person can hear approaching events, when the common
mob hears nothing: “avtdv kdmote ev ®pog cofapdv oTToLdWV TAPAT-
TetTaL.» Most importantly, the “wise” do not react, do not get upset, because
what is happening is objective and inevitable and so they simply «listen to
the secret uproar [and] watch piously”: nothing else. The same happens in
the poem “God forsaking Anthony”:

TAnolace aradeod wpo¢ To wapddvpo,

%t d20VOE e TVYXiYNo, AL’ Syt

M€ TV OtAdY Tor magascdia xat mapdmwove,
W¢ teAevTala andAavat Tovs 7yo0v,

T ebalota doyava Tov uvatieod didoov /[ ... ]

“Tav eEapva, ®pa Pecdvuyt akovatel»: If you do not experience
hedonism as a surprise, then hedonism it is not. In “One Night” (A: 55), a
strong hedonic past experience, in a sordid room, while popular rhythms
sound from afar, years later — but as it is now — the experience emerges
suddenly, but totally transformed:
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H wdpooa 1zay wowyinr) xoe modotoyn,
HOVUEVT) ETAV® ATD TNV VTOTTY TorfEQVar.
A7’ To mapddvgo gatvovraw to coxda,
70 axddagTo xot To 0TeVd. And wdtw
hoxovTay N GwvES xdTL EQPATAY

7OV ETautloy YT %At TOV PAEVTODTOD.
K exel aro Aaixd, to tamewd xpeffde
ey To T TOV EQMTOG, ey T YEAT
T Boveacd s QOO THC HEYTE —

T QOO JLaS TETOLXS UWEDNG, TOV 2oLt THEX
70V PodPw, Emeet’ and tdow yooviol,

JLEC OTO LOVIPES OTLlTe [Lov, 1edd Sowd.

This is the result of re-enacting the experience and facing the most
subversive hedonism by using “hard” words: «raunchy “, “suspect”, «unclean»
“rose members», “drunkenness», «solitary house”: physical pleasures
throughout. Thence springs sensual language, simulating the physical with
words. This is the “last” opportunity, a “window” to receive your freedom
as a gift: “A7v’ To mopdBvpo Paivoviav To cokdKl». The same “window”
of opportunity was offered to Anthony too: “mAncioce otabepd Tpog To
TOPAELPO».

This poetry has no value or meaning beyond its literal words. Its value
results from its “musical” texture, as a sudden intermezzo, as “having”
something in the end: «Eixa to copo tov épwtoc, eixo T xelAn».
The physical acquisition brings you the joy of ex-istence and the pleasure
having/possessing something. In the “Days of 1896” (II: 57) — numbers are
also voluptuous in Cavafy’s poetry — the pleasure of numbers “wakes” days
of old, clear sounds: for this reason in another relevant poem, while an old
experience is full of shame and psychological trauma, years later it emerges
totally different, if someone could look at it from the point of view of the
“body”. To be accurate here, the passage from one situation (psyche) to the
next (body) is captured as a “third” position, where the body and flesh are
considered as “pure”:

M droifec dAAn vrdeyet Tov av (dwVel ard avTyy
davrdlet, ovuradrc avedies, amwid ot pvijoco
70V EQWTO¢ AL, TTOV dVY®W AT’ TNV TYUT],
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%ol THY VIOAYE Tov Edeoe awveleTdoTwe
776 2odnQ7j¢ 0rErds TOv TNV %X I} ROV

Almost the same is happening again in «In the dull village», where
“ovopével” becoming “avapévn” (there are other similar example: “kopn
-kéuur”, B:41, “pe tdli-petddn”, A::50):

aT0 TANKTHO YWOLO OOV avoguéver —
&neoe azo %peffdte amdye epwromadijc,
OA’ 1) veoTne Tov oTOY CUEHLd TET0 AVaUivT),
&g Evtaow wealuy oA’ 7 wexlx vedTrs Tov.
Ko pec avov dmvov 9 ndovyj mooaijide- uéox
oTov Urvo PAETTEL 3’ Exet TnY noedT), TnY adoxa wov i (B: 47).
In the poem «Hedonism», which is even more relevant here,
reveals the “objective” and “hard” experience of love by using the verb
<keep»“kpdTnon’):
Xapd 2ot o ¢ (¢ pov 5 uvnun twv ey
7oV NP %At wov xpdrnle TV N0V w¢ Ty A
Xapd xat pigo tne (wiyc 1ov euéva, mov amooTedgnia
Y 1dIE ATOAXVTLY EQATWY TS QOVTIVAG.
Finally in the poem «Tyana Sculptor» (A: 42), a sculptor shows off all
his works, but the one that stands out for him is an exciting Hermes, which
again evokes an ecstatic intermezzo on a hot day:

Ma v To E@pov pov To 7o ayanntd

70V BOVAEPa TVPIHWTUEYR 2oL TO TTLO TLQOTEKTLH:
aVTOV, UL LLEQX TOV 2aA0xoutQLod Feouij

0V 0 VOVS Lov avéfawe ate tdavixd,

avToV 06 ovetgevouovy tov véov Eour.

Cavafy is the intermezzo, the in between space, which is liberating the
soul from itself, detached from its self; this duplication is an act of freedom
and ultimate pleasure. The paradox in Cavafy’s poetry is that this is also the
moment where matter and sensation are meeting each other producing real,
sculptured “things” and the poet touching, showing or distributing them as
a pedlar. In that way, any object could be the beginning of a transforming
experience in life.

The word “Cavafy” after all means a merchant who manufactures or
sells second-class shoes. This is what makes him such a practical, tangible,
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folksy artist, who makes things with his hands. Thence arises in his poetry
the abundance of hands, physical stimulation, voices, material experiences,
marketability of flesh, and events, fabrics and of course the pedlar:

A7’ T pesgrf Tov, ota meQiywox TAncloy, xdu,

20 THOVIGUEVOS ATTO TO Taleldt axedun

Egdacer o moaypuarevric. Ko «Aifavov!y xar «Kduuely

«Aopeotoy Hiatovl «Apoux peoe tnv s%oun (B: 41).

This is why Cavafy was able to conceive a poem about Ioannes
Katakouzinos and Eirini Andronicus and «their artificial stones” (B: 44);
the «Nice flowers and white to fit too» (B: 78-79). He immerses the poem
in a materialistic environment of clothes, money, handkerchiefs and many
other objects. From there comes the «Of the shop» (A: 50), a poem almost
objectified, made with words that have no meaning other than what they
declare:

To vedhile wpooentiad, e Taét

o€ TEAawo ToATTYLO pETESL.

A7d govumivia 9dda, amd pagyaoirdoia xoivo,
and auedivorovs pevefédes. ¢ avTds o xolvet.

Cavafy in the middle of his poetic engagement understands that he has
to stand up to a big challenge: how to perform this “exquisite” anthonism by
surrendering to the “uproars” of words. He resorts to the most original and
productive method, that of analepsis (av&-Anyn): there is no doubt that
this is his favourite method, describing the same experience again and again
until something completely different arises; by giving away everything; by
accepting to be abandoned to anything; by “object-making” everything,
beginning with the body.

We can see it expressed in the poem «In the same place» (B: 80).
Repetition, as ana-lepsis, can achieve the maximum aesthetic outcome:

Ouscloc meQifdrlov, xEvTowy, cvvoiking

70V PAET® 2L OOV TEQTATE: YOOVIx 3ott YOOV,
Ye dnuodoynon puec oe yad xo (e oe Admes:
ME TOOW TLEQLOTATLID, [E TOTA TLQEYUATA.

K’ awodnuazomorijdnres 0Adxingo, yix uéve.

Anthony also will manage the final aesthetic “stimulation” as
analepsis: «as long prepared, as if courageous.» The aesthetic analepsis and
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its hedonic integration could not be accomplished if they had not before
been “captured” in the mind and the body. The same analeptic experience
applies for “Ithaca”, which you will not find unless you already have it in
your mind.

It is thus revealed as the astonishing “other” of what was already
known before. “In café’s entry” (A: 54), amidst a conventional routine, a
sudden look is enough to reveal a Platonic revelation:

“K’ elde T’ wpalo oduax mov uotale

oy o’ Tyv dxga Telpa Tov va Tdxauey o ‘Kows —
TAKTTOVTAS TO TUUUETQLID TOV UEAY UE YXQd:
vhdvovras yAvrtd To avdoTyua-”

Hypo-anthonism

Inevitably, anthonism has its opposite: sometimes the process is
“negative” and the negative-anthonism (not anti-anthonism) follows
the inverse path. The subject reveals itself going backwards, without any
profound alteration, decomposing itself only, which is no less revealing.
“Waiting for the Barbarians” captures such a negative to “anthonism’: here
is the excitement of the coming of the barbarians who, in the end, having
abandoned us, are not coming and perhaps never existed. We have here an
ageing world, “finished”, waiting for the catalytic coming of a sudden and
unspecified change, which cannot occur due to the absence of analeptic
maturity, there is nothing there to be reworked, revoked, re-enacted by the
subjects themselves or the community concerned. As a result the subject
will fester in an almost permanent state of ennui.

It comes not as surprise then when so many poems of Cavafy insist
upon expressing ennui. He “studied” and understood its place in the school
of French symbolism brilliantly as if it were his own device — which it
assuredly is not. The poem “Monotony” (A: 22) for instance, describes an
ongoing ennui, without the possibility of escape: it seems impossible here
for something “sudden” to happen which could dramatically change the
burdensome situation:

Mappwac mwepvd xou PEgver dArov uiva.
Avzd mov Egyovral xwavels eviola To etxd et
eval To yPeowd to fagetd exelva.
Ko razaved to adpio mia cav adoo va un potdlet.
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Here, the relevant subject does not have the strength, courage or
intellect to reverse the situation, or even the theatrical art to reinvent the
situation as analepsis. And yet all these poems are there, in the corpus of
Cavafy’s poetry, to prepare the reader for a forthcoming anthonism perhaps
in the next poem. But in the mid time some subjects are going through the
“passage” from one stage to the next (as it was explained at the beginning
of this essay), which could be achieved after intellectual and /or emotional
maturity. The poem “Ev 08®» describes the situation:

To ovumodncind Tov TPOCWTO, 2OUUETL YO0

TQ HAOTAVE TOV UATLO, OO KOUEVL:

elroat wEVT’ eTdw, TARY potdlet pdkArov eixoat

€ 2ediTe xaAAiTeyixd aTo vTdoyo tov

— TITOTE YODUR TT)S 2QAPATAS, THT LY TOV 20AALQOV —
ATHOTWS TTEQTATEL ILEG OTNY 000,

Aoy 0oV VITVDTLGUEVOS AT’ TNV dvoun Noovi),

amo Ty TOAY dwoun ooV oV ATENTI)OE.

The young person is twenty five years old but it looks like twenty. He is
missing five years of maturity and uncertainty and this is why he is waking
like half asleep and he is feeling that his pleasure is «dvopn». With a lit-
tle bit more of maturity, freedom and courage he is going to upgrade his

« L

hedonistic (not “dvoun”) pleasure to a totally perfect (“ka@opr)”) one. Is
there any possibility for this young man to do so? Yes and his most credible
chance will arise from the fact that he has something artistic in his looking
(“raTL KaAMTex Vo 6to VEvoLpd tov”). If this is something which could
be described as hypo-anthonism we can claim then that there should be the
opposite situation of a hyper-anthonism and in particular when something
dominant is occurring, bringing the force of the uncontrolled “other” in our
lives.

Pathantonism

The unexpected always arises in Cavafy’s poetry, at times with
excitement and stimulation but at others finding the subject totally
unprepared, experiencing a sudden terror. The poems “Trojans”, for
example, expresses it clearly:
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E&’ 9 mooorddeiés pog oav twv Todwr.
Ouppodue Tw¢ pe amdPaot rxot TOALT

& addéovue Ty Tdyne Ty xaTadood,

%’ €6 arendueda v’ aywvicdodue.

Ouwe¢ 7 nrdoig pag etvae Befoio. Enivo,

ot Telym, doytoey 7j0n o dorvoc.

Ty nuegdw uos avauvijoets xiouw 2’ awodjuaca.
Lluxpd peo pocg o Llolopoc 2”7 Bardfn xhalve.

We do not cry, but “the memories and feelings are crying”: and this
make the situation even more uncontrollable, beyond any possibility to
do something about it, when in other words the unknown, the “other”,
becomes the subject of any forthcoming event.

How is this done? What kind of «Freudian» alchemy is this, that permits
the «other», the “ancient” self, to replace human initiative? In Cavafy’s
poetry this happens all the time and the way he expresses these important
situations was mistaken for a lack of proper knowledge of Modern Greek:
consider what G. Seferis or G. Savidis were saying about the structure of his
sentences or the interpretation of the meaning of his words. With Cavafy
the opposite is actually happening, and the language, as the great other,
reveals what a talking subject is not capable of achieving. This is why so
many times in Cavafy’s poetry “voices” simply speak and reveal, usually in
the middle of the night:

Kdrote pec oo dverod pog oputiodve-

AATOTE UEC TTNY THEYL TEC AX0TEL TO VXA,

Ko pe ov 7jx0 tww peo g otiyud) entotoEPovy

)0t 7Tl TNV TEATY TOLNTL TS (WS UoXS —

Oa LLOVaLT), TNV VEYTR, UaxeuvT, ov afdves (« Voices « A: 95).

So the «other» suddenly could arise in our life, beyond the “I”, as an
intermezzo, in the night and reveals something which comes as a revealing,
outside experience for the subject:

To eldwAov Tov véov oduxtds ov,

o7’ TEG EVvvid OV dworha TR AduTee,

79 naw pe e xow pe Yuioe

HAELOTES HAUXOES AQWUXATITULEVES,

200 TTEQUOUEVTY 1)00VTj— TL TOAURET) NdovIj!
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K’ emione p’ égege ora pdria gpLmwoog,

doduovs wov Ttdea Eyway ayvdeioror,

HEVTOQ YEULT 2 (YT)OL TTOV TEAEYw,

nat Fearoa ro xapeveln mov fjoav we pood! (A: 63).

This is the way that will give access to something more unexpected.
The poem “This One” (Ov¥tog Exeivog) reveals with absolute clarity the
“passage” of “I” from the dominate subject to the “other” as the real, most
powerful one. This is the moment when the greatest antonism occurs,
suddenly, after the “I” experiences a tedious revelation of not being itself:

Ayvworoc — E€voc ueg arnv Avtidyeie — Hdeoonvig
yodpet woArd. Kow téhoc mowtww, va, 0 Alvoc

o teAevtalos Epwe. Me avtdy oyddvra Tolx
mojuote ev 6Aw. IIAny tov o)

%0UQATE TOTO POXEYLU0, TOTY TTLYOTTOL,

ot Toon Evtaais o’ eAAnvind) goxatoloyin,
1ot T ToV Pfaoalvet mia To xdde Te —

Mo oxétfic Suams napevdic and tnv advuix
zov Sydles — o eéadatov Odroc Hrevo,

7ov dAAote aTov Yrwo Tov dxovoe o Aoviiavds
(“Odrog excivogy, A: 45).

Reading the poem carefully makes us identify a few items that have
been hidden in the poem, which reveal much more than is obvious at first
glance. The first element is that the poet is “unknown.” The bespoken
ignorance is not only the fact that he was not known in Antioch, but also,
and more significantly, that he is “unknown” (and unrecognizable) to
himself: in particular, like all writers, he does not know why he writes.

Secondly, he is writing in a foreign language: “tension in Greek
phraseology.” This is not literally the case: the poetic language is always
“unknown” to all poets, as though foreign, which comes to us as a surprise:
suddenly. Finally, it seems that everything is once again happening at night,
the suspected location of the “hard” and unexpected Freudian revelation:
“For ‘I’ is someone else. [...] That much is clear to me: I am a spectator at
the blossoming of my own thought: I look at it and listen to it: I make a
sweep with the baton and down in the depths the symphony begins to stir”
(Rimbaud) Hedonism is always close by.
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The context of dreaming (“enypnio”: inside, in the middle of sleeping,
like an intermezzo) in which Lucian’s glimpse is so significant, revealed
as a foreign voice. It is almost the Dionysian desire again (to remember
here Anthony) which erupts suddenly in the night again, and leads to the
discovery that “This one [is] the Other.” («O¥t0c, Exelvoc).

The “id” as “the other thing” arises almost always from all the poems
of Cavafy and reveals the unknown after a long oblivion. The “other-one”
is so subversive that it manifests itself physically: the body and the skin
remembers, not the specific social subject, as we read it in the poem («Emé-
otpepe» A:56):

Eréoroepe ovyvd xat nalove ue,

apanmnuévy alodnois exéorpede xat Talove pe—
draw Evmwd TV oBUXTOS T) UVIUT),

%’ emdvuiln naAnd Eavameovd oto alux:

draw to yelAn xat To Segue evdouovvro,

2%’ awoddvoveal ta yéoia aav v’ ayyllovy mdit.
Eréoroepe coyvd xow malove ue tnv viyea,

oraw ta yelAn %ot to Seguo evdyuovvra...

Now we can understand that it is the «other-one» that dominates our
lives: the «trivial» writings of Artemidoros, not taken into account by the
arrogant “I” of Julius Caesar; the poem “Finished” (A19), placed by Cavafy
next to the previous one, when a sudden disaster falls upon us and “pog
ouvvenalpve»:

«Méoa aTov ¢ofo xat ares voYies,

JLE TAQAVUEVO POV 2L TQOUXYUEV LETLR,

Avdvovue xat oyedidlovue To TS vo wdpuovue

p v’ amogdyovue tov fEfato

TV 2(OVvo IOV ETOL PoLacTd pnoc amEAEL.

K duw¢ Aavddvovue, [...]

ALy raTaoteoddj, wov dev Ty gowralducdan,

elagwia, paydain wégret endvw pog,

2L AVETOLLOVE — TLOY TTLoL %oLQOS — MG TUVETAIQVEL”.

In the poem «Dangerous» is also highlighted the fact that the young

student thinks he can control his behaviour “fortified with theory and
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study”, when in fact other factors will decide for him. In the poem «Noesis»
(A: 64) the artistic subject finds that he could not control his juvenile
behaviour and this in fact resulted his artistic expression to take shape
slowly and unconsciously as a secret source:

T yooviee T vedTnTog 1ov, o 7dovids pov fiog —

n@¢ PAER® T xadupd To vOQuUd TwY.

T perauedetes TeQlrres, te HAToHES ...

AlAd Oev éfAema To vonua TOTE.

Méoa arov Exivro Ta¢ vedTyrds pov Slo

LL0p@pdvovTaw LovALs T¢ ToLTjoE@S (oY,

OYEOLELOVTAY TG TEYVTE WOV T) TLEQLOXY).

And here we are facing again the fundamental notion of “abandon-
ment” we have discussed at the beginning of the essay. Let’s consider for
example the poem “Exépioa eic tnv véyvnp»:

Kddouar xat peufoio. Ernvdvules 2’ awaidrjoets
exduton e Ty Teyvnv— xdte oostdwueva,
TOOTOT 7 POXUUESs EQBTOY ATEADY

ndte afefaies uvijues. A¢ apedd o’ avipr.

Eépet va aymuatiost Moogyy tne Kaldovijce

oxedov averatodrtws tov Blov cvuringodiox,
ovvdvdlovon evtvmdocts, avvdvdlovan te¢ uépes (B27).

Concluding here let’s try a more general observation, going back to
the medieval European culture and literary tradition. Dante constitutes the
greatest intermezzo of the European consciousness. Not only because his
poetry reflects have his own middle age as well as that of Europe, but also
because everything in it happens in between heaven and earth. It is the
experience of the journey, between its beginning and end, which reveals all
sort of surprises. Dante revealed the intermediate and transforming trem-
bling in the human body and real flesh.

Although controversial, we could argue that his subjects primarily
suffer not from mental passions but from physical, bodily, tangible tourna-
ments. He puts the body under immense stress but he refuses to acknowl-
edge that only the liberation of the body will deliver the pleasure of the soul
and not another life, beyond the clouds. While Dante was pointing out this
important "point”, Italy was developing various intermezzi in music, who
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knows, perhaps to demonstrate another way of celebrating the importance
of the passage from one stage to the next: full of enthusiasm, freedom and
pleasures. Dionysus probably is not far away. In a sense the music is bring-
ing back what it was missing so badly after centuries of all sort of suppres-
sions.

Cavafy (and obviously other poets and artists) comes to bring the
human flesh close to the earth and soil: amongst ourselves, our cities, our
histories, where it truly belongs. Paraphrasing here the famous platonic
line, in Alcibiades («&p' oOv, @ @ihe AAkiBLadn, kol yoxr ei pélhet
yvooesOor abTy, el yuxrv avtii BAentéov, kol pdiot' eic Todtov
avTiic TOV TémoV &v @ yylyvetan 1) yuxfic dpetr, copin, kol eig GAAo
® TOUTO TUYXAVEL SOV GVi»)

Cavafy tells us that if the soul wants to truly know itself it has to look
at real flesh. And this is not by suffering and tormenting ourselves, as the
Dante tradition would like to tell us, but by adopting the hedonism and
all pleasures of concrete revelations, as when touching precious objects in-
cluding word-objects. This is the majestic way from which real “bodies” of
knowledge will be revealed in a radiant manner. Even death is celebrating
the sensual body and this is a quite brave claim to do. For this reason, in the
poem “Iasis’ Tomb” (A: 75), lasis himself is asking to inscribe on his tomb-
stone that his whole life was full of hedonism and pleasures. His beauty was
admired by everybody in Alexandria :

Kedquae o Iaarjc eveadda. Tne pepdine tadene néiewe

0 EGnPoc 0 PTULTUEVOS Y ELLOOPLL.

M’ edadpacay fadeic cogole %’ exions o emimdAaiog,

0 amAd¢c Awde. Kot yabpouovy low xat pia

ta 0vo. Mo ot’ o oA va 1’ €yet o xdauog Negsiooo s’ Eourj,
7 waToyojocts 1’ Egdetpow, 1’ ecrdtwoar. Awxfdry,

av eloow AAebavdpeds, dev do emtxolvets. Eepeis Ty ogur)

70V [lov pace Tt Fguny Exece T ndovy) vmegrdy).

The hedonic Alexandria is the place of intimate mystagogy among sag-
es and promiscuous people: like an intermezzo. Cavafy’s Alexandria emerg-
es as the living flesh of poetry in the middle of the Mediterranean but also
in the middle of amazing cultural changes, when the hedonic way of life will
give way to the hegemony of life after death:
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K ebaipvne pe xvplevoe pio adAoxory

evtinwais. Adoeara, aoddvouovy

ooy vaAGevYeY ard %ovTd 1ov o Mveng
atoddvouovy wov evadr, Xototavdg,

JLE TOVS OL30TS TOV, %Al TTOV PEVOLLOVY

E€vocepd, £E€voc¢ mwolds evorwdo xadie
o oueforia va ye ouyudver: urirwwe xt efyo yedaodel
and To nddoc ov, xat T &k v T & 70T fuovy EEvoc.—
Letdydnra E€w an’ o gotxrd tovs ormite,

Egvya porjyoox mow aomaydel, mow arioiwiel

az’ v yetoTiavoodvy tovs 7 Yiunon tov Mver.
(“Myris, Alexandria 340 AD”, B: 76)

Perhaps hyper-anthonism is here to remind us that we are always for-
eigners not only to Myris — or any Myris — but also to ourselves: this is
the real and surprising revelation, which is waiting for us, suddenly, in the
middle of the night, before departing Alexandria as a new hedonic variation
of a very ancient pleasure.

Note

! For example: «<H ovvodeia Tov Atoviioou» (A:29), «Emnyon» (A:59), «Edvol tov
AXeEdvipov BdAow (B:23).
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