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The Life of Ismail Ferik Pasha

Eleni Yannakaki

he Life of Ismail Ferik Pasha by Rea Galanaki was pub-

lished in 1989. As well as being a best-seller for some time, it
has been highly praised by critics and book reviewers,! not only
for its literary virtues as such, but also because it revives and
brings to the foreground the story of an Egyptian general who
was born (and remained until the end of his life) Greek. In
addition to that, the majority of these reviews treat the book as
a modern historical novel.

Things are far from being that simple. What we shall
attempt to show in this paper is that The Life of Ismail Ferik
Pasha is neither a nationalistic and sentimental fictionalization
of the life of a little boy, who was abducted and Islamicized by
the Egyptian army in the nineteenth century, nor a traditional
historical novel of the type of Walter Scott, for instance.?

* I would like to thank Dr P. Mackridge, Prof. D. Angelatos and Dr M.
Chryssanthopoulos for constructive comments; also, I would like to thank
the audiences of the Universities of Oxford, London (King's College) and
Cambridge whose questions and comments alerted me to several pitfalls.
All the remaining errors are mine.

1 There have been several book reviews of The Life of Ismail Ferik Pasha;
to my knowledge there are only three proper critical studies of the novel
(Thalassis 1991; Maronitis 1992; Sourbati 1992).

2 Kotzia (1993) alleges that in both The Life of Ismail Ferik Pasha and her
latest novel I shall sign myself Louis, Galanaki fails to reproduce
satisfactorily the style of language that we believe to have been used by
people like an Egyptian general and a Greek intellectual of the nineteenth
century, as Ismail and Louis were; that would indeed be a requirement if
Galanaki actually wrote historical novels. Kotzia says: "Tloto efvai
woTdgo, To TpoPAnpa He Ta meloypadrpata Tns Péas
Fahavdkny, To wds akpifds mhovae évas AvyinTios macds Tou
nponyodpevouy audve 8Sev éxel kar Tdom W yia Thv akpifea
Sev éxer kapla ompacia. AwdTt cxelvo mou petpder elvalr ve
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But let us first have a brief look at the story of the novel.
Ismail, who was born in a village on the Lasithi plateau in
Crete, is captured, together with his brother Antonios Kambanis
Papadakis, by the Ottomans during the uprising at the beginning
of the third decade of the nineteenth century. The two brothers
are separated at the port of Heraklion. Antonis goes to Istanbul,
and from there, as we find out later in the novel, he escapes to
Russia, while Ismail (his Christian name is Emmanuel according
to the story, though not according to history) is taken to Cairo.
There he studies the art of war, fights against the Turks in Syria
under the command of Ibrahim Pasha, the son of Mohammed Ali,
who was viceroy of Egypt at the time, and is promoted to the
rank of pasha.

It is Ismail Ferik Pasha who is subsequently chosen by the
then viceroy of Egypt (the son of Ismail's friend Ibrahim and
grandson of Mohammed Ali) to repress the Cretan revolution of
1866-68, which by a trick of destiny is financed by Ismail's
brother, Antonis, who now lives in Athens, having inherited the
fortune of his Greek protector in Russia. Ismail returns to Crete as
a conqueror this time, takes part in the siege of Arkadi
monastery as well as in the repression of the revolution in his
own homeland, the Lasithi plateau, and dies (possibly murdered
by the commander of the Sultan’s forces, Omer Pasha, for being a

mdoa 1 adfynon éva 8lupa To omolo va Tapldlel pe ™Y -
abploTn - ckdva mou éxoupe ofpepa epels ya To wES fHrav
évas maads otov mponyoupeve aiwdva. ‘H, ka\itepa, va midoer
n adiynon éva macd péoa amd THY  aTOMKY TNS
(TprTompdowmm) omTwKY kal péoa amd T yAdooa mou Bdler Tov
Hpod Tns va pndel. Elvar épws woTé Suvatévy va yive autd
Re SpacTikoUs TUTOUS TOU TeEPLoooTepo amd xdBe TU dAho
oup{louvy Tous oUyxpovousS HOS METATONERLKOUS Siavooipevous,
(Kat €8¢ 8ev evvod Tis 18ées Tou épyou vyuati, dmws kdbe
d\\o  pudioTdpnpe, To 1oTopikd avadépetal kKal auTd OTo
mapdv). Evvod duws opdocis dnws «Aev pmopodca ve oplow
kobapd To avTikeipevo Tou molépov mou Oa ékava» (a. 101)
«Av fTtav va mebdve, as épevya cwaTds, éheya. Kat dTv To
npdfANHe pmopovce MOaveds va avaxbel oe pia Sradopertiki
Sopy okéPms» (0. 135 § «Katd Ty dvoidn 6a éamya
oploTikd pe To aydpt Tou opomébiov. IMati autds o wohepos
dN\o Sev WTav mapd e onoudq Tns amwoyipveons» (o. 138)."
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crypto-Christian) nine months after his disembarkation on the
island.

The normal function of historical time constitutes a basic
convention for a whole category of novels which are in various
ways preoccupied with the promotion of certain truths related to
the present socio-cultural background or (in the case of the
historical novel, for instance) that of another historical period.
This promotion is carried out in these novels by means of a linear
conception of time as well as an emphasis on the integrity of the
individual personality.

History, a powerful invention of realist conventions,
involves a neutral, homogeneous temporal medium that extends
into eternity and a historical consciousness that constituted it.3
The conception of this temporal medium itself, i.e. historical or
representational time, has not only made possible the existence
of history but has also been one of the primary conventions and
instruments of Western thought and art.

Apart from the linearly causal link of different instants and
events in the long life of humanity and consequently the
envisaging of the present through the "lessons"” of the past
which this homogeneous medium makes possible, the convention
of historical time implies estrangement from the present and the
concrete. As Deeds Ermarth (1992: 31) says:

The rationalization of consciousness that supports the
continuity of past and future, cause and project necessarily

3 Historical time has been a construct of Western civilization since the
Renaissance. The theocratic and static conception of time in the Middle
Ages was replaced by a view that considered time as a neutral, homo-
geneous medium which allowed for the causal connection of several
different instants in the long life of humanity and which, through the
interpretation of the past (carried out, of course, from the perspective of
the present) made possible the control of the future. Related to this view is
also the belief that there exist in the world certain stable and unalterable
laws which determine people and events of different periods in human
history and thread them together in a controlled and teleological
continuum.
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supports kinds of thinking that seek to transcend the present,
concrete, arbitrarily and absolutely limited moment. Considered
historically the present requires a future to complete or at least
improve it, and consequently a dialectical method for getting there
just as this same present has been produced dialectically by the
past. By emphasizing what is linear, developmental, and mediate,
historical thinking by definition involves transcendence of a kind
that trivializes the specific detail and finite moment.

According to Deeds Ermarth (1992), one of the aims of post-
modern fiction is the subversion of the function and the ideology
of historical time and, in general, of all historical values. If
historical time implies, as we have said, the existence of logical
sequences that are based on a relationship of cause and effect,
post-modern fiction annuls the function of historical time by
subverting the logic that sustains it. Temporality proves to be
one convention among several others, which needs a collective
consensus in order to function, while the "past" is a mere
invention of human consciousness. The only time which exists is
that of the reader, the phenomenological time.

A critique of historical time means a critique of other
conventions related to it in one way or another, and above all of
the definition of subjectivity as "individuality". Thus a shift
from historical, representational time to the different
perception of time which is usually encountered in post-modern
fiction also implies a new definition of subjectivity.? Thus the
absolute, individualized and integral consciousness of
nineteenth-century Realism, for instance, is replaced in Post-
Modernism by a fluid, multi-dimensional version of subjectivity
which accords with the belief in the absence of a single univocal
meaning in the world; the human mind is rendered incapable of
conceiving and interpreting reality in a single, totalized and non-
contradictory manner, since reality, of which human conscious-
ness itself constitutes a part, is simply a matter of perspective.

In The Life of Ismail Ferik Pasha, history itself is not only
the main source of material for the writer, but also the main

4 It is not only Post-Modernism that has challenged the integrity of the
subject; other movements in the past such as Modernism and Surrealism
have done the same.
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target of the novel's subversive policy. Apart from both the
overt and covert mechanisms by means of which the
demythologization of history is achieved, the function of
historical time is deeply affected, as is also the integrity of
human individuality. Let us start with the first.

*

Our text consists of three parts: the first is entitled "Years of
Egypt. The myth"; the second part is entitled "Days of nostos
and history”; the last part bears the one-word title
"Epimythio". The different parts are narrated in different
grammatical persons: the second part uses the first person
singular, while the first and third use the third person singular.

What one immediately notices in these titles is that the
"years" of the first title become "days" in the second; in other
words, there seems to be a reversal of the normal track of time,
which, however, accords with the fact that the second part
gives the account of a limited length of time (nine months only),
as compared with the span of the first one which is almost half
a century.

The most important thing to note, however, is the fact that
the part of the novel which claims to constitute a myth
(interpreted either as a fable or as plot, according to the
Aristotelian notion of the term) is cast in the third person, in
other words the person of a more or less objective point of view —
the person employed by an omniscient narrator, for instance.
Conversely, the part which claims to be history (or at least to
refer to the story of the novel, that is the real events as they
happened) is cast in the first person — the person of the subjective
and limited point of view. Moreover, the fact that the use of the
first person follows that of the third, and not the other way
round, indicates a gradual internalization of the story, which
certainly accords with the reverse route followed in the novel on
one level, as we shall see, but is at odds with the normal
development of a person who while growing up acquires a more
objective and less emotional perspective.

The third part, which by its very title seems to be related to
the first ("Mv@os" — "Emui6io"), and not to the second which it
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in fact follows, and whose story-line it continues, is also cast in
the third person.

On the other hand, the mode of narration itself does not
differ significantly from section to section. Throughout the text,
it proceeds by means of an internal focalization on Ismail (and
rarely on other people) and of an incessant motion backwards and
forwards, that is by means of analepses and prolepses, so that
the reader must continually be on the alert to be able to follow
the main line of events that develop in time. The procedure of
the narration through internal focalizations seems to be at odds
with the possible characterization of the book as a historical
fiction (though the real historical events in the novel are
comparatively very few), in spite of the use of the past tense,
the main tense of representation.

However, the fact that our text appears in a form in which
interruption and reversal dominate accords with the ideology
behind it, which wants things to go back instead of forward, to
move in a circular route and not in a linear one, as one would
expect from the title of the novel, which claims to be an account
of the life and experiences of Ismail Ferik Pasha. The effect of
this is, certainly, discontinuity and circularity, two ideas that
contradict the basic principle of history (either national or
personal) and, by extension, historical time itself.

As on the level of the story, with the life of Ismail Ferik
Pasha starting at the middle of the book and going backward
instead of forward, our text itself is presented in a similar form,
following a similar motion — in fact the text reflects the ideology
that dominates on the thematic level.

More precisely, our novel starts as a third-person text, set in
the historical past, which, however, in the first part, according
to the title, undertakes to relate a myth. It continues in the
second part by going inwards and adopting a personal, subjective
mode of narration through the use of the first person, although,
again according to the title, it purports to talk about history.
Finally, it shifts to the third person, though no real change is
noticeable in the mode of narration in this part, with the title
referring by its etymology directly to the first part.

To pass on now to the function of historical time in the story
itself, the normal and physical development of a person from
birth to death is juxtaposed with the existence of several births
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and deaths of the same person (in fact, one cannot easily tell
when birth is implied and not death and vice versa), which
happen during the span of one life.

To be more precise, there is certainly one birth at the
beginning of the physical life of Ismail, or Emmanuel, as the text
wants him to be called before his captivity, but this birth is
extra-textual and certainly not of much interest for our story.
Then, at the age of seven, Emmanuel is captured by the Ottomans
and this fact is considered (retrospectively, of course) as both a
death and a new birth for the little boy.> On his return to Crete
as a conqueror some fifty years later, our text says that Ismail
had started diminishing into a foetus in his mother's womb; its
birth (or ambigously its cor\c:eption),6 however, nine months

5 It seems to me that Ismail's death/birth is the result of his mother's
sacrilegious union with the enemy at the entrance of the cave: ""Akovoe
amd TN pepid TS €addou TS axés Twv €xOpdv kat Tig
kpauyés Tov yuvalwkdv. Tou ¢dvnke TS Ghes oL Kpauyés
éyoavav and To otios Tms pdvas Tou kol dppnae va xwdel
ge ¢kelvo kat pdvo To atnfos. (...) Kdmwou (8¢ pa kdkkivy
avtadyele kar ¢ofribnke dTi éupmaive oty onmihid avrl v
Byaiver. Ouunidnke dihes raToples yia piav dAKT poppapuyy
ota PfdOn Tns omniids kot Tis €nynoels vy kokkivdSia
mapmdialov TokeTod, alpa Aexdvas kar dwmid yia To (€6Td
vepd otous APmtes. ‘Exave To otauvpd Tov via va Swéel To
Sawpovikd Bpédos kar auvéxioe va Badiler wpos TV
avtadyeaa (...

"O lopadN Peplx Tlaods Bupdtav apydTepe MwS To SLWAG
KANEopa TNS pdvas Tou akovotnke XdAkivo, emeldy ovpaive To
OWIMTHPLO Tns TpdTne Tov {wvis kar Ty évapén Tus
Seitepns, kdTL Tou TTav meld Tio mpdwpo kol MO OKAMPE and
v evnhikioon. Kiu é\eye axdpn 61t To mwouSl mou Aimabipnoe
otV aykald Tne alNddpovns pdvas, koiphbnke auTdv ToOVv
éfaxo Odvato, mou pdvo Ta malid pmopouv va amohavoouv.
Kat mws M (8wx m pdva Tou udbnke mdve aw Tov xUKAO ToV
avBpd ey kol Swamds EavaouvélaPe, ximoae, yévvmoe kal
avélpepe To SedTepd NS yie. Tws Pydke amd T owniid
Sepévos mobdykwve kal dpxloe e kawvoupywe (wd oav
alxpdieTos.” (16-17)

6 “Hray aNffewa, pla amd Tis Sikés pou aliberes, WAWY Sev
pmopodaa va koufevtidow YU QuTHY HE Tous emMakénTeS ov,




128 e Eleni Yannakaki

later, corresponds to the physical death of the conqueror Ismail.
But birth involves another life to follow, a life after the real
death of Ismail Ferik Pasha in Crete, and this possibility makes
the circle go round and round without ever closing.

If we now see our story in the light of these successive births
and deaths, we can say that the important turning-point takes
place between the first two parts, when our story has already
come half-circle and now turns back to trace the other half.
Ismail's life has abandoned the linear course of the River Nile
and has embarked on a journey around the Lasithi plateau.

However, the novel does not end when Ismail's life has
already described a full circle, that is after his death at the
very place where he was born for the first time. The existence of
the "epimythio" seems to reflect, on both the textual and the
thematic level, the beginning of a new circle, of a new life, as
this latest death/birth requires: Ismail's body travels back to
Egypt to be buried, while his soul remains on the island telling
his story in the new body of a little boy; Ismail thus remains to
the end divided between his two homelands and his two fields
of memory.

In addition, the return to his familial home after nine
months of life in the womb, the existence of blood, the
participation in the ritual first of his mother but also his father
as well as the (then still living) older brother, makes me take
this last scene (apart from its interpretation as an overt allusion
to the Homeric ritual) as another birth.

Going round and round in a circle implies stagnation.
Historical time in our novel has been replaced by circular time,
that is a continuous motion round a periphery that does not go
anywhere, does not move forward, and most importantly does not
meet the centre, but repeats and perpetuates the existing status
of things. Talking about the subversion of representational time
in fiction, Deeds Ermath (1992: 43) mentions the metaphor of a
train leaving the rails or a car swerving off the road which
seems to recur in several twentieth-century novels that purport to
counteract the normal function of historical time.

nes petd v avativady TpaBovca Tov avtibeto Spdpo awd To
éuBpuo kar plkpawva avri va peyardve.' (133)
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In our novel the dominant metaphor of somebody following
the current of linear, representational time, is sailing up and
down the river Nile, while going round the Lasithi plateau
implies adopting an alternative, non-representational concept of
time. When Ismail realizes, however, that he is completely
possessed by circular time, that he is trapped within the circle
of the Lasithi plateau, he is described by the text as crossing the
plateau on his horse in an attempt to escape. Here are Ismail's
thoughts:

ITis dx0es Tou tiepod TmoTtapod eixa avalntioer pall
HE oy oAGKATMPM xupa T ke éotw éobo amd Tyv
akivnTd Tou 1epdTNTQ, KATOLO CUYXPOVIGPG HE TS
18ées mov kwovoav pe TaxdtnTe Tny Eupdmy. Zeatd
émpada. TINqy Sev améduya va mapatnpice mws
Teheutala pov evbBela WTav o kaAmaopds pou péoa oTO
Toaklopévo mpdoive, kabds éomeuba va Pyw amd Tov

kUkho Tou opaméSiov vy va pn BAéme TNV kaTaoTpodn
tou. (178-9)

Along with historical time, human consciousness disintegrates
entirely in The Life of Ismail Ferik Pasha. Ismail, the central
character of the novel, is a personality that lacks identity and
consequently also lacks authenticity and authority, as we shall
attempt to show; this lack of a consistent and stable identity is
one of the main fields in which Galanaki's artistic wit seems to
play; it is also a situation that remains unresolved to the end, as
the main character, together with the whole novel, does not
manage to reach a kind of totalization but embarks instead on a
continuous journey in pursuit of a meaning that always evades
him by going round in circles.

Not only Ismail's death but also the mental disorders of
Ibrahim and his father, which lead both of them to death, seem
to be the result of the realization that no single and stable truth
exists. The relativity and arbitrariness of any truth (the
realization of which occurs for Ismail mainly in the second part
of the novel) constitutes a central axis (possibly the central one)
on which not only the personality of the main character, but also
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the whole novel is built: both the writer and her character turn
to history for meaning, use history in their fictions, only to
realize at the end that history, too, is another fiction.

Ismail in particular idealizes his past, his personal history
as it is related to the history of his lost nation, only to find that
history is a thing of the past and cannot be re-experienced; he
realizes also that there is no innocence in history, since there are
always several perspectives from which to view a situation, as
our text claims; and history, like truth itself, is well beyond any
simplistic and monosemous notions that could easily be reduced
to polarities such as good and evil.

Moreover, along with the relativity and arbitrariness of
truth, the procedures themselves that contributed to the creation
but also to the shattering of illusions, are exposed and become
overt. And it is through this perspective, of both the creation
and the shattering of illusions, that our text becomes aware of
itself and, moreover, the reader is initiated into the writing
process in the form of a co-author.

But let us look at things in more detail. As we have already
said, the title of the first part of the novel contains the word
"myth". This can be explained by the fact that it is in this
particular part that the gradual weaving and preservation of
illusions take place, whether these concern the imagination of
the character or that of the writer/reader. In this part, Ismail
himself is engaged in a continuous effort to mythologize his life
on the plateau before captivity;” for her part the writer creates —
while the readers decode — a myth which at the beginning seems
to differ only slightly from that of traditional novels which
give an account of a character's life from birth to the grave.

7"To aydp. drxouye Ta ovdpaTte Tov avlpdTmev Kol TIS
ovopacies TNS yYWS QWOTUNWVOVTAS O0TO MUaNd Tou TIS €KOVeS
mou Tou ébepvav ov Nas. “Apxioe vo unoidletar dTL qutd
mou  éxave pmopovoav va empnkivouv Tn {wd Tous, av
aoxwpovoay oTa awsdipaTta pe TV umwdpuymom Tou MWxov, TnS
pupwdids, Tns vyedans, Tns adis kar Tne popdvs Tovs. (...
AcuvaioOnTa elxe atpadel exelvy Tn oTiymy mpos Th RUOTIKY
{vf Tou kdopou mou xavdTav, TNpooNabyVTaS, av Kol TWOAY
vopls, va emPAndel oryy avxpadwaia Tou." (25-6)
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In the second part, however, the demythologization takes
place under the impact of reality and historical events. Ismail
realizes that the images ("ou eikdves") which he painstakingly
created and preserved for so many years in his mind were simply
the product of his over-active imagination. At the same time,
the reader of the novel realizes that in spite of its initial
pretensions to verisimilitude, which the use of a historical
person in fiction implies, the text gradually undermines its truth
and reveals itself as simply a fiction that satisfies only the
needs of writing.

After the captivity scene, Ismail on the one hand makes
continuous efforts, as we have already said, to keep alive in his
memory what he believes life is like on the Lasithi plateau,
while on the other he tries to cope with the everyday reality of
Egypt and succeed in his career. He also tries to keep these two
worlds (the worlds of imagination and reality) separate from
each other, so that he can preserve a balance between them; he
is successful in this, at least until the visit to Egypt of his cousin
Ioannis, if not until his return to Crete.8

However separate from each other these worlds are kept,
Ismail is cast between them; in fact, he does not belong to either
of them. While in Egypt, his mind is continually with the
Paradise lost, there on the plateau; when in Crete, in the second
part, facing the harsh reality of both the war and his thwarted
expectations, he yearns for his life in Egypt. Life is always
somewhere else for Ismail; it lies in a dematerialized, abstract
world that has nothing to do with the present and the concrete.

8 In a letter to his brother, Antonis, he writes: "Twat{ e{xe amokdpe,
éypade, and Tic (Sies akdves oTo puaNd Tovu Tdoa Xpdvia.
Awd Ty éyvola va koupvtilel To poNdL Tou atapatTnpévou Tous
xpdvou yia va pmy Tis Sadvoer 7 akwvnola. Na avavedvel Ta
anudSla Tous &épovras muws étol oTHvel pa mayiSa oTov
cautd Tou. Na Tis aiofdvetar d1i apmdlouv ThV aiyumwnTaky
{wd Tou oTa a\\nvikd Tous wixia Kat TWV kaTtacmopdlouv.
(..) Efxe amoxdpel, emnavélafe, cixe wotdoo katadéper va TiS
adonhioel pe Ta xpovia, yevvdvrtas Tis o {(8lag guvéxeaia,
Mavopold Tuties pe Tis mpaypatikés cuvikes mou Tis yévvmaav
kdnoTte." (71)
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Being between these two worlds means at the same time that
Ismail is cast between two names, two homelands, two languages
and two religions. As soon as he arrives in Egypt, he decides to
accept his destiny and make the most of the opportunities that
are opened up to him in his new country, while he will keep for
himself the memories of his previous life. He changes religion
because he has to, without much thought or inhibition, as we can
see in the following passage:

Kafeprd and Tis {wés pou kpdTnoe Tm Sk Tns
Opnokela, xwpls avtimapddeon kar xowpis kpavyahéa
emyepripate, — dev WTay dANWOTE M WO 0UOLAGTIKY
Sadopd avdpesa aTous Suo Tpdmous lers. To oxeSdv
yupvd aydpi, TOU QVYOLYdKAELVE pe M Todma T
auhdkio Toy TepBodlldy pouppoupilovras To «ENénadv
pe», dxt povdyxa yie va eEewbel, al\d kalv ocav
Edpkt M ywa ve OGupdTal Ta YpAppoaTe, TapROTEKSTAVE
guxvd o010 petaéntd xahi Twv  apaflkdv  pou
mpoceuxwv. (111)

Similarly the Arabic language came naturally to replace Greek.
However, in spite of the ease with which he accepts his new
life, Ismail is aware that he has two names, two homelands, two
languages and two religions; he is aware that in essence he lies
somewhere between these polar oppositions (Christian and
Muslim for instance), and that he does not belong to either of the
poles. He is reminded of this when, for instance, his classmates
in Egypt never ask him about his origins (33), or when his
relatives in Crete do not want to have any contact with him.
Comparing himself with his brother Antonis, he says:

O Avtdyns 8Sev 0a pdbaive moTé yla ToV TWOAEpo, Tou
ékave kar avTikpuoe o adeldds Tou emoTpédbovras
gav exfpds ota pépn Tns TpdTnS pas leds. H Tixm
Tov elxe akouumtioer oTn pepld TOU TATPLOTLKG
Wavikd Ty eSwkalvvav. (..) Aev 06a pdBaive moté v
Ty mopela amd Tov dvTpa aTo watdl kai amd kel
gtov Odvatoe. (..) OUte Oa pdBaive moTé vy TnWY
avopoNdynTn, TNV anayepeupévn, TNy avanddeukTn
cupmndBeald pou oTov exfpd (..) O Avtdyns pmopovoe va
pe kdver ex0pd, evd eyd 8ev pmopovae va oplow
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kaBapd To avTwkelpevo Tou moNépou mou Ba ékava.
(100-1)

Ismail Ferik Pasha is a character with no stable, author-
itative identity through which he can come to terms with what
is foreign or other; he is a character with a negative identity; he
is a person without a name, without a nation, without a
language, without a religion, in other words with no past and no
future, no history; the blood line coming down from his ancestors
stops with him, while his memory, as he says, cannot be
bequeathed to his children (83). But a person who does not
constitute part of or contribute to historical continuity lacks
authenticity and, ultimately, authority.

The discovery at the end of the novel of his familial house
(170-9), the one he belonged to before the Fall, is Ismail's last
attempt to regain authenticity and identity; it is his last
attempt to revive the hitherto dead field of memory and attain
his lost innocence. This will happen, he believes, by choosing
the old, deserted house as the place of his new birth.

But let us summarize this very important scene. Having been
on the plateau for some time, helping the Turks suppress the
revolution there, Ismail secretly visits his home one night. As
soon as he enters, he buries the testimonies of his second life in a
hole in the wall, that is the knife he found in the cave a few
minutes before his captivity, together with his brother's last
letter to him while he was still in Egypt. Finding the house
silent and still, he carries out the ritual which is described in
the Nekyia of the Homeric Odyssey, so that the now dead
inhabitants of the house are revived. The first to appear is his
mother, who tells Ismail that she welcomes him back home
unreservedly; then comes his father, who also says that he
accepts him, but with some reservations, since Ismail has broken
the continuity of the blood line to which he himself, as his
father, belongs. With the illusion that he has been restored to
his previous position in the house, that he is loved by it, Ismail
falls asleep. But the following morning he wakes up to the most
traumatic disillusionment:

OL Tipwivés Pehdves Tns paywiTikns 8pooids e
Eimvnoav Alyo wpwv xapdéel. “AN\woTe, elxa TWY
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éyvora va omkwdd vepis yia ve 8w amd To pKpd
napdBupa TS avoToArs Tov opfpivd tAto. H ekdva,
mou Bupdpouv, dwTioTnke and To TpdTo dws. ANND Sev
okiptnoe. Ae¢v odavraldpouva TéTowa cwomt, oav
TeheolBikn anddaan Tns dUons. ‘Apmaéa To o18epévie
kdykeho kol wAnolaga doo mio mWolS umopovoa T
ndtie pou. H avartorty épeve mdvra cav lwypadriopévm
ata xapti. Tleplpeva va Swahubodv Ta pddiva kar TdTe
Wp0e va pe mapnyopvoer M okédm mus, adod avTikpiow
TO TATPIKG pou amiTy, Wdoo pdANov adod kolprbnke
mav ohGkAnpn vixTa aTov kdpda Tou, adoy TENGS pov
pianoe 1o (8o omimT, mMm ¢Uom mwou To eixe xpdvia
avTiKaTaoTHoel oUTe Oa oul\dfile mw, odTe Oa pov
enérpene va T &avaputdow. (177-8)

Throughout the period of his Islamicization, Ismail has
preserved in his memory images of the scenery on the plateau,
images of nature as it was when he left; coming back to Crete,
almost half a century later, he expects this scenery to have
remained unchanged, as it existed in his memory. Nature,
therefore, has acquired here the role of the pure, edenic place
that will restore Ismail's lost identity and offer him the
certainty he seeks about the existence of a stable centre in all
experience; Ismail believes that by returning, by uniting with
nature, he will be purified and will regain his lost innocence.

During his years in Egypt, the years of the fictionalization
of the past, the natural environment of the plateau was the lost
referent which Ismail dreamt that he would sometime regain;
when he is in Crete, cast into the living scenery of the plateau
and being disillusioned by it, nature comes to be replaced by the
idea of the familial house which he has also to regain. Ismail's
house is to be the last step in this continuous process of
narrativization of his memory and at the same time the last of a
series of fatal disillusionments.

According to Docherty (1987: 52-4), in the history of human
thought and art the familial house has been seen not only as a
place where man can always return to discover security, a stable
identity and purification; it has also been thought of as an
expansion of the idea of nature herself, which, in Romanticism
for instance, was thought to constitute a large, friendly place in
which man could feel more "at home" than in his contingent
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local situation, which was an artificial deviation from that
"pure", natural state of existence. Bachelard (1957: 24), more-
over, has seen the first house, the house in which one is born, as
symbolizing the womb; he argues also that this first house
becomes the archetype that determines and conditions life after
birth.

Choosing the house to replace nature after the latter had
disappointed him, Ismail, still in the womb of his mother,
returns there, as we know, just to be re-born; in this way he will
return to the first state of things and will resume what he owned
at his original birth, that is the identity and the authority
which everybody who belongs to a certain house and family can
enjoy; but above all, he will resume his first innocence, which
was irreparably lost with his entrance into the cave and the
acquisition of knowledge.?

However, in the "epimythio”, the little boy reveals that it
was not only the motionless scene of the rising sun that
embarrassed him that morning in the episode of the house which
we saw above; it was the realization that his ultimate expect-
ation, innocence, was never to be regained. The little boy says:

Ekelvn T wixte 1fehe v amoTumwdel aidvios, yuati
artglavdTavy mws cixe onkwdel mdve and oxdpata kat
Nééas yia v ayyiéer v éoxatn yvdorn. Xpdria Tdpa
uméBete dTL ekel Oa ouvavtouoe Tn xapévn abwdTmTar
8ev Tou déuWle dpwe vo eutuxWoer To TéNos Tuv abdwy,
av Sev efoporwvdTav. Exkelvn howmdév Tt wixTe aTo
malld Tou omitt M abwdTnTa xapoyehevoe cav o
aveuplokopevos ovlakas dyyehos Tns pviuns. Awotd-
lovtas voa mioTéPer To Bavpa, dmhwoe To xepdkl Tou
v ayyiéer Tov dyyeho. TéTe pdvo elfe Ta pavdpa ¢idia,
mov TulhiyovTtav oTous duTelvods Poartpixous, Ki
omoBoxdpnoe. To puahd Tou éxapPe Eadvikd kal
xatavenoe dTu Sev umdpxer, ouTe kar umipée, kdTl
Tdoo afdo WoTe va xafel. ‘Apa, mws Sev umndpxey,
oUTe kat moTé umnple, ematpodyy. (197)

9 The scene in the cave, combined with the frequent reference to the image
of apples throughout the novel, seems to recall the biblical Fall and the
primordial sin.
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This final realization marks the virtual collapse of all the
fictions which Ismail Ferik Pasha created for himself to sustain
his decentred life; having failed to turn history into reality, to
find the paradisal elsewhere and unite with his pure, natural
self, Ismail finally understands that history cannot be repeated
in reality; it can only be invented, that is it can be rewritten or
repainted on a piece of paper like the stage scenery in Heraklion
harbour (148-50). He also understands that innocence, too, has
never existed, for it is simply another of those authoritative and
monosemous notions that aspire to the supreme truth. What
ultimately exists is only Ismail himself (149), who, like every-
one, is a finite, decentred being that grows out of contradictions
and who vainly pursues a meaning, a stable centre for his life.

Like the novel itself, Ismail remains to the end an
untotalized character, for he remains a person with a mobile
identity and, therefore, with no authority; he is a character
that continually rolls from one status to the other and can be
approached only in the same terms, that is in the terms of his
fluid personality; he can be received only as a set of versions and
assessments ("ekSoxés kav ekxmynjcas”, 132), like history itself.

Thus, from another aspect, Ismail, though a historical
personage, appears deprived of his referentiality too; by
continually undermining the authority of history, our text
undermines its own authority, its own truth, its referentiality.
Ismail himself, in spite of the expectations he creates in the
reader at the beginning, is gradually stripped of all his qualities
of authenticity and authority that history would endow him
with and remains simply an actor who plays the last act of his
life on the stage of Heraklion harbour.

‘Edeya mws KaTokTnTéS Kol katakTnpévor eixav vy
moA\oUs aildves pactopéliel éva OKMVIKG, OTwS eKelva
mou éTuxe va 8w oTis cupumaikés dmepes mpLy amnd
moANd  xpdvia, yia ¥V apxloer va mailetar ekel péoa
1 Ttereutala mpdén Tms {wihs pou. H avdpvnon Tuv Suo
aixpoAeTopévey ayoplusy, mou ywploTnkay ya wdvTa
0 autd To Awpdvi, kKol xwploTnkay ws To kdkalo awd
SiadopeTikovs Spdpous, perértpedpe Eadvikd To
napeNddv kat To Tmapdv g€ SiakoopmTikd oTolyela
evds emewoddiov. H evrinuwon Tou PedTikou 1rav Tdoo
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gdoSp, mou okédTnka pimes To HEn marypéve
enewgddio Sev umipée moTé ocav Lwi. Tuv odparve
dpaye évas abeppds &évos kar avrimalos; Kiu wardao
elxe maléer To pdho TOu dpioTa, CAV VA €TMPOKELTO
vie yviolo adepdhd. ‘Opws av kdmolss pmopovce v
Tekpmnploel  muws elxe undpéer o autiv  TnW
c&wotdpnom, av kdmoies MTav a\nbwvds omapdlovras
akdpT omd Tov Xwplopd, autds Apouv eyd. Timote dile
Sev pmopovca voe amebeifw. Avayvdpla pdve 1q {wi
povu, kabus EavaBpiokdTav otov (8w xépo, cav {wi,
dxt oav plpmom. Apdéadda yia otidfimoTe diho. (148-
9)

To sum up, we can say that by questioning the medium of
history, that is linear time, as well as the integrity of human
individuality, in other words the very creator and receiver of
history, our text also questions the authoritative truth of
history; historical truth exists only in books; it is the matter and
the result of writing, that is of assessing and inventing; truth is
the gold that was hidden under the books that contained the
ancestors' treasure in Antonis's dream, but Ismail decided that
they disperse this gold so that the two brothers do not fight over
its possession (85).

"Historiographic metafiction” or "revisionist historical
novel" are two terms that are used to designate a trend in
post-modern fiction which intermingles historical events with
fictional facts. Without embarking on a presentation of the
whole ideology that lies behind the choices of post-modern
fiction, we can say that one of its basic interests is to reveal,
through the exposition of its own fictionality and of its own
conventions, the mechanisms that create meaning and value in
modern culture; to put it another way, post-modern fiction not
only asserts its own fictionality: it claims that our contemporary
culture, with its value system and its ideology, is also fiction.

History has undoubtedly constituted a source of meaning for
Western societies; the teleological and logical connection of
events in a continuous chronology, however disparate and
different from each other these events are and however different
the social context of these events from the present might be,
constitutes a meaning-assigning process for our contemporary
culture which justifies its choices by comparing and contrasting
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them to the choices of the historical past. This appropriation
and narrativization of the past in order to sustain the myths of
the present becomes the object of the subversive scrutiny of post-
modern fiction.

In order to make clear this use and abuse of history in con-
temporary societies, post-modern fiction must first demonstrate
the use and abuse of real historical events by those who write
history by turning events into facts. Post-modern fiction tries to
show that in all writing, either fictional or historical, it is the
writer who constructs, interprets and evaluates in the way
he/she wants, depending among other factors on his/her
ideological and social stance. Thus, post-modern fiction that uses
history as its subject makes overt the narrativization and
meaning-granting of the past that has been made possible by
means of the fact-making process of historians of both past and
present. As Hutcheon (1989: 36) puts it:

Historiographic metafiction represents not just a world of fiction,
however self-consciously presented as a constructed one, but
also a world of public experience. The difference between this
and the realist logic of reference is that here that public world is
rendered specifically as discourse. How do we know the past
today? Through its discourses, through its texts — that is, through
the traces of its historical events: the archival materials, the
documents, the narratives of witnesses... and historians. On one
level, then, post-modern fiction merely makes overt the processes
of narrative representation — of the real or the fictive and of their
interrelations.

The Life of Ismail Ferik Pasha is ostensibly using history,
though the real historical elements of the novel are limited to
the person of Ismail himself and very few events, such as some
battles during the Cretan revolution of 1866-68. As we realize,
however, the personality of Ismail had to be constructed, to be
re-invented by the writer (as the introduction to the novel also
reveals), as it has also been narrativized by the historian who
"rov xaTétade opioTikd oTMY wTepia He TOov avapdiopiTnTo
peahopd Tuv ovopdTwv kat Tuv Témwy" (106). Consequently,
the particular relations of Ismail to the real events as well as to
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the other historical persons had to be invented, too, to match
this fictional personality.

On the other hand, and by analogy with Galanaki's role,
Ismail himself creates history, his own history, through the
fictionalization of his past as it is related to the past of the
country in which he was born, while at the same time he
gradually becomes aware of the fictionalization of the national
history in which he is involved through his participation as
both actor and witness.

Fvdpilo and madd mws M adibea ¢vdés yeyovdTtos BSev
eivar moté pla, xar aurd 8ev 1MTay {ows To mwo
ONPAVTIKG, 600 V' avakalynTe mola avdykn enéPale
T Tafvdpnon <kelveov Tov ainbadv, mou dev
mapapepilovray apéows amd kdmoro adpato xépt. Kai
ToUTos o Téhepos dpxile va yiverar ahnfivds, ehpdoov
elxe xiwéhas apxioer vo peratpémeral e ekSoxés kai
cktTyufoas. (132)

Thus, by thematizing the arbitrary construction of history in this
novel as another fiction within fiction, the text reflects in an
allegorical way the equally arbitrary and invented status of
meaning and current truth in contemporary reality.

By once again questioning the totalization and mastery of
meaning in both history and fiction, our text refuses to conclude in
a single ending but instead chooses a multiple one. These versions
(four in number) concern the circumstances of Ismail's death on
the plateau. This relativized finality accords with Ismail's
personality, which is not autonomous and fixed but something in
process, as well as with the untotalized status of Ismail's life, as
we have already discussed, which describes successive circles.
Apart from being an attempt to counteract the processes of
mastery of history and of truth in general, this multiple ending
of The Life of Ismail Ferik Pasha also aims at defying any
attempt to decode and interpret a fictional text in a closed,
unitary and non-contradictory manner.

The Life of Ismail Ferik Pasha is fiction about history but it
is also about the fiction of history and more importantly about
the fictions that our modern historical culture has created. The
Life of Ismail Ferik Pasha should be seen, in this respect, as an




140 e Eleni Yannakaki

allegory of all fictions, illusions, and consequent disillusionment
that contemporary man and woman have to go through in their
restless, though futile, pursuit of their lost identity.
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