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‘The Funeral of Sarpedon’ by Constantine P. Cavafy
and Kyriakos Charalambidis: convergences - divergences / similarities —
differences
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Tn uépo. mov o1 avééodor verpoi
ankwOnKoy Ynic v tovg 1000
PoVIKOVE T0. (OVTO TOIHUOTO,
KpopuéEVO, Tiow amo tov Bavato toug.

K. Charalambidis, ®6Ao¢ [Dome], 1982

ABSTRACT: Our presentation will be structured, mainly, around three axes. At a first level,
our interest is focused on the artistic representations of the archaic angiographies that were the
reason for the composition of the two poems, the targeting, the connotations and their
consequent role. At a second level we will highlight the poetic function of the "Funeral of
Sarpedon" by Konstantinos Cavafy and Kyriakos Charalambidis, as well as the convergences-
discrepancies between them. At a third level, we will detect the contexts, since the conceptual
bridges that direct us in an intertextual walk towards the corresponding contexts of the lliad
are scattered, but also in any differences or upheavals that highlight the ideological meanings
of each poem.
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When Charalambidis was a student at the Faculty of History and Archaeology of the National
and Kapodistrian University of Athens, Professor Kontoleon, in his Archeology class, showed
the students a slide of Eufronios’ pottery design which represented the transport of Sarpedon’s
dead body by Hypnos and Thanatos, the twin voyagers, children of Nyx and Erebus, who
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appear either together or apart in Homer’s epic poems! and in Hesiod’s Theogony (@soyovia,
759). This scene, inspired by Book 16 of the Iliad, made a deep impression on the poet,
thanks both to its artistic technique and symbolic associations. Thus, in 1978, the memory of
the visual representation on the red-figured krater, from the 6™ century BC, around 515 BC,
exhibited in the Villa of Rome, became the starting point for the composition of the poem
‘The Funeral of Sarpedon’.

It should be noted that the title of the poetry collection ®@dloc [Dome] (1989), in which the
poem under discussion is included and whose central theme is the issue of the missing persons
of the Turkish invasion of Cyprus, those who were lost ‘in the sea of the many dead’ [‘otn
Odlacoa tov moAvvékpwv’], is inspired, according to the poet, by ‘an idea of the multifaceted
American mechanic, mathematician and architect Buckminster Fuller for a geodesic dome?
that will cover the earth and regulate the weather and the atmosphere’[‘po 10éa tov
TOAVGYIO0VG UNYOVIKOD, pLafnuotikod Kot apyttéktovo Madkuivetep @ovAep, yio Evav B0Lo
YE@OOUTIKO, MOV VO KOALTTEL TN YN Ko va puBuilert tov kKoupd Kot v atpoceapa’].
Charalambidis was thinking that

‘if it is in man’s hands to achieve it, let alone God himself and his son in the dome of Heaven!
And in front of me appeared the shape of the Church which symbolises Heaven with its
horrible altar, where we taste the body and blood of Christ. | felt that the missing persons
were inviting us to the Banquet of the Kingdom of Heaven, reminding that the human body is
“a temple of the Holy Spirit within us” (Paul the Apostle). The missing persons [...] are
connected to the “life of things”, meaning the living society. [...] And become carriers of the
Lord Almighty — or rather He becomes their carrier’®

[‘av eivor oT0 YXEpL TOL AvBpOTOL va TO KatopOMGEL, TOGO HAAAOV 0 1010 0 Bedg Kol O
[Mavtoxpdtop Y10¢ tov otov B6Ao tov Ovpavov! Kor Mpbe pmpootd pov 10 oynua g
ExiAnoiog, mov cvpuPoriler tov Ovpavo pe 10 epiktd Bucslacst)pld Tov, 6mov YELOUOGTE TO
ocopo xkou to aipo tov Kvpiov. Avtiv v mpdoxinon oto Acginvo g Baocileiog tov
Ovpavav Evimoa va pag kdvouv ot Ayvoovpevot, veviopilovidg 0Tt To capa Tov avlpOToL
etvar “vaodg tov gv nuiv ayiov Ivevpatog” (An. ITavrog). Ot ayvoovpevot [...] apopodv ot
“Cof tov mpaypatog”’, oMiadn ™ (woa Kowwvia. [...] Ko yivovror @opeic tov
[Moavtokpdropoc — paiiov Exetvog yivetar popéag toug’],

as the poet notes.*

YIn the Iliad, Hypnos/Thanatos appear as a pair only when they transport the corpse of Sarpedon, following Zeus’
instructions to Apollo, so that the dismemberment/abuse of the Lycian hero’s dead body from Patroclus and the
Myrmidons would be avoided and the honour of the body would be preserved.

2That has the ability to measure angles and distances.

3¢Already in the poet’s last phrase we understand that the missing persons are His images and their sanctity is
precisely a result of History’s millstones on which they crush’ [“Hon and v tedevtaio avt) epdon tod Tomtn
katorafaivoope [0t1] ot ayvoovpevol amotehodv gicoviopotg Exeivov kot 1 iepdttd ToVG TPOKOTTEL aKPPMdG
amd TIg porometpeg g lotopiag ot omoieg cuvvOAifovtar’] (M.-K. Moros, Tepoedveln kat Iotopia oty
noinon tov Kvpidxov Xaparopunidn’, Conference Paper presented at H Ocoloyia oe didloyo [School of Social
Theology and Christian Culture AUTH] 16 June 2016 [publication forthcoming]).

K. Charalambides, ‘Zta otépavo g kopne tov (Iepopdavelr)’, in Zeidwpoc Yerds, Twuntikds toH0G GTOV
koOnynti Aquajtpio A. Tpiovtagpoiiomovlo exi ) gfdounxoviameviaetpior tov, Kvapioxai Xrovoai 78-79 (2016-
2017), Nicosia 2019, p. 862.
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As is well known, in Book 16, Sarpedon is mortally wounded by Patroclus’ spear. The
Achaeans and the Myrmidons strip his corpse and steal his armour. But before they have time
to complete the body’s abuse and subsequent defamation, Apollo, following Zeus’ orders,
collects the corpse. The Lycian god heals the body, taking it to the river to wash off the blood
and dirt, anoints it with ambrosia [aufpocin] and dresses it with deathless clothes,® which
indicate he is descended from Zeus. Afterwards, Hypnos and Thanatos receive the body to
transfer it to Lycia, so that a burial appropriate for someone descended from Zeus can take
place. It is for this reason that Sarpedon’s funeral ‘necessitates a high theological and
ritualistic status’ [‘emPéAier vyMAS Beoroyikd kot TeEAETOVLPYIKO KkVPog’].e The hero’s
funerary homecoming (nostos) will eventually be materialised, unlike that of the numerous
missing persons of the Cypriot tragedy.

Charalambidis’ dual parallel attributes as reader-poet and poet-reader lead to a second
writing, which recharges the ideological connections of the lines referring to Sarpedon’s
transport in the lliad. In that way, the poet successfully offers his version of the details
surrounding the primary source, mediated by Cavafy’s poem of the same title. It is Cavafy’s
poem that he feels he is competing with, while, however, clearly departing from it.
Charalambidis’ poem breaks away from both Homer’s and Cavafy’s sources, but certain
elements are imaginatively and succinctly incorporated, so that they are integrated in the
modern historical context.

Cavafy’s ‘funeral of Sarpedon’ was initially composed in the katharevousa, most likely
in1892, as Savvides notes, and was published in Skokos’ EOvikov Huspoidyiov (1898); later
on, in 1908, it was composed in the koine and was published ‘edited in the 1910 volume’
[‘S1opBmuévn oto tevyog Tov 1910°].7 This funeral, too, is inspired by the image of a male
Ascension-PIETA, included in the journal Atzixév Movoeiov (1892),2 captioned: ‘The death
of Sarpedon’ (from Homer’s lliad - Copy of Levy’s image) [‘O 0davatog tov Zapandovog” (ex
g lhgoos tov Ounpov - Avtiypagov g €ikdvog tov Agfv)]. ‘This image, with the
evocatively homoerotic sensualism of the complex Zeus - Sarpedon - Ypnos - Thanatos, can
plausibly be considered as the visual stimulus which led Cavafy to lliad’s Book 16° [‘H
EIKOVOL OVTH, HE TOV LTWOPANTIKE OUOPUAOPIAO EPMOTIGUO TOL GCLUTAEYHOTOG A0G -
Yapmndovog - 'Yrvov - @avatov, ebhoyo pmopel va Bewpnbel g to eaotikd epEBicHa Tov
odymoe tov Kafaon oto I7 g Iiddoc»,® as Savvides writes on the topic. The ‘aesthetic and
sensual attraction’ [‘oncOntucri xon oncOnoioxy AEn’]*0 of bodies, mostly young ones, is a
recurring theme in Cavafy’s poetry.

The Alexandrian poet quite possibly had in mind the translation of the Iliad (1715) by
Alexander Popel! (1688-1744), as Savvides, Ricks'? and Petropoulos have already pointed

°I note parenthetically that Cavafy, in his poem of the same title —both in the first version in the katharevousa
and in the definitive version in the koine, respectively— calls them ‘Olympian deathless robes’ [‘olvumio
afdvata popépata’] and ‘glorious Olympian robes’ [‘Aopmpd Orlvpmia popépata’].

®D. N. Maronitis, ‘Nexpdowyog vootog “H kndeia tov Tapandovos™ in K. I1. Kapapns. Meletiuora, Athens,
Patakis, 2007, p. 115.

'G. P. Savvides, ‘Enté 61410 evoc momjuatog tov Kafden. “H kndeia tov Zaprnddvos”, 1892-1924 in Mixpd
Kapagixd, Volume 1, Athens, Ermis, 1985, p. 259.

84rtiév Movoeiov 4, 17 (15 March 1892) 145 [See Aetxwuca, 200] Cavafy had published poems during that
time, specifically the poems ‘Kriotar’, ‘Adyog kot o1yn” and ‘Zap eh Neoip’, ibid (footnote 7) p. 264.

°Ibid, p. 264.

1D. N. Maronitis, ‘H tiur| tov ompotog’, To Biua, 28.8.2011.

Poet, critic and translator.
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out, an assumption supported by the use of words from Pope’s translation. For example,
perfume but also retaining®® the ‘paradox of the winged wayfarers’ [‘Tapadoo TV TTEPOTOV
nelomdpov’],H* etc. It should be noted that Pope’s influence has been questioned by certain
scholars.’®

Cavafy’s poem, according to Maronitis’ insightful commentary, ‘appropriates [...] with, in
fact, unusual conformity the original excerpt from the Iliad’ [‘mapaxoiovBei [...] pe
aoVVROIOT] NAAMOTA GUUPOPE®OT To odkd Tov mpdTvmo’].t® Charalambidis® poem
occupies a rather opposite space, since the poet undertakes a different poetic approach as he
borrows from the original material only those pieces which are absolutely necessary for his
own palimpsest. The traces from the Iliad in Charalambidis’ reading have their own signifiers,
in the sense that they assist the contemporary poet in highlighting contemporary historical
issues while, simultaneously, aligning them with issues of theological interest. Charalambidis’
poem is, as a result, imbued with its secret, historical and theological truth.

Charalambidis likely chooses Sarpedon deliberately, instead of a first-class hero from the
Iliad, like Achilles, Patroclus or Hector. The Lycian hero, who belongs to the auxiliary forces,
is indeed a warrior, but a little-known one. | believe he chooses a less featured hero precisely
to identify him with the unsung dead and missing-dead heroes.!” This would also justify the
choice of the name “Yorgos’, which follows, within the text, Sarpedon’s name that already
appears in the title. Charalambidis contends that ‘Sarpedon [however]| was [also] Zeus’ son,
therefore of noble godly descent, as, similarly godly, the descent of each one of our missing
people and valuable arisen from the dead should be considered’!® and adds ‘arisen from the
dead, not dead’.!® Consequently, this attribute, which leads to theological connotations,
strengthens the choice of this particular hero. Indirectly and cryptically, Yorgos is assigned
the attributes of a saint,?° given that his name includes all the missing persons and deceased of
the invasion (Charambides, 20 March 2019), who, in this way, become sanctified heroes. The
poet emphatically notes:

Enéve poag @épvovps 6Aot 1o dvoPactoyto Bapoc tov 16192 ayvoovuévov pog
(apBuodg mov teiver va yivel 1epdc, e€ontiog Tov peydAov TOVoL mov TEPIEXEL) Kot EEPM
no¢ avtd Oepehdveral KoAvtepa otov yopo ¢ Exkinoioc. H ovcio tov

2D, Ricks, ‘Apyaion uépar’, H oxid tov Oujpov, Athens, Kardamitsas, 1993, p. 146 onwards.

Ko xatd ekel tov mhodoio t6mo, v Avkia/rodtor odowmdpncay ot dHo adedpoi/ Yrvog ko @dvorog’
(Cavafy).

14M. Paschalis, ‘Cavafy’s “lliadic poems™’, in P. Roilos (ed.), Imagination and logos, Essays on C. P. Cavafy,
Cambridge, MA & London, 2010, p. 169. See also 1. Petropoulos, ‘Awpdalovtag tov Ounpo pe tov K. II.
Kapdon: H kndeio Tov Zapandovoc’, in the volume E. Arseniou (ed.), Extd ueietiiuoza yia tov Kofaen, Athens,
Mandragoras, 2018, p. 47.

15M. Paschalis, ibid (footnote 14) pp. 160-161 and I. Petropoulos, ibid (note 14), p. 39.

18D, N. Maronitis, ibid (note 6), p. 107.

In this poem, Charalambides implies, in a masterful way, the drama of the missing persons in whom, of course,
he includes those killed or murdered during the Turkish invasion and whose bodies were not returned to their
families so they would get a fair and honourable burial.

18K, Charalambides, private communication, 15.2.2019.

%K. Charalambides, ibid (note 4), p. 869.

2The fact that Christ divides history and introduces meta-history as an eschatological landmark, that repositions
humans in their primary holiness’ [‘To yeyovog 611 0 Xp1oTog TEUVEL TV 10TOPia. KOl E16GYEL T pebiotopior ¢
opdono £0y0TOAOYIKO, aVTd enavatonobetel Tov dvOpwmo oty Tpwtoapyky Tov epdtnte’] (K. Charalambides,
ibid, note 4, p. 863).

2lUntil 2014 331 missing persons had been identified.
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Xpiotioviopov sivar 1 Ohiym, mov eykvpovel ™ yopd kat ) Atpmon.?

[We all carry the overwhelming weight of our 1619 missing persons (a number that
tends to become holy, because of the great pain it contains) and | know that this fact is
better founded within the Church. The essence of Christianity is sadness, which
encapsulates joy and redemption].

| would add that, also through the participle ‘poiomicuévor’ [bruised], Charalambidis’
missing and deceased are assigned christological-sanctifying characteristics.

Prompted by the participle ‘poiomicuévor’ [bruised], which, admittedly, puzzled me, as
did the son’s smile at Hypnos —both lexical choices being crucial and ambiguous—, | believe
that Charalambidis, in the context of this dense meta-narrative of the dramatic events from
1974, implies, potentially, on a first level, that he creates bruised bodies/poems, given that
they contain the trauma of Cypriot Hellenism, as Seferis had previously done, and carry the
yearning of romiosini. It is, thus, very likely that the poem under discussion contains elements
of self-referentiality.

On a second level, given that ‘is used to characterise the parents (‘o0 Tatépag Tov K1 1 péva
| nolomopévor kt épepay vepd® [his father and mother, bruised and carrying water’])?® who,
devastated by pain, search for their missing son, looking for his body, in this case in a plain
which likely alludes to Homer’s asphodel meadows,?* in order to mourn and ensure his return
to the ancestral home. On the one hand, this accentuates their devastation, because of the
sadness and their subsequent unhappiness. Besides, the Eucharist also includes the
wish/statement by John Damascene which is also an element of mourning:

‘Kot Toug LOA®TOS 0pdg pov’ [‘and you can see my wounds/bruises’]

On the other hand, one could assert that they do not have a ‘face’, but appear to be lost due to
their human fragility [‘pe yapévo mpéocwmo’]. Here Charalambidis refers to vulnerability,
common to all humans. ‘This could mean that they lost their face, which now explains why
they did not see, with their soul’s eyes of course’ [‘Evogyopévmg to0t0o vo onpaivel mog

Zhttp://k-Charalambides.com.cy/wp content/uploads/2015/04/parastasi_ammoxostos_vasileuousa.pdf. K.
Charalambides: interview with A. Hadjithomas, in ITiotn ko1 moinoy, Nicosia 1989.

23The water which parents bring, aside from symbolising the living water and, by extension, Christ, since he is
the living water himself, also alludes to burial rituals such as, for instance, the urn which is occasionally broken
on the grave, as an act of burial, according to Christian practices. And as N. Pendaras notes, ‘Charalambides’
poetry [...] is “living water” which becomes “a water spring bubbling everlasting life”. The poetry in the
collection ®@dlog is life-giving. Life-giving for those who have disappeared, but also for us who are searching for
them. And its entire strength is concentrated here. [...] Certainly the poetry of Kyriakos Charalambides manages
to resurrect the dead without perishing. It is now our turn to be transformed...Can’t you hear? THE DOME is
echoeing the last trumpet’. [‘H moinon tov Xapaiaunidn [...] anoteiel “0éwp Lov” mov yiverar “mnyn Hdatog
avapiolovtog eig {onv aioviov”. Eivar {@oddtpa  moinon g cvAroyng Oolog. Zmoddtpa YU avtodg TOoL
xGONKav, o Kot Yo pag Tov Toug yayvovpe. Kot 6An g n dvvopun edd@ cuykevipdverat. [...] Ziyovpa 1 moinon
tov Kvupidkov Xapoiopumidn kotaeépvel v’ ovactiost aeboptovg tovg vekpovs. H oepd pog topa va
petopopembodpe... Agv axovte; O OOAOX nmyei v éoyarn odimyya» (N. Pendaras, ‘Kvpidxov
Xaporapmion: @dolog’, Alibea, 22.1.1990, and in the volume, Th. Pylarinos (editor.), I'ia tov Xopalaumion.
Kprrxa keiuevo, Nicosia, Aegaeon, 2009, p. 226.

24Charalambides is openly conversing with his poem, ‘Ta xouare’ [ The Waves]: ¢...0 kéouoc dev katolafaiver,
Kopié uov, | ta Adyia cov, wijte xi ey, (Xopoyeldd.) / X~ avéorepo lewudva...” (Tlodon.) ...°) [‘People do not
understand, my Lord, your words, neither do I. (He smiles. / ‘In an eternal meadow...’ (Pause.)...’].
(Auudywaorog Baoilebovoa [Famagusta Regal Capital], 1982).
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Erooav 10 TPOCOTO TOLG, TPAYUA TOV TOPO eENYel Yiati dev eidav, pe TOV Yoyikd QUOIKA
opBaApo’], the poet notes in a self-referential comment about the poem ‘Ztépava g k6png
tov (Iepogéveia)’.> Even though this comment is made in a different context and poetic
environment, both poems are aligned regarding their historical and theological backgrounds.

There are, however, additional theological allusions. We are indirectly led to Christ’s
tortures on the way to Golgotha. Ode 4 of the Holy Saturday Liturgy includes the phrase
‘KoTdoTiKToV TO1¢ LAyt [‘covered with bruises’], which refers to the crucified.

But the participle ‘poiomocpévor’ also indirectly reaches out to the body of the deceased
Yorgos and, consequently, to the mistreatment he has suffered. The meaning conveyed is
further strengthened by the initial Homeric source. The body, following Sarpedon’s death, is
in terrible condition, deformed and ‘unrecognisable’ [‘aveyvaopioto’], as the poet refers to it
in the context of a different poem.

Yorgos’ smile, on the other hand, in the line ‘kou yapioe otov Ynvo éva yaudyero’ [‘and
he gave Hypnos a smile’], is the other keyword which, I would suggest, acts as a counterpoint
to ‘noiomopévor’. It is the messianic element, since it captures the meaning of understanding
the world and, in essence, signifies the meaning of life.

Charalambidis often represents Rimakos, one of his personae, with a smile, denoting, thus,
the affirmation of life. One should also not forget the motto of his poetry collection Ilpay
IInyn [First Source]: ‘Ev apyn o Ocog / emoinoev éva [ youdyero’ [‘In the beginning God /
made a / smile’] or forget the ‘smile-loving’ [‘pilopedn’] Aphrodite whom Charalambidis
recalls by association when he translates Solomos’ Italian poem ‘Donna Velata’; he explains
what it was that led him to translate the word ‘ridente’ as smile: ‘Solomos’ poem ends with
the expression “lI’amica glorificata e ridente” [“the glorified and laughing friend”, translated
as ‘“‘m moBnm yehlodupevn kor moAvdoLacpévn” by G. Kalosgouros, “n  Koin
QoTocTEQPUVOLEVN Ko YeAovpevn” by L. Politis, and “n ¢iAn, doaouévn ko yehaot” by S.
Alexiou. From my end, I considered how Solomos would say it in Greek. I, therefore, thought
that smile is more fitting for Greek beauty — let’s remember ‘smile-loving’ Aphrodite. And,
moreover, | felt that the image should be framed by glory and close with it: “It was my Love’s
smile and glory” [“Htave g Ayamng pov youdyero ko 56&a”]’. 28

But could this possibly also be poetic self-referential commentary? Is it therefore
performing a ‘meta-literary, poetical function’? [‘puetaloyotEVIKY, TOMTOAOYIKY
Aertovpyin’]; Maybe Yorgos’ smile is in reality the poet’s own smile for his creation, as,
besides, is the case in the lliad according to A. Rengakos’ observation??’ Because the funeral
games, in the corresponding section of the Iliad (Book 23, ¥ 55-557), is one of the scenes
where Homer comments on himself, through Achilles (“Etot pulovoe, ki ayvoyéhace’ [‘Thus
he spoke, and slightly smiled’]). If that is true, then this is another point of convergence with
the homeric epic.

Following the example from the lliad, the presence of Hypnos, Thanatos’ twin brother, is
recorded, as well as the attempt to heroise Sarpedon which is implied in Charalambidis’ line:
‘Take off your armour and helmet’ [‘BydAe tov Odpaxd cov kot to kpdvog’], a line which

% K. Charalambides, ibid (note 4), p. 870.

%K. Charalambides, ‘ltaiticd Boppokio kot eAAVIKN xpLGEAASH’ in OdieOypdc Iotdc, Volume 1, Athens, Agra,
2009, p. 232.

ZIA. Rengakos, To yauodyeio tov Ayilléa. Ofuata apiynonc kor momukic ota ounpixé émy, Athens, Patakis,
2006, p. 17.
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simultaneously denotes the hero’s baring of his panoply, that is ‘from strife, attack and
defense’ [‘amd v apdyn, v duove kot v emiBeon’]. But it might also constitute ‘a
stripping of the jewels of the bodily (not intellectualist) embrace of the elements of life.
There’s an additional reason’ [‘amoyduvoon omd To HOAGUOTO TOV GOUATIKOD (O)L
VONGLoPYIKOV) eVayKoAMopod Tov ototyeiov g Cong. Ido0 évac mpdcobetog Adyoc’],
Charalambidis writes, ‘which makes me study death a lot as well. Death gives us a measure of
life’ [‘mov pe kavel vo peket® modd ko tov Bdvarto. O Bdvotog pag divel Eva uétpo {ong’].
By cultivating ‘nuggets of wisdom and death’ [‘ynypota copiog kot Oavdtov’] the soul is
adjusted, so as to convey the appropriate meanings, as Papatsonis mentions:

Movéayo g yoyngs, kabmg 0devel 6tov Bavdtov
TOVG AEUADVEG, aLTAG ExeL TayDel To dmpo

Vo GLVTACGCEL TAGKO OVEIpOL, TAdKO evTaON
Tov Tétota ocOfuaTa v’ omodidet.?

[Only of the soul, heading to death’s

meadows, it has been assigned the gift

of composing a dreamy plaque, a fragile plaque
that attributes such feelings.]

In Charalambidis’ poem, the love scene between Zeus and Hera is also recalled, implied in
the lines:

O y10¢ amA®OnKe GTOL KAUTOL TN PPECKAIN

Téve amd To Ypaciol o TovTo.

[The son spread himself in the meadow’s freshness
over the grass, half a centimeter tall]

We should also remember the lines from Book 14:

‘Avtd eime o Alag, kol ™) yvvaika Tov otV aykoAd Tov Taipvel, / k1 1 yng n Oeia
XOPTAPL VIOBAUCTO QUTP®VEL KAT®MOE TOVG, / GaEpavia Kot TPLQUAALN. OAGSpOCH Kot
Kkptvoug ko CovpmovAn, / TOKVE, AMOAG, TOL CVOKPOTOVGOV TOVLS, TO YOUO UNV
ayyi&oov’.

Iliad Book 14 (= 346-349), transl. Kazantzakis - Kakridis

“There with the son of Cronos clasped his wife in his arms, and beneath them the divine
earth made fresh-sprung grass to grow, and dewy lotus, and crocus, and hyacinth, thick
and soft, that upbare them from the ground.”

Homer, The Iliad Book 14 (transl. A. T. Murray), Harvard University Press, 1993.

Of course, ‘the image of the son hovering over the grass, thus defeating gravity’ [‘n swdva
TOL YOV 7OV ouwpeital whveo ond 10 ypacidl, vikodvtag &tot ™ Papdmra’], iS only
‘subconsciously connected with the relevant scene from the /liad’ [“vrocvveidnta cuvdceTon

K. Charalambides, “Eva mpdio xeipevo tov 1973 mov §60nke otov @goxhy] Kovydhn® in Odiolnpoc
Iotég, Volume 1, Athens, Agra, 2009, pp. 305-306.
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ue v avtiotoyn adkny oknvy’], in which, however, it is implied that ‘the force of life,
which is, of course, love and its connection to death, might intervene. Besides, the two are
intertwined’ [‘umopei va vrelsépyetal 1 dvvaun g {ong, mov givan BéPata 0 Epmg Kot 1
ovvdeon Tov pe Tov Bdvoto. AAAmote antd Ta dYo sivon depéva petadd Toug’].? It should be
noted that the pair Eros/Thanatos® is a recurring motif in Charalambidis’ poetry.

Therefore, what is of interest concerning the excerpt from the Iliad which dramatises the
encounter between the couple of Olympian gods is mainly the topic of hovering.
Charalambidis, with poetic inventiveness, suggests the elevation/ascension of Yorgos to the
sky, a fact also implied by the line: “Yorgos woke up the other morning’ [*O TI'idpyog Edmvnoe
T GAlo mpwi’], implying he was reborn, ‘having of course secured the desirable right for
burial in God’s arms’ [‘€yovtag @uowkd eacearicel o moBewd dikaiwpo TéPov TNV
aykolé Tov ®go0’],3 because his mortal body was transformed into a body heavenly and
etherial [ovpavio kar a1bépro].

Thus, in the smile Yorgos directs to Hypnos, instead of a response/verbal comment, there
is pensive silence®? which encapsulates his ascension in a unique way.

To sum up the obvious or latent convergences and divergences between the poems, without
this being an exhaustive list since my research continues.

C. P. Cavafy adopts the transport of the body by Hypnos/Thanatos, whom he considers to
be ‘winged wayfarers [‘mtepwtovg nefomopovg’]. Michael Paschalis suggests that ‘Cavafy’s
choice of the verb “odowmdpnoov” was dictated by Hermes as a wayfarer [odoirdpov] (an
hapax legomenon) in the lliad, Book 24, where Hector’s body is transported to Troy.>?

In Charalambidis’ poem, there is no mention of the burning of the body (for reasons easy
to understand), nor of the construction of a tomb/votive column, while the transport of the
corpse by Hypnos/Thanatos is implied.

Charalambidis is deliberately omitting the word death (Thanatos) which is, of course,
implied by the presence of his twin brother, Hypnos. In that way, the poet wishes to
emphasise that death is considered a ‘dormition’, following the Christian tradition. Those who
have fallen asleep are not dead. Besides, in a self-referential comment, as mentioned earlier,

2 K. Charalambides, private communication, 15.2.2019.

30<At the same time, in this initial poem, Charalambides examines the idea of death as a “measure of life”.
Indeed, if man conceptualizes what the depth of death is (what death is), then he will also understand the depth
of life (what is life), because life is like a scale. On the one side, there is love (eros) and death and, on the other
side, man and life. Love (eros) is an important factor of life; it is its source’. (L. Christodoulidou, ‘H “tpouepn
0ed” Agpoditn kot n momtikn Tov Bavdatov’ in Oweig tov apyoaroellyvikod uvbov otyv moinon tov Kvpraxov
Xopatourion, Athens/Nicosia, Elias Epiphaniou, 2019, p. 87.

31 K. Charalambides, «Awoiopa tédpovy in Oliclnpdc Iotéc, Volume 1, Athens, Agra, 2009, p. 121.

32¢And how can they perceive of the one who rises beyond the senses in his pure silence and the placement
[amdOeon], that is, the distancing, of the “meaning” of worldly confusion? His silence consists of vigilance and
ablution, as an ontological characteristic of divine Love™, according to a very poetic expression of archimandrite
Sophrony (Sakharov). But, in order for one to realise this tranquility, one must first deaden oneself, “let go of the
noises of life”, and with extreme humility be emptied into the deepest word of Silence, which is the mystery of
the ages to come (archimandrite Basil).” (K. Charalambides, ibid, note 4, p. 869). [Kat ndg pmopodv v’
avtiineBolv avTdv TOL avLyYdVETOL TEPA OO TIS aucBNoelg oty kabapr novyic Tov Kot v “amxdbeon”,
TOVTESTIV OMOUAKPUVON, “Twv vonudtwv” g eykdouag ovyyvong H movyie tov ovvictator omd tnv
€YPNYOPOT) KoL TN VYT, OG “ovtoloyikd kotnyopnuoe. e Ociog Ayamns”, COUPOVA LE L0 TOMTIKOTOTT EKPPOCT)
TOV apPyLovOpitn Zo@poviov (Zoybpoe). AAAG, Yo Vo TPOYHOTOGEL KAVEIG AVTOV TOV NOLXACHO, B Ttpénet va
VEKPOOEL TPOTO TOV E0VTO TOL, VO “uctédber v tov fiov Gopdfwv”, Ko pe akpo Tameivoon va Kevmbel otov
Babdtepo Adyo ¢ Zwwnfc, mov amotedel To pwotiplo tov péAlovrog ardvog (apyuavdpitng Baoiieog).]” (K.
Charalambides, ibid, note 4, p. 869).

33 M. Paschalis, ibid (note 14), p. 169, and I. Petropoulos, ibid (note 14) p. 129.
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he insists: ‘Arisen from the dead, not dead’ [*Nekpog 6yt mebBapévog’].

There is another presence in Charalambidis’ poem, that of Hermes, because the sandals, as
a symbol, allude to Hermes the Psychopomp, since the winged sandals are his trademark.

The Ascension is a shared motif both in the epic poem and in Cavafy and Charalambidis,
as is the purification of the body which, in the latter’s work, is denoted through the water the
parents bring.

The issue of allusion to high art and, by extension, to poetics, is denoted in the Iliad with
Achilles’ smile, among other examples. In Cavafy there is a similar implication for the artist,
through the reference to the construction of the tomb and of the votive column. In both
Cavafy and Charalambidis it is apparent through the two artistic representations-Pieta. In the
latter’s work, this dimension also appears through the bruised bodies/poems, as I already
mentioned.

Cavafy dramatises in detail the corresponding passage from the Iliad and in-between also
encompasses homosexual connotations. As noted by D. N. Maronitis, ‘the word body in
Homer’s epics means, as a general rule (even though there are exceptions) the corpse of the
dead person, who is also called véxog (the root of Néxvia). In Cavafy, however, the Homeric
analogy between a living and dead body is reversed: rarely does the word denote the dead
person; it usually alludes to the living young body’ [‘n AéEn owua otor opmpika €nn onpaivet,
Katd Kavova (Vapyovv Opmg Kot eENPECELS) TO Aelyavo TOL VEKPOD, 0 000G GAAMG T™G
Aéyetar kot vérog (€€ ov kot n Néxvia). Xtov Kafaen ootdco, 1 opunpikn avoroyio vekpoo
Kot Covtavod ompatog avtioTpéPetal omoviomg mn AEEN OnAdvel tov vekpod: cuvnBog
TOPOmEUTEL 6T0 {OVTOVO veavikd chpa’].3

Charalambidis does not follow the same tactic. He makes good use of the primary sources,
leaving details out, so that he tells his own story. His greatest concern is to record and
highlight a historical truth, the fact that the funereal nostos of the missing dead to their
ancestral homes has not been achieved. Its dramatic dimension is evident.

Charalambidis® words are charged with various meanings, so that they fit harmoniously
and functionally within the poetic framework in which they are integrated. For example, in
the lines: ‘o ayépag / 10 Ayootd tov mpoécmmo Eovpdoioe / an’ T’ adswvd mov EVGYE
Koveapa’, the word ‘kovgdpia’ is an indirect allusion to the Iliad: We should remember that
in Book 16, other dead bodies-corpses are piled on Sarpedon, those of his dead compatriots.
Yorgos-Sarpedon is already perishing and the wind is brushing past what is left of his face. It
is the air leaving the corpses of the other dead and missing-dead.®

This is another version of the big issue of the missing persons of the turkish invasion of
Cyprus. Its essence is that the godly Sarpedon belongs to the ‘eopdc’, the crowd, of those
missing, and answers to the common, everyday name Yorgos. He, too, however assumes
godly qualities as far as the heart and pain of his parents are concerned. With this poem,
Charalambidis attempts, as he often does in other poems, to portray the cypriot tragedy while
always remaining strictly within the realm of artistic creation, away from emotional outbursts.
And that, | think, accentuates and multiplies the tragic quality of what is already tragic.

34 D. N. Maronitis, ibid (note 10).
%5Charalambides, private communication, 15.2.2019.
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The death of Sarpedon from Homers’ lliad. Copy of Levy’s image, journal of Attikon Museum [Attikév Mouoeiov],
17 (15 Mars 1892)145.
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The Eufronios’ krater is created around the year 515 bC. It was probably looted from an Etruscan tomb, near Rome around
1971. After a lot of adventures, since 2009, is exhibited in Villa Julia in Rome.

http://www.hellenicaworld.com/Greece/L X/en/EuphroniosKrater.html

L.Ch.
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