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Dear friends, good evening.

The encounter with a literary book or a literary text closely resembles human encounters.
First, it provokes a spontaneous, initial impression —just as when we meet someone for
the first time. Then, with the details that are added, we proceed to a deeper

acquaintance. That is why the paratext (as Gérard Genette calls it) is so important: it
includes everything that surrounds, accompanies, and connects to the main text. When we
take a book in our hands, all these elements —title, cover, colors, frontispiece, dedication if
there is one— function as a husk that leads us to the heart of the work. The text itself
resembles a fruit: it has an external husk that we often overlook, yet it is precisely this that
guides us to its interior. Before entering the essence, it is worth pausing at everything that
frames it. We must also remember that a poetic text is not explained; it is interpreted. And
the interpretation depends on each reader or listener present here. The poetic text is
always multiple; its reception is shaped by each person's horizon of expectation:
temperament, experiences, sensitivity, education, origin. Although there may be some

common denominator, the interpretations remain multiple.

Regarding this particular book, I will first focus on the frontispiece / emblem of the cover,
which is particularly significant —and here it corresponds absolutely, ad hoc, to the text. It
is an archetypal sailing ship on a completely black background (a work by the painter
Nikos Kalatzis). This image can be interpreted in many ways, but its basic meaning is
clear: human life is a journey. And that is precisely the essence of the text: the course, the
path of a person through time —personal and collective at once, with all the difficulties,
fluctuations, and challenges we face both individually and historically. The title is
exceptionally inventive: Bronze Desire Mourning Gold —a chiastic arrangement of two
metals and two emotions. The emotions (desire and mourning) are fundamental human

ones, like crossed swords. Bronze, known as the “red metal,” is linked to Ares and



Aphrodite —struggle, love, the hardships of everyday life. Gold, in contrast, is the precious
metal, a symbol of light, sun, eternity, and immortality. The artist —poet, painter, musician
— by nature aspires to move from Bronze to gold, from materiality and effort to perfection
and fulfillment. Even if they do not reach it, the journey itself is essential. And in the end,
what remains after generations and centuries are the “grave goods” —as we see at the

close of the book.

In modern poetry the verse resembles a dotted line: we do not say everything. There is
associative language, gaps, the unsaid —either because it is inexpressible, or to leave
space for the receiver to fill in. As René Char so aptly puts it, language takes the form of
an archipelago: islands of meaning scattered across space and time (an image we also

find in Elytis). Thus, the reader actively participates in creating meaning; there is no
absolute, unique meaning. The poem by Christos Zanias begins with the line: “The years
settle like dust upon the years.” This is the first “hook” —as Psycharis used to say—
implying, as Aragon did too, how crucial the first sentence of a text is: it determines
whether we will continue reading. The structure is carefully crafted: four sections with
eloquent epigraphs (by the poet himself) that give the tone of what follows. Small asterisks
create sub-sections. The italicized passages function as internal dialogue, commentary, or
distillation, and close each section in correspondence with the epigraphs. The text is an
auto-narration with flashbacks and simultaneous contemplation of the future: introspection
and stocktaking. The first-person singular dominates, as the primary vehicle of the emotive
function (Jakobson). The poet approaches the enigma of life and artistic creation, the
trajectory of human existence from birth to its passage through time and History. The word
“History” recurs frequently, with an underlying melancholy and sorrow —sorrow that
springs from knowledge. As Elytis says, you must make the full circle of life to reach the
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black and rediscover the white. We find “the stairs of sorrow,” “sorrow’s sown castles,” but

also “patience” as endurance. Certain lines may even resemble maxims. The poet



traverses the great disk of memory —personal and Greek. He believes in the coherence of
Greekness: the stone of memory, the white sails of memory... He singles out blessed,
ephemeral moments. He refers to painters (Odilon Redon, Cézanne, Bocklin, de Chirico)
and poets (Rimbaud, indirectly Elytis). The mental landscape (paysage mental, as
Apollinaire would say) is Mediterranean, maritime —the sea dominates, metaphors are
nautical. Zanias is deeply rooted in Nafpaktos, his birthplace —an immovable point of

reference, an inexhaustible source of inspiration.

In the fourth section he returns there, to be reborn, to be comforted, to rediscover

meaning. Technically, he retains traditional punctuation and the monotonic system.
Characteristic: the comma is completely absent, ellipses are used sparingly. The syntax is
idiosyncratic, shifting the position of the object by inserting the genitive between adjective
and object. The rhythm is harmonious, like breathing; enjambments provide flow. A main
example is in the title itself and in the combination of sensations: “Words wrote themselves
upon me like salt, scents of mastic and iodine.” Synaesthesia is, of course, the alpha and
omega in poetry. The poem follows an ascending course, a crescendo, with a climax in the
middle (p. 35: couplets, while elsewhere single lines). “’You endure silently the terrible
storm. And the centuries mourn. In the clearing” “You harvest the unspoken caress. And
the shadows of grief are stripped bare.” The desire for creation is a sacred duty —“the
ancient altar of poetry is on duty. ” We encounter thoughts akin to those of Empeirikos: the

life instinct and the fear of death.

The language of Christos Zanias is unadorned, spare, contemplative, authentic —it comes
from afar, steeped in lived History, space, place. Art is a source of joy, an outlet, a

support. The poem is circular: on the final page the essence of the title is revealed, along
with a wonderful image (a young girl with a dove —evoking Matisse or Picasso). History is

presented as an eternal beginning.



The poem by Christos Zanias constitutes a tangible, representative poetic realization that
confirms the words of two great poets. On the one hand, Seamus Heaney on how a poem

is born and written: At first the poem feels like a lump in the throat, with nostalgia for the
homeland, with erotic despair; thought finds it and thought finds the words. The first stirring
of the mind around a word or image or memory is able to articulate itself within its own
possibility for harmonious self-reproduction. And on the other hand, as to the vital
importance of poetry for man, the Swiss French-language poet Ramuz says: There is no

longer solitude where there is poetry.

Thank you.

loanna Konstantoulaki-Hantzou
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Mapouaiaan Tou BiBAiou Tou XpioTou IM. Zavia

“XaAkog Tou Mé6ou kai MevBog Tou Xpuaou”



AyaTtrnToi @iAol, KOIANOTTEPQ OOG.

H guvavtnan pe €va AoyoTex VKo BIBAIO 1 €va AOYOTEXVIKO KEIUEVO POIALEl TTOAU HE TIG
avBpwTtriveg auvavTtnoelg. MpwTa pag Tpogevei pia auBopunTn, TTPWTN EVTUTTWAN —OTTWG
OTaV YVWPEICOUPE KATTOIOV YIO TTPWTN QOPA. TN GUVEXEIA, YE TIG AETITOUEPEIEG TTOU

TTPOaTIBEVTAI, TTPOXWPAME OE BaBUTEPN YVWPIMIA.

'’ auTto kai To TTepikeipevo (paratexte), 6mTwg Tov ovopadel o Gérard Genette, gival Tooo
anuavTiko: TrepIAapBavel 6,T TTEPIBAAAEI, TUVODEUEI KOl TUVOEETAI E TO KUPIO KEIPEVO.
Ortav mavoupe ata xépia pag Eva BiBAio, OAa auTtd Ta aToIxeia —TiTAOG, EEWQPUAAO,
XPWHATA, TTPOPETWTTION, APIEPWAN, AV UTTAPXEI— AEITOUPYOUV aav TTEPIBANUA TTOU pag
odnyei atnv KapdI& Tou £pyou. To idI0 TO KEIPEVO POIALEl PE KAPTTO | PPOUTO: EXEI VA
€CWTEPIKO TTEPIPBANUA TTOU TUXVA TTAPARBAETTOUNE, EVW AKPIBWS AUTO Pag odnyei aTo
ETWTEPIKO TOU. [pIv YTTOUME OTNV ouadia, agifel va aTaboupe o€ OAa O0Ta TO TTAQITIWVOUV.
Emiong, mpétel va BupduaaTe OTI Eva TTOINTIKO KEievo dev gnyeital- epunveveTal. Kai n
gpunveia eCaptaTal atmo Tov KABe avayvwaTn 1 akpoarr) Tou Bpioketal edw. To ToInTIKO
KEIPEVO gival TTAvTa TTOAAQTTAG: N TTPOCANY) TOU SIAUOPPWVETAI OTTO TOV OpidovTa
QVAPOVAG TOU KABEVOG: 1I8100UYKpaadia, BIwpaTa, EYTTEIPIES, Euaigbnaia, TTaideia,
Karaywyn. MNapodAo TTou PTTopEi va UTTAPXEI KATTOI0G KOIVOG TTOPOVONQATHG, Ol EPUNVEIES

TTAPAPEVOUV TTOAAATTAEG.

Oaoov agopd To JuyKeKPIPEVO BIBAI0, Ba oTaBwW apXIKA OTNV TTPOUETWTTION / KOOUNKA TOU
e€EW@PUAAOU, TTOU gival IBIAITEPA TNUAVTIKA —Kal €dw avTaTToKpiveTal atmmoAuTa, ad hoc, gT1o
Keipevo. MNMpOKeITal yia Eva apXETUTTIKO ITTIOPOPO € OAOUAUPO POVTO (EpYo Tou {wypaPou
Nikou KaAatln). H eikova auTr) ytropei va epunveudei e TTOAAOUG TPOTTOUG, aAAG n Badikn)
TNG onuaagia gival ca@ng: n {wr) Tou avBpwTtrou givail eva Tagidl. Kar auté akpifwg givail n
OUdia TOU KEIPEVOU: N TTopEia, n diadpour evog avBpwTTou HETQ OTOV XPOVO —TTPOTWTTIKO

KAl GUAAOYIKO TOUTOXPOVA, WE OAEG TIGC BUTKOAIEG, TIG SIOKUPAVOEIG KAl TIG TIPOKANTEIG TTOU



QVTIMETWTTICOUE TOOO ATOUIKA OO0 Kal I0TOPIKA. O TITAOG €ival eEQIPETIKA EUPNUATIKOG:
XaAkog Mobog Mevbog Xpuoog —xiaaTi diatagn duo PeTdAAwyv kal dUo auvaiobnuatwy. Ta
guvaigdnuarta (TToBog kai EvBog) eival BepeAiudn avBpwTTiva, gav ataupwpéva &ipn. O
XOAKOG, YVWOTOG WG «KOKKIVO METAAAO», GUVOEETAl e TOV Apn Kal TNV AQPodiTn —TTAAN,
EPWTOG, OUTKOAIES TNG KaBNuePIvOTNTAG. O XpUuaog, avTiBeTa, €ival TO TTOAUTIUO YETAAAO,
gUMBOAO QWTOG, NAIoU, alwvIOTNTAG Kal aBavaaiag. O KaAAITEXVNG —TToINTAG, (wypAaQog,
MOUOIKOG— QINODOLEI, EK TWV TTPAYUATWY, VO TTPOXWPENJEI ATTO TOV XAAKO TTPOG TOV XpUuao,
aTTO TNV UAIKOTNTA KAl TNV TTPOCTTABEIQ TTPOG TNV TEAEIOTNTA Kl TNV OAOKANPWON. AKOUA KI
av Oev PTACEI €KEi, N id1a N TTopEia auTn gival oualaaTikr. Kal ato TEAOG, O,TI ATTOUEVEI PETA
QTTO YEVIEG KAI QIWVEG EIVAI TA «KTEPITUATAY —OTTWG PAETTOUME KAl OTO KAEITIUO TOU

BiBAiou.

2N MOVTEPVA TTOINAN O aTiX0G YOIALE! e DIAKEKOUMEVN YPAUMN: OEV T AEPE OAQ. YTTAPXEI
OUVEIPUIKOG AOYOG, KEVA, PN EITTWHPEVA —EITE YIATI Eival AVEITTWTA, EITE yIA VA AQTOUE
XWPO aTov OEKTN va auptTAnpwael. Otrwg Aéel euaToxa o René Char, o AOyog €xel pop®n
apPXITTEAAYOUG: VNTIdES EVVOIWY OTTAPUEVEG OTOV XWPO KAl TOV XPOVO (MIa EIKOVA TTOU
guvavTtaue Kai atov EAUTN). ET0l, 0 avayvwaoTng GUUMETEXEI EvEPYQ OTN dnuIoupyia Tou
VONMATOG: OEV UTTAPXEI ATTOAUTO, povadikd vonua.To Troinua Tou Xpigtou Zavid EeKIva pe
TOV aTix0: «Ta xpovia KaBovTal gav Trn gKOvn TTavw aTa XPovia». AuTr €ival N TTpwTN
d0o&apiad —oTTwG £Aeye 0 Wuxdpns— uttovowvTag OTTwG Kal 0 Aragon TTO00 GNPAVTIK
gival n TTpwWTN TTPOTACN €£VOG KEIPNEVOU: KaBopilel av Ba guvexioouue Tnv avayvwaon. H
doun €ival TTPOJEYHEVN: TEOTEPIG EVOTNTEG PE EUYAWTTEG ETTIYPAPES (TOU idIoU TOU TTOINTH),
1T0U &ivouv TO OTiyua Tou TI akoAouBei. Mikpoi aagTtepiakol dnuioupyouv UTToEVOTNTES. Ta
TTAQYIQ YPAUMUATA AEITOUPYOUV OaV ECWTEPIKOS BIAAOYOG, OXOAIO ) aTTOCTAYUA, KAl
KAEivOUV KABE evOTNTA O€ QVTIOTOIXiO PE TIG ETTIYPAPES. TO KEIPEVO Eival auTo-aPriynan Pe
QAQG PUTTAK KAl EVATEVION TOU HEAAOVTOG TAUTOXPOVA: EVOOTKOTTNAN Kal ATTOAOYIOUOG. To

TTPWTO TTPOCWTTO EVIKOU KUPIAPXEI, WG KATECOXNV EKPPATTNG TNG TUYKIVNTIOKAG



Agitoupyiag (Jakobson). O 1ToINTAG TTpoaeyyidel TO aiviyua TNG {wng Kal TNG KAANITEXVIKNG
dnuioupyiag, TNV TPOXIA TNG avBpwITIvnG UTTApENG aTTo TN yEVvNON PEXP! TO TTEPATHA TNG
MEOQ aTov Xpovo Kkal TNV latopia. H AéEn «laTopiax eTTavEPXETAl TUXVA, PE UTTOKW®N
peAayxoAia kail OAiwn —OAiwn tTou TTNyadel atmo T yvwan. Otrwg Aéel o EAUTNG, TTpETTel va
KAVEIG TOV YUPO TNG WG yIa va @TACEIS OTO PJaupo Kal va Eavappeic To Aeuko. Bpiokoupe
«Ta gKaAIG TNG AUTTNG», «TNG AUTTNG TA OTTAPPEVA KAOTPA», AAAG KaI TV «UTTOUOVH» WG
KapTepia. OPITUEVOI OTiXOl UTTOPEI VA HOIACOUV KAl PE YVWHIKA. O TToINTAG SIaTPEXEI TOV
MEYAAO BiOKO TNG PVAUNG —TTPOCWTTIKAG KAl EAANVIKNG. MIgTEVUEI OTN Ouvoxn TNG
EAANVIKOTNTAG: TTETPA TNG MVAKNG, GOTTPA TTAVIA TG UVAMNG... =EXWPILEI EUAOYNUEVEG,
EQNUEPES OTIVUES. AvagepeTal ae (wypagoug (Odilon Redon, Cézanne, Bocklin, de
Chirico) ka1 Trointég (Rimbaud, éupeca EAUTNG). To trveupatikd ToTrio (paysage mentale
oTTwWG Ba €Aeye 0 Apollinaire) eival pegoyeiako, BaAaaaivd —kuplapxei n Bakagaoaq, ol
METAQOPEG €ival VAUTIKES. O Zavidg gival Babia pi{wuévog atn NAUTTOKTO, T YEVETEIPA TOU
—CQMETAKIVNTO ONUEIO Ava@opAg, ACTEIPEUTN TTNYH EUTTVEUONG. 2TNV TETAPTN EVOTNTA
ETTIOTPEPEI EKEI, VIO va yevvnBei Eavad, va trapnyopnBei, va gavafpei vonua. TeXVIKA,
dlatnpei Tapadodalakr aTiEn Kal JOVOTOVIKO GUCTNHA. XAPAKTNPIOTIKO: ATTOUaIAlEl
TTAVTEAWG TO KOPMA, XPNOIUOTTOIEI QEIBWAG aTTogIWTTATIKA. H guvTagn civail 1816ppudun,
METOKIVEI TN B€0N TOU QVTIKEIMEVOU TTAPEURAANOVTAC METAEU ETTIBETOU KAl AVTIKEIMEVOU T
yevikr). O puBbuodg apuovikdg, aav avarrvon: ol dilagkeAigpoi divouv pory. Katapxriv 1o KUpio
TTapadelyua gival atov TiTAO Tov id10 £Ta1 OTTWG Kal OTO UVOUATHO TwV CUVAITOATEWV.
»EYPOWAV TTAVW POU Ol AEEEIC aav TO aAATI, JUPWBIES HaaTiXag Kal Iwdiou.“ H auvaiodbnan
gival BERaia To GA@a Kal To wuEya atnv TToinan.To oinua akoAouBei avodikr TTopEia,
KPETEVTO, YE KOPUPWAN aTn pean (aeA. 35: diaTixa, evw aAAoU PoOvoaTIXa). ,YTTOUEVEIG
gIwTTNAG TNV Tpopepn Katalyida. Kai revlouv ol aiwveg. ZT0 EEQWTO® ,TPUYAG TO AVEITTWTO
¥xad1. Kal ZeyupvwvovTal ol OKIEC Tou Kanuou. “ O 1mo0Bog dnuioupyiag gival 1Epd Kabrnkov

—«0 APXaiog TNG TToINONG BWHOG EPNUEPEUEI». ZUVAVTAUE OKEWEIC OTTWG OTOV EpTTEIpiKO:



0iaTpog {wng Kal eopog Bavartou. O Aoyog Tou XpiaTou Zavid gival atréPITTOG, AITOG,

OTOXAOTIKOG, QUBEVTIKOG —EPXETAI ATTO POKPIA, WE BIwPEVN TNV £vvoia TG laTopiag, Tou xpovou Kal
TOU TOTTOU. H TéXVN €ival TTNy Xapdg, 8i1€€0d0g, aTtrpiypa. To Troinua gival KUKAIKO: aTnv TEAeuTaia
g€Aida ATTOKOAUTITETAI N OUCIA TOU TITAOU Kal JI UTTEPOXN EIKOVA (VEQ KOTTEAQ E TTEQITTEPI —

TTapatépTTel o€ Matisse ) Picasso). H IgTopia rapouadialetal wg aiwvia atrapxn.

To 1oinua Tou Xprjatou Zavvid atToTEAEI ATTTH, AVTITTPOTWTTEUTIKI TTOINTIKI TTPAYUATWAN
TTOU £PXETAI VA TTIRERAILOEI TOV AOYO BUO PEYAAWY TTOINTWY. AQEVOGS TOV AOYO TOU
Seamus Heeny. Q¢ TTpoG TO TTWG YEVVIETAI KAl YPAPETAI €va TToinua Aegl o Heeny: To
TTOINUA OTNV apXn MOIALEl JE KOUTTO OTO AQIPO, e VOOTAAYIa yia TNV TTATPIOA, PE EPWTIKN
atreATTITIO BPIOKEI TN OKEWN KAl N OKEWN BPIOKEI TIG AEEEIG. TO TTPWTO OKIiPTAMA TOU JUAAOU
yUpw atro pia AEEN ) MIA EIKOVA 1) JIa aQvAPVNAOnN va PTTOPETEl va apBpwBei pEow TnG SIKAG
TOU dUVATOTNTAG YIO APPOVIKA AUTO-AVATTOPAYWYN) KAl AQPETEPOU WG TTPOG TN WTIKN
gnpagia TnG Toinang yia Tov avlpwTro, Aéel o EABETOC yaAAOQwvog TToINTG Ramuz: Agv

UTTAPXEI TTAEOV POVAEIA €KEI OTTOU UTTAPXEI N TTOINON.

204G EUXapIaTW.
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