CRETAN POETRY:
SOURCES AND INSPIRATION

PREFACE

This is a study of the first period of Cretan poetry, from
1453 to 1500. The second period is the time of Cornaros and the
drama, from 1600 to 1669; and from these two periods come
nearly all the Cretan poets we know, with Dellaporta standing
out as a herald at one end, and Palladas and Lampudios lim-
ping sadly at the other.

The plays, The Fair Shepherdess, Erotocritos,
and even T'he Cretan War, form a literature that is com-
paratively homogeneous. There are great variations in skill and
senstbility, but it is very rare to read a passage that does not
give the impression of maturity, and of the power that comes
from maturity. The force of experience is in the verse, and rolls
it along over crudities and longueurs intolerable in younger
compositions.

The forging of this weapon happened a century and more
before, in a time whose poetry is quite the opposite. The works
of the fifteenth century are full of hesitation and infelicity. They
are facing a series of challenges: the end of Byzantium, the in-
crease of Western influences and ideas, the discovery of rhyme,
the beginning of printing. The answer to these challenges is
the subject of this study.,

It is not a continuous history, though the episodes are near-
ly in chronological order. They are built upon two themes:
first, the breakdown of old ways of verse, (not complete even
today); and second, the synthesis of new forms in a variety of
methods ranging from near - translation of foreign models to
rearrangement of antique fragments. Running alongside these
themes has been the effort to approach the idea of «popularity»
in Cretan poetry, in particular by finding out how, and under
what conditions, the poems reached their audience.
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CHAPTER 1*
THE FOLKSONGS

Any work that purports to inquire into the origins of Cretan
poetry must presumably deal with the twin sources of literary
and traditional inspiration. The first is represented in written
or printed works, to most of which we have access: and when
treating the second, critics tend to relate the poems they are
discussing to extant folk - poetry and folk - lore. The result is
nearly always correct; but it leaves in the mind a fragment of
doubt. There is always the possibility that the folk - poem, or
the folk - tale, is not the forerunner of the sophisticated work,
but its reflection. What would our conclusions be if the name of
Apollonius had disappeared from all, and not merely some of
the folk - versions of Apollonius of Tyre? Will it ever be
possible to say whether some mantinades were borrowed
from, or by Cornaros?

This chapter 1s an attempt to reach a solution to the pro-
blem of what folk - poetry existed in Venetian Crete. It seeks
to do for Venetian Crete something which, as far as 1 know, has
not been attempted for any part of the Greek world - to define
the «hypothetical corpus» of folk - poetry during a historical pe-
riod. In practice, this will mean at the end of the Venetian
period, for there is little evidence for us to divine the existence
of folk - songs which by then had been forgotten.

The material we have is almost confined to Cretan poetry
now current, or contained in modern printed and manuscript col-
lections. From this we may remove immediately all work refer-
ring to the Turkish occupation, and to it we must add some

*) In this chapter, the abbreviations K and B arée used for the most
copious collection of Cretan folk - poetry and the most important study
that affects it:

A, Koiapng Kpnuxa dopata Athens 1921 (very different from the
1909 Canea edition).

S. Baud - Bovy La chanson populaire grecque du Dodecanese. I
Les textes Paris 1936.

To reduce footnotes, an appendix to this chapter gives the referen-
ces to these two books.
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few older manuscripts, and such evidence as may be got from
incidental references in other works.

There are three ways in which we can tell that a poem was
known before the fall of Candia. First, of course, it may have
been copied before then in a manuscript now extant. Then for
narrative poems of fairly wide distribution we may use a com-
parative method that oonsists of the collation of all variants,
and the use of certain criteria to decide the centre from which
they were dispersed: from this it is sometimes possible to
decide what date of composition is likely to suit that particular
place. It may be objected that this is irrelevant to the date when
the poem reached Crete: that, for instance, a piece composed at
Rhodes in the sixteenth century might not have come to Crete
until the eighteenth. But poems popular enough to have achiev-
ed the distribution of, for instance, Charzanis, or The Faithful
Wife must, in a cultural unit such as the Aegean basin, have
achieved that distribution very quickly. A goud song spreads
at once; and only the barrier of war or blockade can halt its
progress., In Crete, a centre of continual commerce, such obsta-
cles can have stopped the spread of a poem only rarely, and
for a short time.

The third aid to our dating is the internal evidence of incid-
ent and vocabulary, to be used for the songs which are typical-
ly Cretan, and almost confined to Crete. We may add certain
stylistic considerations which will be discussed later.

If with these instruments we may begin to get some idea of
the poetic heritage of a Cretan in the seventeenth century, if we
can say «Chortatzes would have heard these lines», «Foscolo
would have been familiar with this idea», then we shall be in a
position to understand considerably more of their works.

They would have known nearly all the narrative poems now
extant. Setting aside the theme of Digenis Acritas, which will
need a chapter to itself, we ‘may start with the song c¢f Pro-
sphyris. The arguments for the identification of Porphyris are
difficult ?, but it seems sure that he was one of the mythogenic
heroes of those struggles — half - invasion, half - revolt—on By-
zantium’s Eastern marches, that gave Digenis himself, the Son

) H. Gregoire "O Awevic *Axpitag New York 1942, p. 28.
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Andronicos?, Armouris® and the lesser heroes whose
names appear in Prosphyris. In Crete only two of the three
are recognisable: one is Nicephoros, the conqueror who won
back Crete from the Arabs and restored it to the Byzantine Em.
pire in g61. The song of Prosphyris goes back to the tenth
century.

Also from Cappadocia, and perhaps even older, were the two
great Panhellenic ballads of Constantine and Areti,
which was to spread from Greece all over Europe, and after
eight centuries reach even England*: and T he Bridge of
Arta, (more correctly The Bridge of Adana, and probab-
ly the very bridge that Justinian built there in the sixth cen-
tury). Then some songs in twelve - syllabled verse. The antique
metre has left them weak and susceptible to change in an ear
tuned to politicals. But The Fair Maid’s Castle is still
known, though its true title is hidden; it should be The Castle
of Amorion, and celebrates the fortress which fell to the
Arabs in 838. Other Asiatic songs of the same metre are
grouped at the edges of the Acritic cycle: The Witch in the
Well (this Constantine too i1s the youngest cf nine brothers, as
in Constantine and Areti), and two poems with Dige-
nis’s doublet, The Death of Yannakis, and Yannis
and the Sun. The fragments that we have are lateborn, and
contaminated with rhyme, but if we are to regard these heroes
as pre - Acritan figures half - merged in the new epic cycle, the
poems might well have been old when Nicephoros Phocas came
to Crete. All were ancient when the Venetians landed. When
Cornaros heard them they were for him twice as old as Eroto-
critos is for us.

A later arrival in Crete was Chatzarakis, a version of
the widespread Charzanis, perhaps composed in Aegina in
the twelfth century and refashioned at Rhodes in the early thir-
teenth. The rhymed version, Sior Tzanakis, is of course
later: but even this can well be of the Venetian period, if we
may judge from the title.

N II. II. Kedlovadpoc Baoilerog Awyevic "Axpitag Athens 1941, vol.
2, p. 210.

") Idid. p. 213.

9 W. J. Entwhistle European Balladry Oxford 1939, pp. 23T7ff,
309, and index.



12 Gareth Morgan

Chatzarakis can be dated by the name of the prince in
the Rhodian version. We have an even more precise dating for
Henry of Flanders, the ballad of the slaying of this La-
tin Emperor of Constantinople in 1216 % Today only its roughly
rhymed form, King Alexander, exists in Crete.

The Faithful Wife may not at this time have been
adopted for its present Cretan use, of being sung (very appro.
priately) as a journey song for the wyixt, the marriage - proces-
sion ®. This adoption, which has preserved so good a tradition in
Crete, we cannot date, but the song itself was of the thirteenth
or fourteenth century. The rhymed ending found in some ver-
sions came later, but may, like Sior Tzanakis, still have
been as early as the seventeenth century. Much older was the
now rare variant where, after the wife’s fidelity has been prov-
ed, the husband in his turn is tested, and made to tell the de-
tails of his house. Comparisons with Russian songs show that
this theme must have appeared (even forgetting the Odyssey)
before the fall of Byzantium to the Crusaders. It had also been
adapted into a love - song (this too sung in the wwix¢, and more
common than the pure version) where it is not the husband, but
the lover, who must gain entrance.

All these would have been heard, not only by Chortatzes and
Cornaros and the other poets of the seventeenth century, but by
their forerunners as well - Acontianos, Sachlikis, as far back as
Dellaporta. As we go on we draw near to the time when these
men lived, and must begin to doubt if such and such a song
was known to this man ot that. This was the most fruitful pe-
riod of Cretan folk - poetry, when the 1sland became a centre of
composition and dispersion. The main stimulus for this activity
was certainly the contact with Frankish, and particularly Ita-
lian, ideas: the delay after the occupation of Crete points to a
settling - down, to the assimilation of the two peoples.

In this group, T'he Pregnant Girl, with its catalogue
of the months since her lover has abandoned her, is found in a
fifteenth - century manuscript’, and is very likely a Cretan com-

5 M, Mavovtoaxag To rpayoidt yua o Bacihia “Eppuro tijg Plav-
tpag (Aaoypagie 14 (1952) pp 3 -52).

) II. ', Bhaoxog 'O yiapoc év Keniy Athens 1893, pp. Tiff.

N Z II. Adpnpoog (BZ3 (1894),
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position. Among the rest, which can only be roughly dated in
the thirteenth to sixteenth centuries, obviously Italian themes
were The Evil Mother-in-I,aw,Bridesmaid to Bri-
de, The Partridge and the Hunter, Brother and
Sister, and His Brother’s Wife. A like subject, almost
certainly from Amorgos, was The Drowned Maiden. The
folkcustoms suggested in the best versions point to Carpathos
as the home of The Murdered Maiden, though its «hap-
py - ending» variant, The Hunter and the Maiden, is
more likely to be Cretan, and of a later date. Four certainly
Cretan poems made up the total: Mavrianos’s Sister (on
an [talian story used by Shakespeare in Cymbeline; the na-
me 1s a grecised memory of the hero Marianson in the French
and some Italian forms):® The Wife and the Mistress:
Martha; and, by no means least, the rimada of The Young
Man and the Maiden® dated on manuscript evidence as
before 1520 ', (though probably not more than fifty years or so
before). In the same manuscript are other lesser poems which
are very likely Cretan .

Another manuscript, from Meteora and of the sixteenth or
seventeenth century'?, contains the Pan - European ballad of
The Murderess Mother, who serves her child’s liver as
a Thyestean feast for his father. It is likely, however, to be much
older, In Crete only a fragmentary beginning now exists, under
the name of The Woman of Mylopotamos. A similar,
but later and less heroic theme, which borrows a line from T he
Murderess Mother is found in The Adulteress and
her Maid.

In this period there seems to be a certain loosening of the

8) There seams no doubt that this, which has not been noted befo
re, is true Possibly the original Mavrianos was yet another sub - Acri-
tic hero (certainly very Acritic phrases are connected with his name)
attracted to the Western ballad by the similarity of names.

) H. Pernot Chansons populaires grecques des XVe et XVlIe si-
écles Paris 1931 pp. 72ff., and Introduction, pp. 7, 12ff, and notes, pp.
106 - 112,

) G. Morgan Three Cretan manuscripts (KX 8 (1954) pp. 61 - 71)
p. 66,

1) H. Pernot op. cit. pp. 18 - 70, and Introduction, pp. 7, etc.

?) N. A, Béncg Neoerlknvixo dnuddn dopata éx yewpoypdguy xodixwny
(Hoavadqvase 10 (1910) pp. 211 - 216).
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moral attitude Many of the poems have plots like those of Boc-
caccio and his contemporaries. It may be remembered in passing
that we have fragments of late Byzantine novelle identical
with Italian examples'®, but this does not affect the main con-
clusion that Cretan popular poetry, just like Cretan sophisticat-
ed poetry, was in these centuries drawing freely on Western
models. Sometimes the models (and this too applies, as we shall
see, to the sophisticated poems) seem not to be Italian, as would
be the natural assumption. «T'he pastoral is a debate in alterna-
ting couplets between a gentleman and a shepherdess. The
gentleman tries to seduce the young girl with fine promises,
and she vigorously repels his advances» '*. With the substitution
of «speeches» for «couplets», this would be a fair description
of The Young Man and the Maiden:

Képn ud vid duxdlerar andra napatior

jpria voxray 6oo nodwxey adyijs 10 onuaviyor’

6 riddregos Cnrd pidi x” 1) xbon daxrvdide...
It is in fact an account of the French, and particularly North
French, pastourelle’,

Such were the mnarratives known to our seventeenthcentury
Cretan. But just as this first period of folk - song composition
seems to coincide with the first period of literary composition,
so the second literary period, of Cretan drama and Erotocri-
tos, has its counterpart in a group of sea - faring songs of which
Crete is the most likely home'®. The most probable date for
them is right at the end of Venetian rule. In this group, spread
now all over the Aegean, are Three Cretan Monks, The
North Wind, The Jewish Renegade, The Galley
Slave, (which so often introduces and contaminates the Acritic

18) See chapter 4.

"\ E. Hoepffner Les troubadours Paris 1955, pp. 13 - 14.

) The Young Man and the Maiden is on the border bet
ween popular and sophisticated poetry. In a rather similar position is
Achilles, in whose variants are plentiful signs of popular transmis”
sion, and this too has memories of one of the minor forms of the trou-
badours® repertoire. The alba is a conversation at dawn between a
man and his mistress. Parts of its convention are the complaint of the
lady after her lover has left, and the presence of his confidant (in A-
chilles it is Patroclus) who acts as guard for his retreat. (Ibid. p. 14),

18) For this group_see B 2563, 262 - 280.
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Ride to the Wedding), The Death of the Sailor,
and the «sailing - ship» type of The Ailing Husband. A
variant of the second, The North Wind and the Shep-
herd, is very much rarer; it is found only in Carpathos and
Crete, and either may claim it.

These by no means exhaust the list of narrative - poems.
Many others, whose dispersion - patterns have not been studied
sufficiently to provide certain answers to the questions « When?»
and « Where ?«, can be placed at least before the cutting - off of
Crete from the Christian world. The Armenian’s Son is a
variant of the Hellenic poem, The Diver, itself derived in
all probability from the famous Sicilian ballad Cola Pesce"
The ILove-Test'" (in Crete it is only the fragmentary dan-
ce-song The Hundred and Two Suitors) also has Ita
lian affinities. Zervopoula’s distribution suggests a Cretan
origin. The Restless Maiden presents us with a strange
problem in ballad - routes, for its model is clearly in a German
work, The Nutmeg Tree'. The solution may be that the
author.of The Nutmeg Tree had travelled three times in
France and may have found some Romance material there,
No such explanation can be found for the four - line fragment
Constantisinthe Plough, found, as far as I know, only
in Crete. This is a remnant of a Greek version of T he Count
of Rome, another German ballad based on the fifteenth centu-
ry mastersong Alexander of Metz?®.

The line between Henry of Flanders and Saint So-
phia may now seem tenuous, and if we place there our division

) N, I'. lokiztng 'Exhoyoi and ra rpoyoddio roti EAAnvixoD Aaod.
Athens 1932, pp 133 - 137.
18) Tbhid. p. 109,
9) I,. Erk-F. W. Bohme Deutscher Liederhort Leipzig 1893,
) W. J. Entwhistle op. cit. vol. 1, pp. 93if.
) L. Erk-F. W. B6hme op. cit, vol. 1, pp. 93{f.
«Ey mocht ihn nit entflichen,
das was sein grosste Klag,
tm Pflug da musst er ziehen
nel ldnger dann Jahr und Tag.
Eyr leidt viel Hunger und Schwere
was thm ein grosse Buss,
der Konig reit fur ithm here,
der Graf fiel ihm zu Fuss»,
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between the romanticised narrative and the historical song, the
justification is in the magnitude of the event rather than the
difference of attitude. But the lament for the cathedral of Chri-
stendom, and its companion, The Fall of the City, are
after five hundred years still consciously historical; we may par-
donably believe that no woman singing at her loom of King
Alexander knows the full meaning of her song. As great a
catastrophe as the capture of Constantinople left its impact on
all Greece. The two songs we have are only a drop of the wave
of poetry inspired by it.

Nearly a century before the end, the last struggles of the
Empire had produced another work, characterised as the oldest
historical poem of European Greece; T he Sack of Adria-
nople® (in 1361) is still sung in the White Mountains.

The Siege of Rhodes (by the Turks in 1520) is also
common in West Crete. The Ali Pashaof The Famous Gal.
leon is not the more notorious lord of Yannina in the early
nineteenth century, who never achieved a navy, and whose deal-
ings with the sea were negligible, but the Captain Pasha who
died at the head of his fleet at Lepanto in 1570. The ballad of
The Sultan’s Wife refers to Eumenia Vergitzi, who was
enslaved as a child of four at the capture of Rethymno in 1646,
and became renowned through Europe when she rose to be Sul-
tana eighteen years after *. And to round off our list of strictly
datable songs we may include one which can only be a day or
two outside the limits of this study — T he Fall of Candia.

But clear dates and obvious history are by no means our
only criteria. Time after time in the reading of a collection of
Cretan poetry we meet things which suggest, and often demand,
that a poem be admitted the three hundred years or so of cur’
rency that give it entrance to our lists. T'o an account of these
the rest of this chapter is devoted.

The Turkish Princess who sits at her window and
remembers that Crete once belonged to her father is by no means

%) A. Passow Carmina popularia Graeciae recentioris Leipzig
1860, p. 14b.

¥) M. Maovovouxag 'H gelepviwtioon coviAvava Edpevia Bepyiton
otig ehpwnaixég yulxoypoapies xai ora EAAnwvixa Snpotxa tpayoudia (KX b
(1951) pp. 349 - B84).
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as old as the literal interpretation of her words would demand :
but the nine pashas she calls to take the island must be forerun-
ners of the traditional (and historical) seven who accomplised
the fall of Candia, and whose graves were marked with the ce-
remonial halberds now in the museum there. The song need not
be another referring to the Sultana Eumenia®'; this suggestion
seems to be based on a rather strained interpretation of the line,
my Koy édvundnre nwe frav 1ol »xvgod 15
[t is more likely to come from the first years of the Cretan war,
almost certainly before 1650. The later and harder years when
the siege was tightened are glanced at in Yannis® Com-
plaint— «battle all day and guard all night». The only situa-
tion to fit this in Cretan history began when Candia was finally
invested, on May 22nd, 1667, and so remained until its surren-
der twenty - eight months later.

The few Cretans who remained on the island in the Turkish
conquest had among all their sorrows one small consolation. No
longer had they anything to fear from the Barbary pirates, who,
though not always perfect vassals of the Porte, did not attack
Crete when it was in Turkish hands. The Barbary State, that
strange example of a whole economy founded on piracy and
theft, was organized as a notable power by the brothers Arouj
and Khaireddin Barbarossa in the early years of the sixteenth
century **. There is a tradition in Crete that Khaireddin made

1) Tbid. p. 382 Another suggestion is tliat of C. Kerofilas, in
Une famille particienne crétoise, les Vlasto, New York 1932 p. 29, that
the song refers to the despatch of twelve Byzantine lords to Crete by
Alexis Commnenos in 1092. His version has gnyadsg for macadss, but the
theory is improbable.

23) For the general history of the Barbary pirates, see H-D de
Grammont Histoire d’ Alger sous la domination Turque, Paris, 1887,
For Barbarossa and the earlier pericd,sce S. Rang - F. Denis Fon-
dation de la Régence d’ Alger, Paris 1:37 (a traunslation of an almost
contemporary Arabic source), E. Jurien de la Graviere Doria et
Barberousse 1886, etc. For the sparse and hard - come - by details of the
corsairs’ activities in the Mediterranean, see Grammont, op. cit. p.
108, Bang-Denis op. cit. vol 1 pp 3803ff, Jurien de la Gravi-
ére, op. cit. p. 263, F. Braudel, La Mediterranée et le monde medi
terranéen a 1’ époque de Philipps LI Paris 1949, pp 70+&, 706 (who gives
the necessary references to documents in the Venetian archives, and
to Noiret’s collection), and Z. Eavdaovdidneg, "H "Everoxpoua ev Kon-
tg xoi ol xawa tdv ‘Everdv daydveg w@wv Kontay (TF 34) Athens 1939 p 112

KPHTIKA XPONIKA IA. 2
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Gavdhos a corsair stronghold for attack on the Cretan coast *®.
That it was a summer lair in later times we know from such
place - names as Kaiiuévy Karovva and Zagaxivixo, and from the
plans drawn up in 1622 for fortresses to stop the infestation?.
But of so early a base there is no record, and it is as likely to
be embroidery upon the fact that when the Archpirate turned in
1534 from the Western Mediterranean to the East, his minor
attacks in the Peloponnese and the Tonian Islands were followed
by a scathing raid on Crete. In 1538 Rethymnon, the third city
of Crete, was put to the torch in spite of the resistance of seven
thousand men. Apocoronas and eighty villages between were
sacked, and thousands taken as slaves. Halfway through tbe
sixteenth century there were 30,000 slaves in Algiers.

After the death of Khaireddin the storm broke again on Cre-
te. The scourge fell in 1560 and again in 1562. In 1567 Rethy-
mnon was burnt once more by Kuldj- Ali, who returned four
years afterwards to sweep along the Heptanese and Coroni to
the long island. It was at this time that the Venetian sea - for-
tresses of Suda, Spinalonga, and Grambusa were built to meet
the peril. But again in 1600 there came a heavy raid, and the
affliction continued, though on a lesser scale, until the landing
in 1645.

The corsairs were not always successful. Shortly after 1530,
the «Young Moor» of Alexandria showed his flag off Canea.
The Provveditore, Girolamo Canale, captured him with four of
his squadron, killed three hundred janissaries, and freed a thou-
sand slaves. In 1562 the Barbary Dragoutis was killed and his
fleet smashed by Pietro Tron.

But in the folk tradition there is no knowledge of such suc-
cesses. The corsairs are an Act of God, to be countered only by
an act, of God or one of his saints. Churches all along the coast
of Crete have legends of divine intervention against the pira-
tes®., When the intervention did not come, the church, like

") This tradition is wide - spread, but I have never seen it publish-
ed, though it is referred to indirectly in N. B. Topaddxne, Zup-
Pokn eic tac romwvuping 1od Zehivov (Kpyuxa I (1930) pp. 26 - 31) p. 30.

) G. Gerola, Monumen!i Veneti nell’ isola di Creta Venice 19056-
1917, vol. 1, part 2, pp. 647 - 648.

¥ A K. XatTnyaxnng, 'Exxdnoles Kphug mnogaddoeic Rethymno
1954, passim,
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Savvathiana near Candia, was moved from the shore up into
the mountains, and all the survivors could do was cry

ot® Mnrapunagélw tic adlés, nlie ufv avareilye *

From the first years of the terror must come a line, now out
of the context of its own, lost, song

Mia Mnraounapia xovgoéypaue, »° 4 Koy uds rooudooet *
for these can only be thie words of one of those first corsairs of
the Barbarossas, who had scathed all Barbary as they made it
into a single principality.

Sometimes the slaves came back. The mother who sang

T0els Y0OVOL MAVE ONUEPD, TECOEQELS TLOOTATODYE B
was not without all hope. In Gavdhos, 70 perdye 100 Zxlaflovvod
still records the memory of a Gavdhiot slave who was sold from
Algiers to Sclavounia (Illyria) and came home many years after ®.
The story of the priest and his wife who returned from captivi
ty after sixteen and twenty - two years 1s recorded to this day
in the inscription on the church they built as a thank - offering
at Skepasti in Mylopotamos **, But, generally,

xdrw, xel xdrw oy " ALiav, xel xarw ov " Alléon,
6 Tagragns &yer vy’ adegpods ué 16 oxowrl deuévovs *

where Tartaris, who so start was almost certainly some T'atar
Bey, some pirate captain, has assumed the name and quality of
Death.

In this balf - light between the world and the supernatural,
the Saracens and the Moors join Digenis as beings beyond
human control, They become the «Old Corsairs», whose laire
are «where the waters meet» **. In this company the sailors of

%) The Barbary Pirates.

80) The Warrior - Maiden.

s1) K 289, 3.

32) This tradition was told me by Mr. G Xoumantatakis, President
of Gavdhos,.

) K. Toatoapwvaxzn, "H npeoPurépn i mund Nixodquov Toppa-
ol (Néo Xpovixd of Heracleion, June 5- 12 - 19, 1949). This was Enldj -
Ali’s second raid.

89) Tartaris. A Chian version preserves the form «Tdrogne:. See A.
©fpog, Ta tpayoldia v@dv 'EAdivov, Athens 1952, vol 2, pp 163 - 164.

) K. 285, 2,
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Barbary join the turmarch of Anatolia in the mythical circle of
men of great stature:

ot Zéoflor »” of Zapaxnvol x* oi Mdpot yduo xdvovy,
%t ovdoy 10v x0cpov 1oV xaloty xi ovlov tov moegualdvovy.
To Awyevy) 8¢ wov xalody yiad 1ol xaxés tol ydpes,..*

The sorrows of the survivors were sometimes as great. The
building of the coastal defences may have produced the beauti-
fal love-song The Red-lipped Maiden for the Fran-
kish armada watched for can only be a perversion, in the wishes
of the people, of «Tod Todpxov 1y doudda». The combination of
tower - building and a Frankish fleet does not occur in Cretan
history. But in the effort to counter the danger the Venetians
extended the system of forced galley - service, the angarie?®.
The hardships of the rowers were immense. Moresini boasted in
1629 that there were in the island 40,000 men, «strong and
used to suffering», but admitted that in time of danger it would
bz very dilfficult to find them **. Whole districts were depopulated
in fear of the galleys, and the young men took to the mountains
t) escape the filth, the starvation, and the yearly epidemies that
raged in the Arsenals of Canea and Candia®. Even the more
privileged marine - service, where the men were actually paid,
was almost impossible to fill. The same Provveditore writes
plaintively that «of the few sailors there were, most are slaves
in Barbary» *. T'he cry went up from Crete.

«lleoixal® oc vavxlnoe, »° Eo&¢ xapafoxdon,
ny dwere i molvayan® fapd xovnl va Aapry» 4.
This was a lady in a tower of steel and marble, but the words

were those of thousands of Cretan mothers who baked their
sons’ ship’s biscuit**, and waited for the galleys to come.

%) Serhs and Saracens.

87) . Zavidovdidng op. cit. p. 118.

8%) F. Moresini, Relazione.... MDCXXIX ed. ¥ Enavaxng, (Mwy
peta g xpnuxic loropiag, vol. 2) Heracleion 1950, pp. 66 - 67.

9) V. Lamansky Secrets d° état de Venise S. Petersburg 1884,
where the material is from a report by Geronimo Tagliapetra, Duke of
Candia in 1561.

) F. Moresini, op. cit. p. 66.

41) The Lady’s Appeal.

41) The Sailor Goes.
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Oblav ta xdregyd "oyovvrar xt otda mepvodiafaivovy.
Tov Miowalfi 10 xdregyo und’ fode pun’ épdry,
anov “yer Konuxérovla, duogpa mallyxdoea,
n* Gvie oetorody xal lvyiotody xal maifovy )y TooVuTETA
toa pikia =@ 10 xdrepyo *°.

Too often they did not come.

.. . potyddes Enviyixave Efijvia dvd yiliddec.
Kiaiv oi pavades ra mawded, xlaiv ol yvvaixes 10’ dviges ¥

In the light of the folksongs one begins to doubt the bene-
volence of Venetian rule in Crete. The structure of sophistica-
tion implied in the Cretan theatre, the embassies and advocacies
of Sachlikis and Dellaporta are on one side of the page. On the
other we see galley - slaves, the walls of Candia, and the tale of
revolt, time after time, against the foreign masters.

We are lucky enough to have a unique example of a folk-
song connected with a current tradition about the Venetian per-
secutions. In the twin villages of Upper and Lower Redhakino,
in the little - frequented and gorge - scarred seaboard to the east
of Sphakia, this story is told ; *

Some Venetians insulted the girls of a village called Myrtes
which stood where Rodhakino now is. Their menfolk killed the
offenders: and one Cretan, returning to the village, was asked
in words which are still sung,

e Elvia ’yeis, xaneravio pov, »° eloar ovlloytouévog;
2t povind ot unréfave, yi) o oasovauévio;y

«Ma uéva d&v ué uniétarve eloé xavéva modpa,
pnévoy Dodyxovs d&v moooxvY®d.»

In revenge, the Venetians burnt the place and massacred its
inhabitants. Only two brothers escaped, and hid in a thicket.
As the enemy came searching the bushes, their sister sang, to
warn them,

«llovddxe movoar 010 xAadi, xdve preoa xal piye,

yiatrl o& totyvoloave molddy loyi@v yeodxia.»

%) The Admiral’s Galley. In this context wepwadij — «admiral»> is an
almost certain correction for the name Mwvoyioldijs, which has been drawn
in from another Cretan ballad in the years when the name and office of
Admiral had passed from common memory.

) K, 331.

“) A, K. Xattnyaxng, op. cit. pp. 91 - 92,
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but in vain. One brother was killed, and the other, who was la-
me, sent to prison. He bribed his way out of jail, and lived in
another part of Crete until the arrival of the Turks. Then, as an
old man, he returned with his five sons to found the villages of
Rodhakino.

Because of its air of authority and its circumstantial detail
this tradition is very important to the study of Cretan folk - poe-
try.

But such episodes were not rare. We hear of another fugitive

I'a o Mavongly ¥a ods nd, wov “Aytanostolity,

mov 1oV yvpevy’ 1) Apedeta va tov avaowinty.

Ma 6 vioc *mov v moddy omovdy xi amod 1y ;mEOXOTHY TOV

potydda xafallixeye x” Enfjoéy v xal ndet., *
where the word agpedeid, used of the Venetian administration
(«signoria») and not of the Turkish, gives us our dating. The
nature of this «inquisition» we may guess from a contemporary
use of the same verb.

déovovy xal payxlafilovy tov, pwiodv xt dvapwrtotv Tov ¥
This Manolis escaped : another was not so fortunate.
Mavwlyy Eyovy oty plaxi, Mavdiny payxlafilov,
déovovy xal payxlafilovy tov %t adixorvpavvoiv tov,
K® # pdva viov 610 yigo vrov tlayxovovouadiouévy
« Mavddy, pipy apiraivesar xal puny faooxapdilys,
xal ) Meyalny Ilaoaoxi xai 16 Méya ZafiBaro
xdvovy of yi doyoviec uiotd, Byavovve plaxiasuérovs,
%t 4 02 od fydlov torecds 6 Oiog Pa od ylvrdap» o,
The «lords» who for piety release prisoners at Kaster would not
have been Moslems.

Who were they? Who were the doyovrec? Historically they
are the *Apyovropwuaioe, the *Aoyovionovlor; originally the twelve
families by tradition sent over by Alexios Comnenos to colo-
nize Crete in 1092 *. By 1573 their descendants numbered some

%) Manolis of Agiapostoli.

1) K, 179.

i8) Manolis in Prison.

W) X, Eavdovdidng, op. cit. pp 17 - 18, 129, The source - work
is E. Gerland, Histoire de la Noblesse crétoise au moyen age (Revue de
1’ Orient Latin 10 pp. ,11 pp. ), and this must be modified by Mr.
Spanakis’s publication of documents in the Mwnueio tijg xpnTixiig
lotogiag and elsewhere.
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four hundred families, holding fiefs or subdivisions of fiefs from
the Venetian state. These must have been quite large family
groups, for at the same time a single clan of the twelve, the
Skordhili of Sphakia, was able to put three hundred fighting
men in the field. It is sometimes said that in Sphakia and its
province the members of various families are still hold to be de-
yovtes. This does not seem to be so. There is a distinct social
convention by which the adjective is applied to a family — «so -
and - so is of an doyovuuxn oixoyéveia, an doyovidontro» — but the
noun is not used and it is reasonable to conjecture that its use
was so closely connected with the feudal system set up even be-
fore the Venetians came that it virtually disappeared when that
system came to an end. Certainly it is very rare in folk - songs
of the Turkish era. (The word that replaced it was xansravaiot,
from the Turkish administrative system of village — headmen—
«captains».) It occurs in Daskaloyannis in 1770%. But in
the 160 pages of historical ballads in Kriaris’s collection, doyoy-
res occurs only in the poem of Michalis Vlachos®, which
is associated with a rebel in the early years of the eighteenth
century. We may say that the presence of this word shows that
a poem is not later than the eighteenth century, and is probab-
ly earlier ®2.

8) Mnappna - IMaveCelidg, To tpayoidt toi Aaoxaloyidvwn ed B. A a-
oUpdag, Heracleion 1947.

51) K: 35, K, 88. Mr. N. Stavrinidis, Keeper of the Archives at
Heracleion, tells me that Turkish records dealing with the cruel execu-
tion of Vlachos are in his charge, and are dated shortly before 1710.
This disposes of Professor Baud - Bovy’s statement that rhyme appear-
ed in Crete in «<long ballads» in the second half of the eighteenth cen-
tury, (B. 129). That this is not so has been hinted at in my remarks on
Sior Tzanakis (above, p. 11), and may be further emphasized in
the treatment of Dolcetta and Fiorentino.

82) Does this argument fail by the presence of the name Podoowo in
*Aoydvrovs Fyovv oty plaxf &g yilliove meviaxdoiovg? The Povooios were pro-
minent at the time of the Greek revolution. But it is surely significant
that this circumstantial song, with three names and striking situation,
does not correspond with anything in our quite detailed accounts of the
1821 revolution in Crete. And the names are already shifting. Kriaris
gives lwloyiwoydxns, another source Zngopiwpydxns (I, E. Ma®iovd a-
%7 ¢) Anponxa roayoudia Zehivov (Kpnuxda 1 (1930) pp. 242 - 281) p 249).
Such loss of memory does not occur with the other nineteenth - century
songs; and if we may not assign this song to the mysterious revolt of
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These Lords of the Byzantine Empire were the mainspring of
Greek rebellion against Venice. The names of the risings sound
like an extract from their pedigrees: The Rebellion of the Skor-
dhili and Melisseni: again of the Melisseni; of the Chortatzi: of
Alexios Callergis; of Leon Callergis; of Vlastos; of Cantanoleon.

Filippo Pasqualigo, Captain of Candia in 1594 is speaking
of this last battle, the rebellion of Cantanoleon, which had hap-
pened long ago in 1527 :°

«...disturbances which happened in the time of Gierolemo
Cornaro, Captain of Candia, when il was necessary to exe-
cute more than three hundred persons, and send many to
exile, to burn and raze their villages, confiscale their pro-
perty, and exact olher severe penalties. Now they (the "Ap-
roviopwuator) have relurned again o a life of pillage, licen-
ce, and dissolution, withoul fear of punishment...»

(The equation of klepht and patriot was not confined to the
mainland).

«...Among these villains, the family of the Conti, of Ali-
kambos, has the worst wrongdoers... In the time of Gornaro
they were a hundred families, proud and evil... The Phou-
mis clan, of Kerameia, also boasl that they are nobles of the
Empire. Many of them were condemned to dealh for similar
sedilions... Then there are the Cantanoleons of Khristoyera-
ka... the Musuri and the Sguraphi, men of the wvilest cha-
racter who live on the Omalo and al Orthouni.»

And so on and so on through the various branches of the Cret-
an nobility.

Who and, more important, when were the Musuri, these
«men of the vilest character»? The first question is easy to
answer: they were one of the twelve noble families of Crete, who
lived around the Omalo, the small lacustrine plateau high in
the White Mountains, a natural stronghold which could be held
against thousands®. Now it is frequented only in the summer.

Sphakia in 15682 (Lamansky, op. cit. 643), it must at least go back to
the ill - charted years before Daskaloyannis’s rebellion.

83) ¥, Pasqualigo, Relazioné. . MDXCIV ed. 2. Znavaxng, (Mwm-
pele g nonuxig iotopiag, vol. 3) Heracleion 19563, pp. 137Tif,

89) A good description in X. Fielding, The Stronghold, London
1953, p. 69,
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In April or May the shepherds from the three valleys around,
from Ayia Irene, L.akki, and Samaria, bring their flocks up to
pasture: and with the first chills of winter leave the Omalo de-
serted and snowbound until Spring. But there is some evidence
that long ago it was inhabited throughout the year. A Byzantine
road leads up to it from the Ayia Irene valley: this is the
one traditionally known as the «Musuri Road». But before dis-
cussing the most famous of all Cretan songs, we may try to
answer the second question, The mystery is that in the Turkish
period the Musuri have disappeared. There are occasional indi.
viduals, but the clan, the most notorious of the twelve, has va-
nished. It is not necessary for us to think of some massacre or
plague. More likely is one of those sudden changes of name
which so perplex the Cretan historian **. As the Ducades became
Callergi, the Musuri became - what? Or, as the Skordhili split
into Pateri, Papadopouli, Pattaki, and the rest, the Musuri di-
sintegrated under the force of internal vendettas. Whatever the
cause, the clan of the Musuri passes from our knowledge during
the seventeenth century.

So that the ballad of the Nine Brothers, whose flocks

ddv elv’ edra 1@ Zpaxiav®d povndé xal 1@ Movooilow
is probably at least as old as the seventeenth century. And the
vendetta - song with its echo of Pasqualigo
Kai male xdvay govixd ol "Apyovropoveoigot
must also be of this period.
Before we leave the Musuri, we must deal with one of the
best known of all Cretan folk - songs, «When shall we see the

Springtime stars, when will the brooklets run? — or in another
translation, «when will February come?» :

Ioree Pa xdup Eeoregyia norec tha plefapioy,

) Explained to the Most Serene Republic by Giacomo Foscarini in
1576, «Et come & costume in quell” Isola tramutar li cognomi loro in
certi sopranomi, molti sono chiamati divérsamente da quello solevano,
come li Papadopuli et 1i Pateri, sebene ambi discesi da una madesima
famiglias. Quoted in J. W. Zinkeisen Geschichte des osmanischen
Reiches in Europa Gotha 1856, vol. 4, p. 640.

88) K. 2xo6xoc¢, in "Huepohdywov 1892, Heracleion, pp. 363ff. And also
the song of George Tsourakis: awov oxordoa tor fooxd of y: *Ap-
zovropovootgo: (Phanourakis’s manuscript no. 20).
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va dow TO TOUEéxL jov, THY Ouoppy Tatpdva,

xal v’ avefd otov “Opald, ori) orodra 1@ Movoodow,
va xduwm paves diyms yeovs, yvvaixec diyws dvrpeg,
va xduw xal pwed aadia vd “viar diyws parddes,
va xAaty 1) voyra yea Pull xal v adyn yia ydla,
xal 1T anodiapwriopara,. .

This song is known to every Cretan child to be the inspira-
tion and rallying cry of his ancestors in the revolts against the
Turks. Kriaris calls it, roundly, The Rebel. And it cannot be
denied that it might have had some relevance to the bloody
raids of those revolts, for the Ayia Irene valley, to which the
Musuri Road gives access, is one of the entrances to the pro-
vince of Selino, home of the Moslemized Cretans who were the
Christians’ most fierce adversaries. In fact, for part of it, we
have more evidence of antiquity than we have for any other
non - historical poem outside a manuscript. The Byzantine poet
Michael Glykas, writing in 1156, says of Death:

yovels aréxvovs xathotd, téura ywols yovéwy,

&x tjc Ayndlns 1ijc unrooc 10 Poépoc dpaondilet,

10 Boépos aneoréonoe untépoc Inlalodons. ..®
This is a variant in pedantic language of the end of the folk -
poem, and it is quite clear that the folk - poem is the original,
and the pedantic poem the imitation.

Again there exists a version of the song, The Warrior’s
Wish, which gives a very different picture:

Xototé va Ldvovpovy onatl xal vd “marva xovidot,
va mpdfawva arov “Ouald, ou) orpdra 1@ Moveovpw,
va ovpw T dpyvod omall xal 1o ypovod xovidot,

ra xapw KAves oiyws yiovs, yvvalxes Oiyws Avrpes,
ra xdpuw xal pwod matdia ué diywe rol pavddee.

The Rebel is clearly a later, and, we shall admit, impro-
ved version of this. The only alternative would be to assign to
the folk poet am antiquarian instinct entirely foreign to the
genre, and, in the case of such a famous work, so ridiculous that
it could never have survived. It can be said categorically that
The Rebel, however patriotic it became in the Turkish era,
was originally a vendetta - song of the Venetian occupation.

57) BGV L pp. 36 - 37.
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The lance, as a cavalry weapon, has persisted into our own
century *®, Quite apart from ceremonial, it was used in the great
War, and even later on the Afghan frontier. But at the end of
the sixteenth century it was suffering a sharp decline. In 1610
the standard cavalry treatise of the day advocated that only one
quarter of a troop should be armed with lances, the rest with
arquebuses and swords. By the end of the seventeenth century
it was a forgotten weapon in Western FEurope, and it was rea-
dopted as late as the beginning of the nineteenth century.

But even if we could imagine a seventeenth - century Cretan,
(with that notorious dislike and contempt for horsemanship
which was so regretted by the Venetian Provveditori) * riding
with spear in the bucket, yet we could never imagine him doing
so in the White Mountains, which must be some of the worst
cavalry country in the world. If any xovtdpt was ever trailed
murderously up the passes to the Omalo it would have been an
infantry weapon: and not the long pike, whose only use was
against cavalry, but a stabbing - spear or javelin. Yet the infan-
try - spear was rarely used by the beginning of the fifteenth cen.
tury, and was even then regarded as an archaism suitable to
Germans and Easterners, but not modern enough for the wars
of the Italian states. However high we may put the conserva-
tism of Western Crete, The Warrior’s Wish cannot be
imagined later than the sixteenth century. The traveller Belon,
in 1550, does not include a spear in his description of Spha-
kian armament ®°,

Neither does he mention firearms, though the infantry of
Spain had in the fifteenth century laid the foundations of mo-
dern small - arms tactics®. It is recorded that the Sphakiots
were reluctant to abandon their bows for the arquebus®. But,

58) For this information see, principally Enciclopedia Italiana Rome
1933, s. v. lancia. Also Encyclopedia Britannica s v. lance.

58) See, for example, Z. Mocenigo, Relazione... MDLXXXIX ed. Z,
Znrnoevaxng (Mvouela tijg wpnuxic lotogiog, vol. 1, Heracleion 1940) p. 94,

é0) P, Belon, Les observations de plusieurs singularités et choses
memorables, trouvées en Gréce, Asie, Iudée, Egypte, Arabie, et autres
pays estranges Antwerp 156556, p. 38 v.

¢) Enciclopedia Italiana s, w. archibuse, schioppo, fucile, arciere, ete,

¢?) R. Pashley, Travels in Crete Cambridge 1837, vol. 2, pp. 286-
287, quoting Garzoni in 15686.



28 Gareth Morgan

thirty - six years afterwards, when Giulio Garzoni went to Spha-
kia as representative of the Venetian government, part of his
entertainment was a shooting - match where he distributed the
prizes to the winners:

dév Eyer 6 Nddne xonedlids, undé »ai yapoxidnove,

unoé xal onuadotomove va onuadsiyovy oi yi drvrpes,

undé xal foie dé¢ ywoet., 5
T'o the warrior, Hell is a place without shooting - matches. In
1608, the Venetian commission visiting Sphakia was greeted
with ceremonial volleys at the foot of the ravine®:. In the siege
of Candia muskets and arquebuses were in common use, and in
this Crete merely follows the pattern of all Europe, where, it
has been said, «after 1650, the musket was, in general, the ex-
clusive infantry weapon», and it was remarked as a curiosity
that English mercenary archers were used in the antique style
at the siege of L.a Rochelle in 1627.

So that the archaism of «sword and spear» would have be-
come very marked, and the change to more modern armament
indicated, long before the Venetians left Crete. If the presence
of the Turkish word rovpéxi appears a stumbling - block, it must
be said, once and for all, that T'urkish words cannot prove a late
date unless allied to Turkish ways. The chap - book of Ass,
Wolf, and Fox had circulated in Crete since 1539 with the
line

Aovpundpdes Exer pofepés, tovpéxia ysutopéva
and the word was familiar to seventeenth - century authors.

Before we leave this fierce and troubling song, one more
question must be asked. What was the narowra? Kriaris answers,
«a sort of large pistol»*’, and in this sense it has been used by
Kazantzakis in his novels of Turkish Crete. But it must be re-
membered that this Kriaris is the man who thought that the
Grand Master ([lowroudotopac) of Rhodes was a chief engineer,
and whose pompous enthusiasm in the Collection of Cretan

¢) Ibid. p. 290,

64) K, 286.

e) E. EavPovdidng, op. cit. p. 148.

) K. Krumbacher, Geschichte der byzantinischen Litteratur,
2nd edition, Leipzig 1897, p. 883,

eT) K. 199,
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songs was equalled only by his lack of understanding of them °¢,
The word in Cretan poetry occurs only here, and in one late
poem (1818), where it is part of a formula®. «Pistols» are nor-
mally mwotodes, and large pistols xovumotiota. And whether the
meaning «pistol» is Kriaris’s own mistake, or, more likely, a
popular mistake crystallised by him, the fact remains that Pa-
trona in old Italian meant «a pouch», and in the Venetian
dialect specifically «a cartridge - pouch» 7, It is easy to imagine
that this meaning could have been forgotten with the arrival of
cartridge belts and the Turkish word oilaxdixe: and that the
natural parallelism of the style should suggest another firearm.
But the true meaning of this word is yet more evidence for sett-
ing The Rebel far back, and calling it a song of Venetian
Crete.

In our pursuit of arms we have gone a long way from the
warring lords of Crete™. And until the long - awaited excava-
tion takes place in the Archivio Notarile di Candia, it is propab-
ly useless to search for more definite history. Historical back-
ground is a different matter. Reading the contracts and wills in

%) «We believe that we have succeeded, after more than ten years
of labour, patience, persistence, and care, in colleeting ALL... Cretan
folksongs=> K. 378 (His own capitals).

%9) K. 417.

") G. Boerio, Dizionario del dialetto veneziano Venice 1829 s. v.
patrona. M. Notopoulos has now correctly identified the patrona,
and even found a near - centenarian in Rethymno who remembered the
meaning of the word. See J. A. Notopoulos, To xgnuxd rpayoiide toi
"Oparol xai i) margove (KX 12 (1958) 171 - 175).

1) The history of weapons in the Renaissance is largely uncharted
seas. The progression of lance, bow or crossbow, arquebus, musket, is
hardly ever clearout, and varies considerably between East and West
Europe. The most salutary beginning for the unsuspecting student is a
Scots poem celebrating the two dreadful military innovations brought
by Edward IIl in his campaigns against Scotland in 1327 - crests on
the helmets of his knights, and cannon. (A. Wagner, Heraldry in En-
gland ILondon 1946).

In Crete, the bow was used as a hunting - weapon long after it had
been given up in war. (P. de Tournefort A Voyage into the Le-
vant, English translation, London 1718, See vol. 1, p. 22. The voyage
took place in 1700). For this reason the word dofdpwa in a poem is an
indication, and not a proof, of its age. Bul against fighting targets arm-
ed with muskets the bow was not a reliable weapon, and there is no
suggestion in Cretan balladry of its use in combat.
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that same Notarial Archive it is hard not to see the young law-
yer throwing down his quill to walk in the weekend parade
before the Ducal Palace

Kdde Zaffaroxdotaxo mot v* duogpo 16 DPipos,
oxodalovy ol ypaunpanxol, oxoldlovy »” ol voddoor,
oxoddlet xt 6 molvayand 'mod 10 yovad xovidle ™2,

perhaps Sachlikis himself, long before Moresini put his fountain
in the square, and even longer before it ceased to be «Il Foro»,
and became Meividre™, Not long before, when Salonika was the
capital of an independent, and semi - mythical kingdom ™ (for
some said that it was there that Areti was married, and not in
Babylon)'® a young man could ride off to the war not with
sword and spear, but as a lutanist
Pfactda dayovra xi doyava, nolldy loyit@r nmaiyridia®

It is hard to forget the Latin jongleurs who sang, like Elias
Cairels, in the courts of Greece?. It should be impossible to
read the vendetta songs and sheep - stealing ballads without re-
membering Foscarini’s strictures on Cretan lawlessness **; to read
The Pregnant Girl and The Deserted Maiden
without remembering Venetian complaints on the frequency of
bastards in Crete ™. And (to take one final poem, certainly not
Cretan, and perhaps much older than it seems at first sight, for
the Turks and Janissaries are definitely a contamination on a

") II. BLaotbdc op. cit. p. 85

%) Which it had by the beginning of the eighteenth century. See
Michalis Vlachos, K. 57, and p 10, note 2, above.

4) For the greatness of Salonica, see 0. Tafrali, Thessalonique
au quatorziéme siecle Paris 1913.

%) As in the versions of Crete.

18) K. 205.

M) «Elias Cairels si fo de Sarlat, d® un borc de Peiregorc; et era la-
bhoraire d’ or e d’ argent e designaire d’ armas. E fetz se joglar. Mal
cantava, e mal trobava, e mal vidava, e peichs parlava: e ben escriviva
motz e sons. En Romanias est et lonc temps; e quant el s’ en parti, sl
s’ en tornet a Sarlat, e la el morie.» Quoted in ] A Buchon Histoire
des conquétes et de 1’ établissement des Francais dans les états de I’
ancien Grece... Paris 1846, (from a manuscript at Venice), pp. 436 - 440,
For other Frankish troubadours in positions of honour in Greece, see W.
Miller, The Latins in the Levant, London 1908, p. 218.

8) See above.

") V. Lamansky, op. cit. pp. 038ff.
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crusading theme) it should be impossible to read T he Blood-
stained Stream without remembering the reprisals after
Cantanoleon’s rebellion. «For greater terror, he had four preg-
nant women brought before him, wives of the Capurioni; he had
their bellies slashed open with cutlasses and the embryos pulled
out. This act threw immense fear into the peasantry #»,

Only by remembering such things can we understand much
of Cretan folkpoetry.

In 1645 the Turks landed at Canea: in 1669 the Venetians
sailed from Candia. Between those years the process of physical
conquest had been accomplished. The process of cultural con-
quest was never accomplished, but the Turks left behind them
far more than their minarets. Even today, with the effects of
Greek education — and a pedantic, purist education at that—
growing with every year, six to seven hundred Turkish words
are recorded in use in Crete®. The question that must now be
set is whether these words (not their use, nor their form, for
these would be difficult matters indeed), the existence of the-
se words, can help our knowledge of Cretan folksong.

No song can be dated to the Turkish era by Turkish words
in the absence of Turkish conditions. By the year 1600, Greek
historical authors had used the words: ayds, dldans, duifowoa,
aunods, Pefions, yevirlagor, depfions, Owfiave, [dot, iavvirldpayag,
xadijc, novpundve, Aala, uayalid, poviegilns, uneylepunénes, dvrddes,
naldot, nacidc, neoxéoov, payiddec, oapdyioy, oepunéte, oepéot, oovi-
1Gvog, onayides, wlaui, 1lelénns, ripdpior, rovpéxior, yaodrlioy, x0-
tfias, to name only the more common examples®. The same
chap-book of Ass. Wolf. and Fox which gave us the word
rovgpéxe in its first edition in 1539 can also provide maldg:?®. The
«Rhodian» lovesongs, presumably of the fifteenth century, have

@) R. Pashley, op. cit. vol. 1, p. 1564 (quoting Trivan),

) I. I, Hawaypgnyopdxnig, Zvhhoyn Eevoylwmoowv AéEewv Canea
1952, pp 75 - 132,

#9) G. Moravesik, Byzantinoturcica Il Sprachreste der Tiirkvol-
ker in den byzantinischen Quellen, Budapest 1945, p. 305,

88) In the edition I have used I'aSdpov, Avrov =ai *Alovmotg Binynoig
yaping Venice 1848, line 12. A critical edition has been published by A.
'AleEiov, 'H ®vihada tol I'addpov (KX 9 (1955) 81-118).



33 Gareth Morgan

ysaoeuiv ., In folksongs which are demonstrably far older than
the Turkish occupation, Turkish words occur.

In such cases the only thing that they can prove is the
truism that the song has at some stage passed through an area
where the words were used. Almost always it can be shown
that the Turkish 1s a local or personal use, and not part of the
univercal pattern of the song. In the very Frankish song, T he
Broken Cage, the only Turkish words occur in an obviously
inserted parallelism :

anov ov 19@s domgo wwul x &y 10 yopraodxe,

xal nivews nal ylvxiv xoaol »° &y 10 veoovidxi,

(»’ &) 10 miveis 16 xoaol 08 pappovol pliviedy,

%" &yw 10 mivew 1O vepod oral] yijs U doolidxe,)
In the Cretan version of Mavrianos’s Sister, the word a-
yades corresponds to doyorvroldér in older variants. The in‘roduct-
ion of rhyme brought many Turkish words to (what is in Crete
a very characteristic position for them) the end of a line. No
one would argue against the antiquity of Saint George,
though perhaps we should not go as far as Kriaris, in assigning
it to the year 303. But when it was converted to couplets, it
acquired two Turkish words, both forced rhymes:

K’ énailave ra pmoletha xt Grivos elyev méoe:

va syaivy t matdd=v rov otod Atoviaotod meoxkéou
and

‘Oldypovoa tof] favave, 6o napyapirdot,

10y Ao fdver mobowno, 1) Pdlasoa yroovrdu!
The same thing happens in Sior Tzanakis, the rhymed
version of Charzanis

llage v atadéppn oov xal xdue won ouétd,

In a song discussed above, the word unevrére would suggest a
late date; but another version has reiyos.

Having disposed of this fallacy (for Turkish words crop up
quite frequently as «proof» of some dating or other) we may ask
another, and more difficult question. Does the absence of
Turkish words indicate a pre - Turkish date for a song? It is
very important to remember the word «indicate» : such an ar-
gumentum e silentio can hardly ever «prove» anything.

#) W. Wagner, "Algdfintog tfig aydnne Leipzig 1879, p. 6.
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Proof in a matter of this sort could come only if we could show
(what seems at first sight very likely) that occassionally some
Turkish words completely replaced their Greek equivalents. Is,
for example, at the end of the eighteenth century, umatiods i,
aoxépe, ooxdxt and meoxéor had eompletely ousted their counter-
parts, then the use of pldumovpo, orpardc, orevd and ddoo would
give positive dating. But we cannot go as far as this. Cur re-
sults must be limited to what evidence we can get from the stu-
dy of songs known to be of the Turkish occupation.

Songs of the Cretan insurrections are full of Turkish words.
A rough count in Kriaris’s collection gives about two hundred
and fifty different examples, most of which are used more than
once. Many obviously come from administration and now cu-
stoms : aydc, macds, pmpmnacis, urovytovovl, cepéot, oxd, oepaoxé-
ons, paunij— all these are explicable. But when we come to
words like yaunéor, xitame, puneviéve, iptlt and the rest, for which
good Greek equivalents exist, then it is fair to suspect that the
Turkish influence on vocabulary is more than a colouring. And
when the machinery of speech, adverbs and conjunctions, begin
to be Turkish, and we meet dunavé, pumpviéve, drleuna, when
we find verbformations like ytovpydow, vrayiaviilw, yroxdavidow,
from Turkish roots with Greek endings, it is clear that com-
mon speech, however basically and essentially Greek, has suffer-
ed a serious contamination. And the contamination is imme-
diate. The Siege of Vienna, in 16383, introduces us to oa-
lafavtilw, yioxdaviapw, doxépt, and viepiéor, Suda (1707 - 8) to
piopdrve, yaifdre, roaviijot, xovumapddes and unedds. ILater «three
priests sit down to write an appeal (dotliydde) to the Russians,
to send them help (uevrdr)

Zapiic tlepeud dovdovue, 1a podoxia pac movidiotire
«Daskaloyannis is entertained by the Governor on the vufdre,
Dépre toiumotxt yraogul zal palpovpl pliviodve ™,
Faced with such lines as these, and firm in the knowledge that
our own historical song—Saint Sophia, The Fall of the

City, The Siege of Rhodes, Manolis of Ayiaposto-
11, and the rest, show not one Turkish word between them*,

%) K. B8.
88) K. 82,

KPHTIKA XPONIKA IA. 3
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there is a strong temptation to say that any poem with no signs
of the conqueror’s language must have been composed before
the conqueror came.

But was there, perhaps, a convention by which such words
were licit in historical poems and illicit in the ballads of romance
and adventure? KEven if folk - psychology could make such a
distinction, there is good evidence that it did not. There is no
difference of vocabulary (apart from that imposed by the subject)
between the revolutionary poems and the few ballads that we
can distinguish as being of the Turkish period. I,enio is the
song of a forced marriage, with the bride dying of a broken
heart: it uses yarlijs, vrovauds;, doxépt and yalale, The Mur-
der of Ibrahim Aga, a vendetta - song, has gaunij, puoéxs,
yearaydvi, vrafodvra. The most romantic of them all, which tells
how Susa was killed by her brother for her affair with a young
Turk, Saribagli, uses goono®, yavilepdxt, yaunéor and ydii. Final-
ly, Diamanto, of the enslaving and ransom of a Spanish la-
dy, provides from its octosyllables an imposing list: xovoundre,
teddAne, peproavévios, umdoumas, évid, taive, xeayids, xamaviane,
Gaxéoe, narijs, umakioe, pnwvio, raipds, layovol.

The inference is clear. In all poems known to be of the Tur-
kish epoch Turkish words are found **. In most poems known to
be of the Venetian epoch no T'urkish words are found, and those
which have Turkish words have them nearly always in posi-
tions where they are demonstrably not part of the original text:
ure. Therefore the absence of Turkish words in a song not
otherwise datable must always be strong evidence that it comes
from the time of the Venetian occupation.

The pattern of Cretan folk - song has now become clearer.
The next problem to be solved is that of the correlation between
date and form: whether we can say that certain types of song
flourished at a certain period.

81) Exeept naodg, in The Sultan®s Wife well after the begin-
ning of the Cretan War.

®%) 1 shall allow one possible exception; the short poem Hillasmen
and Plainsmen has the word mograxaille, And it seems that in 1700,
at least, there were no Portugal oranges in Crete (Tournefort, op,
cit vol 1, p. 20). But the word is in the last half - line, which. for reasons
to be mentioned later, is always a place very susceptible to corruption:
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A metrical classification shows that the great bulk of the
poems is in fifteen - syllabled verse, either rhymed or unrhymed,
But apart from the rare dance songs in shorter metres (the pro-
portion of them in Crete is far smaller than in other places, no-
tably the Dodecanese) there are two minor forms which may
both be used for dating. The few works in dodecasyllables in-
clude The Castle of Amorion and the songs about the
pre - Acritis Yannis. The others are free from Turkish words.
The antiquity of the metre is certain, but it seems to have sur-
vived only because of its attachment to one or two good tunes;
we have no sign of it, when, in written works, words are di-
vorced from music. In Crete it can safely be said that twelve -
syllabled songs are not merely from the Venetian occupation,
but probably from its early days, and quite possibly before it.

The other case is quite different: the rhymed hendecasylla-
ble is known to have been an importation from Italy*®. The
songs which have survived in oral tradition in Crete are closely
grouped: The Siege of Vienna (1683), Suda (1707 - 8),
Manettas (1766)*, and The Plague of Canea (1770):
The one remaining example i1s Tzortzakis and Zaphe-
ras, where the absence of Turkish words points to the begin-
ning of this period. The fact that three of these poems are sea-
faring recalls that strange and ill - recorded minor thalasocracy
which grew at Sphakia, was brokenby the effects on the Spha-
kiots of Daskaloyannis’s rebellion.

7oV “yav xaodfia faxovord xal valtes matveuévovs,

oy IIodny »al o) Bevedia negiooa Eaxovouévovs,

Aév &deihiotoar mélayos, @ovproiives dév ynpovoa,

xal 1d otoiyeta tof] Pdlasoas x¢ avrdra 1a vixoboa!

Kai da Pfapxdria flémovae, odmia xal tovanuéra,

gl vy duuovila xeirovvrar, Eeod, yapfaliaouéva®,
And never recovered all its old prosperity. But that is outside
the scope of this study, which may be satisfied that eleven - syl-
labled folk verse comes after the fall of Crete to the Turks.

59) B. 116
9) Kriaris’s «1666> must be regarded as a misprint. The source of
his information is unknown to me, but the mention of the Russians cer-

tainly points to the years just before Daskaloyannis’s rebellion.
"y Mndopna-IMaveteridg op. cit. Lines 903 - 908.
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No such certainty relieves our researches on the rhymed po-
litical. The first great historical folk poem in rhymed couplets
seems to he Michalis Vlachos (c 1705), and by 1770 this
was exclusively the form for historical narrative. Similarly, the
romantic narratives of the Turkish era, I.enio, Susa, and the
rest, are rhymed **. But it cannot safely be said that rhyme was
unknown to folk poetry before the Venetians left. The couplet
itself, the «mantinada», can be traced back to the fifteenth and
sixteenth centuries, for still - current mantinades are found in
manuscripts of that time . It is arguable, though, that these
come under the heading of sophisticated works absorbed into
the popular tradition, (a subject which will be dealt with later),
and the same may be said for the Song of Archistrata®,
The adaptations of older poems into rhymed couplets, notably
Sior Tzanakis and Saint George, have in them slight
signs of Turkish vocabulary, so that the name of the former
hero may be only a memory of the Italian form of address. On
the whole it seems unlikely that a psychological division bet-
ween historical and non - historical narrative could have been
made; and we should place the introduction of the rhymed poli-
tical into original folksong about the beginning of the eigh-
teenth century.

T'his does not necessarily mean that unrhymed political verse
stopped at the same time. Nanos comes half a century la-
ter, but this is clearly an importation from the mainland, and is
sung 1in Macedonia, so that it does not really affect the argum-
ent. The same may be said of The Ghost of Mastra-
chas, an obvious romantic and antiquarian production of the
sort known in Greece as nalwodladirixa; it contrasts markedly
with the true folksong on the murder or the same hero in 1868.

°) Susa is presumably based on an older unrymed version, dated
before 1679, if we are to judge from the two lines discovered by Le-
grand, written in an old edition of The Fair Shepherdess. Mr.
Dulgerakis does wrong to doubt Legrand on this point It does not in
the least affect the chronology of the rimada, wich would propbably
be eighteznth century. See E. I. Aovlyrpdung, To xpnuxov dnpddec
gopu Tc Zovoavvag (KX 9 (1955) 834 - 376), pp. 357 - 9.

*?) The most notable collection in Cod. Vind. Theol. Gr. 244, publish-
ed im H, Pernot op. cit.

%) See chapter 8.
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So that although it was perfectly possible for the unrhymed
and rhymed styles of composition to exist at the same time, at
least we have no certain unrhymed Cretan songs after 1710 *.
While the comparison with sophisticated poetry, in which, two
centuries earlier, the same displacement of unrhymed by rhym-
ed took place suddenly and completely, so that no example of
the earlier style may be positively dated after the first emergen-
ce of the later, leads us to think that any fifteen - syllabled Cre-
tan verse without rhyme may fairly be presumed earlier than
the eighteenth century.

At this point, perhaps we need an analysis and statement of
what we know about the dates of Cretan poetry in unrhymed
politicals :

1) The Acritic song are pre - Venetian.

2) The semi - religious songs (kalanda, Saint George,
and the rest), are probably pre - Venetian.

3) Of the narratives a few may be pre-Venetian. The res
are distributed between the thirteenth and the seventeenth cen-
turies.

4) Of the rpayovdia tijc 1aflac we have found six clearly and
datably historical unés—Adriannple, Saint Sophia, The
Fall of the City, The Siege of Rhodes, The Sul-
tan’s Wife, and The Fall of Candia. To these we can
add about thirty which may not be strictly datable, but are just
as clearly from the pre - Turkish era. Historical songs after the
Venetians left are Michalis Vlachos, (which is not really
a tpoayoidt tijc taflag; properly it is the only unrhymed histori-
cal narrative surviving in Crete), Karamusas, (1680)%, and

95) But see footnote 2 on page.

%) The three variants of this song which tells of an episode in Ka-
ramusas’s pacification of Crete in 1680, have never been dated, nor the
historical event described. I owe this account to Mr. Stavrinidis’s work
in the Turkish archives of Candia :

Karamusas was made bey of Rethymno in 1647, and was one of the
most efficient Turkish governors in Crete. After the fall of Candia, the
sporadic unrest of the pyaiwvndss (traitor kinsmen) as the Turks called
them. notably, in Sphakia, culminated in the <Revolt of the Chainides»
in 1679 - 1680, The danger was aggravated by the incompetence of the
beys of Canea and Candia, and at one time there was a chance of Ca-
nea falling to the rebels. Only the action of Karamusas, who on his own
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Yannaronicolas, (dated by Kriaris as «1690 - 1740»). One
other, Moros, is also of Turkish date?.

It becomes more and more clear that the proportion of songs
that can be proved to come after 1669 is very small indeed; and
this is all the more marked when we think bow much richer are
our records of the Turkish period than of the Venetian. From
the very first year of the landing until this century we possess
more than half the Turkish archives?. In Greek we have rich
memoirs of the nineteenth century, and a growing number of
family and ecclesiastic documents of an earlier time. But of the
Venetien era our historians very rarely give a Greek name,
being more concerned with the officers of state than with their
subjects. If a person was distinguished enough, either by virtue
or by circumstance, to have a song made up about him, and is
still unknown to history, there 1s a very strong probability that
he lived under Venetian rule,

And the songs themselves show their age. Apart from the
history in them there are many times when the clear affinities
of a song are with the Byzantine and Frankish poetry of the
Middle Ages. When the Cretan of today sings

pa va oot méyw pia yoapn yluxa Aoyia va Aép

va fofic »ald yoapuarixzo va cov wjve diafdoy (K 320,1)
he is expressing what his ancestor four hundred years ago ex-
pressed :

initiative left Rethymmno, marched west, and exacted a fierce revenge,
saved Turkish dominion in the island.

97) In a different class come one or two songs obviously based on
older poems. The Captains of Lakki is the sort of list - song
which is revised from generation to generation: only the Turkish xams-
zavlixe distinguishes it from, say, The Lords at the Wedding.
Three more come from the Turkish period —Tsiolis, The Three
Sons Slain, and Arnaoutopoula—but they are in no may to
be considered <«original* works. All three (and in particular Tsiolis)
are centos of well known tags with a little local detail, and go far be-
yond the usual and legitimate borrowing of folksong - motifs. They are
artificial, as are the «songs of the German occupation» published by Va-
vules; their complete lack of inspiration has already rendered them al-
most completely unknown, Perhaps one or two lines will survive :

oiyvouy xavovia HOveToik, orpavidiss wé 1o’ oumoéldss
(II, II. BaPovAécg, "O xpnuxog rpayovdiotg Canea 1960, p. 221).
%) That is, we have the complete archives of Candia. The other
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Xapri of méunw, Avyeoyj, dpévrpa, dvdyvwoé o (CPG p. 18)°%
and the only difference is in the estimate he makes of his lady’s
literacy. Where he says

wi] paviliopdvas 1) xoppt], otov posuagtot ) povvia (K 248.1)
his forerunner made it

tijs palovodvas 4 xoopy, xalod Bagoduov oila CPG p. 54)
He half - boasts

Byd negvd xal 88 widd, »” 1) x6pn yarperd ue

«[Iot mdeis wedrn 100 pihiod xai xopnwty 1w’ dydane;» (K 236)
where the rhythm preserves a verb - form that was too old for
Erotocritos. His predecessor had the same habits :

o Bylvne xvpxras mémavos xal yivys diwuardens,

xal yivye axarddexros, diafaiveic dnd pmode uov,

deafaiveic, 0dv pds yaiperds xal dév pds ovvivyaiveis (CPG p. 62)
and

...01e dtafaiveis, o0 dalkels, fléncis, ov yarperdc ue (ABC 40)
Where his love - songs reach their most heroic heights—

Na “yev 9 yijc matjuara xt 6 odpavos xspxélia,

va mdthovy 1a marjuare, vd ‘mava td xepxélia,

v’ avéfawva otov odpavd, va dindwdd va xdrow,

va dow celoua t odgavod va fydly uavpa vépn,

va Boékp yiove xal vepd xe dudlayo yoovodpt,

10 ytov va pify ora Povva xal 1 veoo orol xdumove,

oty mopra toi] molvayands v dudlayo ypovodet, (K 264)
he is anticipated, but not bettered, by the man of 1500:

moloe xai uéva ovyvepov orods ovgarvovs dndvw,

va foéyw el wv ['alardv xal va yiovi{w elc xdunove,

xal oty avdyy om0t dyand vifyny pagyagirdpr. (CPG p. 24)

In the rpayovdia tijs tdflas we find the Byzantine motifs still

as fresh as ever. The bird in the cage is there—

rovddxiy glya oto xlovfi, yida va 10 uepdow (K 301)
like Achilles’s paramour, the partridge—

nedinty nvoa 010 xlovfiv, ddovdwrov 100 méPov. (Ach O 545)

part, the archives of Canea, was destroyed by looters at the end of the
German occupation.

) Cf. Achilles O line 346.
zaprt 08 méumw, Avysor), yaotiv &lA® dné mddov,
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The wondrous garden survives, its description isolated and set
as a feasting - song—

['a idéc nepfoly duoppo, yia ldéc xardxpva Bovon ',

xt Goa devipd 'uneywey 6 Ouoc péod “viar puieuuéva,

xt 6oa movlia merodusva péod “viar pwlsuuéva.

péoa o’ Exeivav 1d movlia ebpéd’ Eva maydwi,

xal ytilet 1) pwlitoay 1ov od pds pnlids xlwvdor! (K 241)
The red apple held by the lady on her golden throne is one of

those enamelled fruit that were the prerogative of the nobility
of the great palace.

The ways of speech are the same. The clear opening note of
the Rimada

Kéon ué vio dixdlerar andva napadior (CPEp 72)
echoes back and fore

“Ayyovpos an’ " Avaroly) xép’ dyand oy Adoy.., (K 258)
“Evac navwgios dyovpos dyandg woatav xopn... (ABCp 48)

and

Kogn =al vios énailave o” dpio megifioldxu,

%t amov 1o matfe - yélaoe, mov 10 modd xavdx,

dntoxotun?}’ 6 vids yluxia otoi] vyepijc 10” dyxdles,

2wya oiya tove Evnrg xe dyaliava tov Adee

«Zvnva 1o Tovyordxt pov, fvmva, yluxewd p” dydayy (K 300.1)
The song may as well be quoted in full for its memory of Achil-
les

Kt ano ra xarapidjuara, xal rac wegimhoxds twy

ta Oévdgn ta avaiowyra avrodovolaowy mAéov.

Otitws xarélafev ¥ adyij, xal moos éxeivov Aéyet

«’Eyetoov, yovoomtégovye palné, ano 1ijs xAlvne (Ach O 446 9)
The Gothic attack in the appeal to Christ:

Xoword x” elvia pot td 'uneywes 107 népdixas ta xdiy., (K 292.1)

Xototé pov va ‘ona 1) plaxi, vd pdy va v viaudow,, (K 28q.3)

Xoioté pov zail va xdieya mowd prva da moddrw,. (K 292.2)
Xotoré xal vd "povrve lvto vd fyawva o1 xvvijye.. (K 207.1)
Xototé xal va ngofaivave ddddexa xafalldoot.. (K 242.1)

this i1s perhaps unknown, certainly rare, in the folksongs of the
rest of Greece. In Crete it is found many more times than these

09) Cf, Florios and Platziaflora, 7T45if.
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examples show, and in the fifteenth and sixteenth centuries it
was just as common '°!:

%1 6 Aoytopds pov Aéyer pov. « Xpototé pov va oé pilovy (GPG 304)

Xototd xal ds nogioxeror movnerss Pepaneia,. (CPG 479)
Xoioté, nagaxal® oe 1o, dos pov xatgov xal wnov. (CPG 430)
Xototé, 1i 10v doéyouar 10v xoxxivooxaptdroo,, (CPG 553)

Even one of the less pleasing facets of Byzantine romantic
poetry is preserved in Cretan folksong: its love of the strange
compound adjectives whose poetic virtues, one would have
thought, had been settled by Aristophanes almost two thousand
years before. Perhaps not the extremities of

. v xpvoraldida toU vepol, v mayvoytovaryvy,
v veparlagwrdxovotny xgivotgiavrapulidiny,
tpaynlopaguagduvostyy, podoxoxxivoyeilav,
myy ovvtvyoylvxélalov, Egwronovepévyy.. (Florios 190-193)

but a girl is still donguoxovxiwuévy, a man orgoyyvilomavgoyévys, a
horse dareuoxvxlonddne **2. The word - play which seems so unlike
a folksong in

Eévo x” 8y Eévo x” Eod &évo xal 10 mepfole,

Eévo pov xt de 1a naifovue éueic ta dvo oa Léva (K 312.1)
recalls the same clicking - together of

Xeily pov, yeilny xoxxiva, yeily, ylvea pov yeily,

ythrdnis ds épllovva tijs lvyepijc 1a yeiln.. (CPGp 32)

In the seventeen folksongs which have just been quoted, four
Turkish words occur. One is tovpéxi, two more come in a line
which has already been cited as an example of late interpola-
tion, and the fourth is in a little rhyming jingle quite foreign
to the poem around it. This result may be regarded as typical
of the rpayovdia tijc 1daflas.

But we have already used the words rgayovdia tijc rdfiac a
few times without explaining them. Perhaps the best explana-
tion will come from a study of an even more heroic subject:
Digenis in Crete.

101) Perhaps not only in Greece: cf. the anonymous English
«Christ that my love were in my arms»,
sixteenth century). The Oxford Book of English Verse ed. A. Quil-
ler -Couch. Oxford 1912. no 27).

103) K. 2[}7.1, 317.1, 339.2.
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APPENDIX TO CHAPTER 1

Admiral’s Galley, The

Adulteress and her Maid, The

Ailing Husband, The
Armenian’s Son, The
Arnaoutopoula

Barbary Pirates, The
Bloodstained Stream, The
Bridesmaid to Bride
Bridge of Arta, The
Broken Cage, The
Brother and Sister
Captains of Lakki, The
Constantine and Areti
Constantis in the Plough
Death of the Sailor, The
Death of Yannakis, The
Deserted Maiden, The
Diamanto

Drowned Maiden, The
Evil Mother - in - law, The
Fair Maid’s Castle, The
Faithful Wife, The

Fall of Candia, The

Fall of the City, The
Famous Galleon, The
Galley - Slave, The
George Tsourakis

Ghost of Mastrachas, The
Hillsmen and Plainsmen
His Brother’s Wife

Hundred - and -two Suitors, The
Hunter and the Maiden, The

Jewish Renegade, The
Karamusas

King Alexander
Lady’s Appeal, The
Lenio
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CHAPTER 2
DIGENIS IN CRETE

The epicof Digenis Acritas is without doubt the great-
est achievement of Byzantine demotic poetry, and its persi-
stence in oral transmission for a thousand years is a fair gauge
of its stature. Its heroic content has gathered to it a heroic
amount of research and criticism, and only after the most startl-
ing discoveries and identifications have the main lines been
established *.

In the ninth and tenth centuries a body of heroic poetry exi-
sted among the «Acrites», the marcher - troops of the Byzantine
empire. Its themes were the historic themes of the day, of the
struggles between Byzantium, its heroic rebels, and the Sara-
cens. Its scene lay in Cappadocia on the Euphrates. But although
in the characters of these poems we may often see real persona-
ges,—Greek, Armenian, Paulician, and Saracen—from the con-
flicts of the time, the main hero about whom the songs accu-
mulated was one Digenis, who may be identified with a Byzan-
tine baron who died in a border clash in 788.

Behind this first plane of comparatively historical poetry we
may divine older and stranger themes. There are old heroes
from Parthia and Commagene whom the new Digenis has sup-
planted ; Cinnamos and Philopappos are of the first and second
centuries of our era. Maximo 1s one of the old Amazons, and
Arab and Persian romances supply the models and some of the
details of episodes from the hero’s life.

) The best idea of the vast work on Digenis Acritas may
be gained from the book - lists of three works which in their different
ways give an excellent introduction to the Acritic problem and make
another bibliography superfluous: II. II. Kalovdpocg, Baciksiog Avye-
wviic "Axpitag Athens 1941, Line - references are given from this edition.
H. Gregoire, ‘O Awyevig "Axpitog New York 1942. J. Mavrogorda-
to, Digenes Akrites Oxford 1956 To these may be added A. XazUfec,
Evoradog MaxpepPolitng xat "Axpienig ("Adnva 54 (1950) pp. 134 - 176, 55
(1951) pp. 189 - 224) who gives a list of fifteen works by himself pointedly
ignored in Gregoire’s bibliography. Admittedly some of Chatzis’s argu-
ments on Byzantine literature are eccentric, but perhaps not more so
than some of Gregoire’s own on Byzantine history.
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Towards the end of the eleventh century, an epic romance
based upon these songs was composed in an archaizing style.
From that romance have come the seven versions we know to-
day. No normal methods of copying can explain the differences
between them, and we must recognise that if our seven extant
versions can vary so widely between themselves, Acritas must
have suffered innumerable recensions as it was passed from
hand to hand.

The Grottaferrata manuscript is of the fourteenth century:
the Escorial late fifteenth or early sixteenth. The manuscripts
of Athens (once called Andros) and Trebizond, which show the
groatest likeness to each other, are both of the sixteenth centu-
ry; and a rhymed version was composed in 1670 by a Chiot
priest, and is now in Oxford. We have a prose version from a
manuscript written in 1623, and three fragments of an Old Rus-
sian prose text which probably has a twelfth century origin.
Finally we know of the existence of two other manuscripts in
verse, and one in prose, all now lost?®.

Side by side with this written tradition, are the «Acritic»
folk - songs, gathered from ali parts of the Greek world. «Acri-
tic» is a loose term, and includes not only songs containing
obvious episodes or names from the main epos, but also poems
about other characters from the heroic age, Constantes, Porphy-
ris, Xanthinos, and the rest; and sometimes is stretched to in-
clude even obviously later ballads which have adopted some
phraseology or detail from the earlier poetry. A few Acritic
poems (The Son of Armuris, The Sons of Andro-
nicos, and perhaps some others) can be shown on historical
grounds to be earlier than the composition of the epic Whether
the rest are before or after the written text is still hotly debated-

In recent years, research on Acritas has taken two main li-

) The prose manuscript was seen in the last century by Dr. Mordt-
mann: see X, Twavvidng, "Enog peoarwvizdv éx tol yeipoypdagov Toa-
neColviog. O Baolhewog Awyeviig "Axzpityg 6 Kannadéune Constantinople
1887, p. . The manuscript might well have been in the library of K&-
pruly Mehemed Pasha, from which Mordtmann published at least one
text (Mitteilungen des Deutschen Excursions - Clubs in Constantinopel,
1889, Heft II, pp. 39 - 40). The verse manuscripts were seen by Constan-
tine Dapontes in the eighteenth century; one was illustrated. See II. II.
Kalovdpgog op. cit. Vol. 1, pp.
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nes. The more fruitful has been the investigation of the historic-
al background of the heroic age, and comparisons with the
heroic poetry of the Mohammedans, and (less convincingly) the
Crusaders. The other has concerned itself with the resemblances
between Acritas and other Byzantine poetry and romance.
Neither research has been able to go very far without emphasiz-
ing the radical difference between one text cf the poem and all
the others, and many problems will be illuminated if we can
establish the nature and circumstances of this one text.

That the Escorial manuscript of Acritas was Cretan was
first affirmed by Xanthoudides in 1913, and his conclusion may
be considered all the more certain for the obvious regret with
which he announces it; «admitting that this poem in no way
honours the Cretan Muse who has produced FErotocritos,
The Fair Shepherdess, Erophile, and the beautiful
folksongs of the island® He bases his findings on some fifty
words and expressions claimed to be Cretan. The argument is
occasionally marred by the use as criteria of words from texts
whose Cretan origin is by no means certain (e. g. I.ybistros
and Florios) but Xauthoudides® result is not affected if we
take no notice of the half dozen words concerned, and no - one
has yet succeeded in disproving his main statement: «It does
not escape me that some of the linguistic elements catalogued
above, as 1 have already said in many places, are not exclusive-
ly Cretan, but also found in other islands; and some perhaps
may be found locally in other provinces of Greece...On the other
hand, those which are found elsewhere are not found all toge-
ther in the dialect of any one island or province... Therefore I
believe that only in the Cretan dialect could be found together
and simultaneously all these linguistic element, and that, accor-
dingly, this version is from Crete»*. He is prepared to go even
further, and say that it is from West Crete.

No objection may be taken to Xanthoudides’s dating, again
on the language, as «before 1500 but not long before 1450»°,
But it has been suggested that his wholesale assignment to Cre-

) 2. Eavdouvdidng, Awevig "Axpitag xota o yewpéypogov "Eoxw-
puad (XK 1 (1913) pp. 528 - 572). See page 661,

¢y Ibid. pp. 5640 - 541,

%) I.bid. p. 591.
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te of many works (including Acrizas E) was based on a mis-
understanding : and that these are, in fact, written in the com-
mon demotic of the day, of wich more traces have survived in
Crete than anywhere else. This theory would require a great
deal of proof but prima facie it can be shown to be very
unlikely; and if the more detailed examination of the poems of
Dellaporta, written before 1403, shows, as seems likely, defini-
tely Cretan characteristics, Xanthoudides’s claims for many
poems will have to be seriously considered.

We may examine some additional evidence for the Cretan
origin of the work. Acritas E contains two historical names
which are not found in any other version, yet are certainly ve-
nuine parts of the original tradition. The survival of Samosata
(E 1320) cannot adequately be explained, though Crete has al-
ways had a reputation for preserving otherwise lost epic tradi-
tions; but there is a very good reason why Cretans should have
remembered the name of Abou - Hafs (E 506). There is little
doubt that the Abou - Hafs of the cycle is Amer’s grandson,
who turned renegade and brought his entire tribe over to the
Byzantine side in 928° But the name was well - known in Crete
from another Abou - Hafs - the Spanish Saracen who led the
expedition which captured Crete in 824, and was a mythopoetic
character even for the Byzantine chroniclers’. This name would
certainly have remained known in the island (perhaps even in
the heroic poetry of the time) and would have been retained in
a Cretan Acritas after it had been lost elsewhere.

Yet more evidence may be found in Cretan parodies of parts
of Acritas. More will be said later about the way in which
Sachlikis’ poem Pothotsoutsounia is a burlesque of an Acritic
theme. The main point of resemblance is where Sachlikis’ whor-
es sit and boast:

xal 161e anny doydlacev éxeivo 16 maldow

éxdroay xal éxavylothyoav dia téd¢ dvdpayadés rovs.
nal pea an’ Exetves foyioe va Aéyy ta xalkd s
«0dx nionxa molitixnyy xdlliay napa éuéva».

“AMy elnev «odx nionxa pwaviiotoiar va ué dudfin».

5 H. Gregoire, 'O Awyeviig "Axpitagc New York 1942, pp. 110- 111,
N'I. lanadoroviog, 'H Kpenin ind wov: Zapaxnvovg (TF 43)
Athens 1948, See p. 61.
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"Ally elne «nivw 10 xpacly nap’ dvdoa i} yvvaixay.

"AAdn elne «nive 10 xoaoly pavidilw xal pedéw» (Poth 817-823)
which is a reminiscence of Acritas E 679 - 683

10anél v fjotecay dumodc va pdyovr xal va miovy

xal xal’ Epayav, xald Emav xal éxaloyvyijoay.

dldos Eleyey «'Eyd anavid nmevijvray.

allos &leyev « Eyd anavi@d fdouijrran.

GAdos Eleyev « Eyd daavid dwaxdoiovey, (E 679 - 683)
This passage is entirely missing in the Grottaferrata and Trebi-
sond versions, and in the Athens manuseript reads

roanelav Elevio avrd Eungootdey Pavuaciar,

Epayov 8¢ xal Emov dnavies yaoiévrwg'

xal pera tadra Eleyov Exaovos 2 Exelvy

ot dvraviar molepelv modrove éx w@wv avdoeiwy (A 1628 1631)

It is obvious that Sachlikis’s allusion is to Acritas E.

A smaller instance is in a modern spell for getting rid of
ants from a threshing - floor. The ant (ueouiyxt or peliraxac) is
addressed:

« Méounyxa mowroudotopa, mo@ie 1@ pelitdxws °

a parody of Acritas E 797
«Ztpdropa, mpwrosTodroga, xal oM 1@y oroardomvy
This line again is in no other version.

Other evidence may appear in the course of this study; al-
ready there is enough to let us call the Escorial Acritas a
Cretan poem.

The text of Acritas E is in a dreadful state. A whole
quaternion i1s missing at the beginning - though it is unnecessa-
ry to assume, as Krumbacher does, that this would have been
entirely occupied with Acritas, and represents a loss of some
three hundred and fifty verses®. It is far more likely that the
lost opening coincided with that of the Grottaferrata version,
and that about a hundred and fifty lines have dropped out.
There are some large gaps in the narrative, and a fair propor-

) E. K. Ppayxaxn, Svpforn otd Aaoypoguzd wijic Kpning Athens
1949, See p. 33.

° K. Krumbacher, Eine neue Handschriit des Digenis Acritas
(Sitz. der philos. - philol. - hist. kl. der Kgl. Bay. Akad. der Wiss. 1904,
vol. 2 pp. 309 - 366). See p. 314.
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tion of metrical and verbal difficulties, but by far the most stri-
king fault is the large number of lines which appear to be either
very short or very long, (which really come to the same thing,
as the manuscript is written as prose). The other faults can be
explained by the usual accidents of missing leaves, illiterate co-
pyists, and inept adaptors. But the most inept adaptor imagina-
ble is not likely to have produced so regularly such confessions
of metrical impotence as these half - lines seem to be. (It will be
convenient to call them half - lines, though, se I shall show later,
many in their manuscript form cannot strictly so be described.)

When looking for a reason for this phenomenon, it is worth
recalling the words of the latest editor of the Escorial text: «It
is possible that it came from the bad dictation of a more per-
fect, but still popular and compressed, text, of the sort which
in other times used to circulate among illiterate bards (momrdoy-
dec) and singers, who had the talent of being able to remember
thousands of verses» '°. T'his seems a sensible statement, especi-
ally if we remove the words «in other times». Illiterate bards are
still found in Greece; and if their memories do not now run to
thousands of verses consecutively, poems (including Acritic
poems) of two to three hundred lines have been taken down
in the present century. In the works of these bards are found
the same «half - lines» as we find in the Escorial manuscript.

Many collectors of folk - song have considered them a ble-
mish, and have taken care to remove them. In Politis’s colle-
ction, where two or more versions of the same song are often
combined, no half - lines are found. One of the earliest colle-
ctors, Colonel I.eake, who was in Epirus and Rumeli betwecn
1804 and 1806, was more conscientious. «In (his) manuscript of
these songs, after the first line, the first half of each succeeding
line is always given in advance. These half - lines are always
omitted in the text except where they contain a slight variety
of reading» ', In other words, the songs taken down by Colonel
Leake were of the well - known type where single political ver-
ses are fitted to a tune covering one - and - a - half lines: to the
first stanza are sung the first line and the first half of the se-

10) JI. II. KaAovagog, op. cit. 1 xi.
1) F,. H. Marshall, Four Klephtic Songs (El¢ pvauny ZEn. Aap-
ngov) Athens 1938 pp. 42 - 49. See p. 42.

KPHTIKA XPONIKA IA, 4
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cond; to the second stanza are sung the second line and the first
half of the third: and so on until the end of the song, or until
any pause in it, when the last line sung consists of the first
half of a political verse, the second half being non -
existent. For this style of song we shall use the name «link -
song», as each stanza is linked into the next ',

This form of folk - music 1s found only 1n Greece, and natu-
rally enough, is used only for unrhymed texts. It is the predo-
minant pattern in the clephtic ballads of the mainland, in the
narrative - songs (though, as far as our evidence goes, it is more
common in this use in the islands than anywhere else), and abo-
ve all in the rpayodvdia tij¢c 1dflac — which we may translate as
«feast - songs» — sung principally at weddings and baptisms in
Crete; and almost all in Western Crete. It should be emphasized
that the feast - songs are almost exclusively Cretan. There is a
significant number of similar songs in Methone and Corone,
where the connexion with Crete is clear and obvious '*; elsewhe-
re they are rare ',

Of their performance, we may quote at longth from the de-
scription by a native of the Selinos valley running up into the
White Mountains. It was written about a quarter of a century
ago ‘s,

%) T have seen the term rtpayoudia pé xpixo used in a magazine ar-
ticle on folk = music.

13) I'. Tapooddn, Mopainxa payoidia Kopavne xai Me@wvne Athens
1941, See especially nos 17, 92, 97, 189, 190, 193, 263, 271, 273.

1) A very inferesting example has been published since I wrote this
study, in the folk - version of Erophile, performed to this day In
Awmphilochia. (I'' ® Zdpac, [Havipawog EEBZ 27 (1951) 110 - 126). The
prologue, spoken by Death, is in rhymed couplets, like the rest of the
play; but at one point its structure disintegrates, and we have this pas-
sage :

o [Tot eiv® 5y avdpela 1ol *Alciavdoov, nob elv® 5 avdpsia Dilinnov,
nov &lv’ 1) avdpsia vol Aapsiov;
"Qlot and pé aspdoave, dlot and ue yahjxay,
2nuega 10 mpwi - mpwt, moovod mepdoy 1§ ufpa,
Eyew va Pavarwowm Tosls,
vov Baodid, Havipero, 2t atwy w dvyarépa,
Folk - music is used in the performance, and is presumably used quite
extensively, if the 132 lines last half - an - hour. But it is not clear whe-
ther any of the play is actually sung. In any case, as will be seen, the

use of the half - lines is exactly the same as in linksong narrative.
1) I, E. MaBiovddnng.
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Journey - songs (woayovdia 17js orpdras) are mostly longer
poems, and are always sung to a tune different from that of the
feast - songs. There are less of them: journey-songs are never
sung at a feast or vice versa.

Feast songs are very numerous, and so are the tunes to which
they are sung. The difference of the tunes lies in the repeats
and interjected refrains (dnoyaépuara xol dnotoaxiopara) and in the
insertion of various lines foreign to the song. Unfortunately
they are more curtailed than journey - songs: Few are more
than three of four stanzas (xovrvlidc fjror Expwvioeis).

Among us the songs, (whether sung or recited), are perfor-
med by two choruses, each consisting of one or two good sin-
gers reinforced by a number of «helpers» (rotgdnaides). One group
sings one verse (one - and - a - half or two lines), and the other
repeats it.

At the weddings, baptisms, and so on, at which these songs
are principally sung, since all the villagers gather together
with the women and children, and everybody wants to sing not
only one or two songs but the whole repertoire, (as well as the
askites, the products of momentary inspiration) they are com.-
pelled to perform only half or less of each poem: justifying
themselves with the adage «His mother will die, who sings to
the end». It should be noted that the curtailment of these songs
is assisted too by the attitude of the persons at these gathe-
rings who sing only for exhibition, so that others may not say
«So - and - so doesn’t know how, and not from any real urge to
sing. Again, whoever plays an instrument, lute or lyra, does not
sing, but plays almost continuously: for the musicians remem-
ber that their payment depends on the dancing, and whoever
dances pays. Finally, the songs are curtailed by the common
interchange of tune. For instance, when a poem of six lines is
sung to a one - and - half - line tune, the last half - line will be
omitted. If, after years have passed, some rememberer of old
ways and tunes brings the poem back to a two- line verse, most
often the remaining half of the last line, with all the line before
it, will be removed as well. In this way a song of six lines be-
comes one of four...».

Some points of this account need comment. The system of a
double chorus seems local, or certainly not general. Normally
the verses are not repeated. Again, the author’s very justified
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stress on the interchange of tunes as a cause of text-shortening
rather obscures the fact that some poems have by now become
altached to particular tunes. It may be estimated that in Crete
about a hundred and fifty feastsongs are sung to about thirty
tunes. The Phanurakis manuscript and Vavules’s collection
show that this attachment has become quite definite. No doubt
is ever shown as to what tune should be used for a song, and
it appears that some tunes have even acquired names — T he
Ibex, and The Appletriee—taken from the first words
of a poem sung exclusively to them ', Mathiudakis’s descrip-
tion is of a system which was already mear its end.

The content of these songs has already been shown ancient;
and it would be fair to assume that ancient words go with equ-
ally ancient tunes. But we do not have to make this assumption.
There is evidence that this form goes back at least as far as the
fifteenth century, when the unique Moscow manuscript of the
Son of Armuris contains six half - lines, including the en-
ding. In the sixteenth and seventeenth centuries we have ma-
nuscript examples from the monastery of Iberon, where the text
has a musical notation showing it to correspond closely with
modern Cretan feast-songs'’; and also from Meteora 's.

The most likely hypothesis to explain the use of this tune—
pattern for two entirely different classes of poem — the long
clephtic narratives, and the short feast - songs, largely of Acri-
tic content—is that at one time it was used for long Acritic nar-
ratives. In Epirus and Rumeli, where the Acritic cycle is now
very little known, and rhyme has never come into use for nar-
rative - songs, they gave way to clephtic ballads. And in Crete,
where rhyme began to be used for revolution — ballads shortly
after 1700'*, and was known from the popular chap—books con-
tinually published from 1515 onwards, they suffered a gradual

) Phanurakis, MS.

17) 2, Aapnpog, Aeatpia dnpwdn Gopata petd povorxkdv onpeiov (NE
10 (1914) pp. 425 - 432). See also S. Baud - Bovy, Sur la strophe de la
chanson s<clephtique». (Annuaire de 1" Institut de Philologie et d° Histoi-
re Orientales et Slaves, 10 (1950) ([layxdpreix - Melanges Henri Gregoi-
re) pp 53 - 18).

15) N. A. Béng, Neoehhnwixa caoputa yewpoypagov xodixwv ([lavadn-
vara (1919) pp. 211 - 218).

19) See chapter 1, p. 31 ff.
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fragmentation into the short feast - songs of today. These long
Acritic narratives, of which the Son of Armuris is the
oldest example, might even include the material of all the epic
known to us from more sophisticated versions, and attain to the
length of, say, the Escorial Acritas.

It seems quite clear that the feast - songs are a product of
fragmentation. At present they are very short, the majority
being four or five lines long, but generally speaking, the older
collections have the longer songs, and it is easy to see our re-
corded development as a late stage in a continual shortening.The
same dissolution is affecting the journey - songs. T'oday it would
be rare for the Faithful Wife, or the Galley - Slave
to have thirty lines. Both are recorded from the last century in
forty - line versions?®. At the same period there was living at
least one person who had some vague memory of a complete
Digenis - romance, albeit in a very corrupt and mutilated form *'.

In 1870 a manuscript was sent to the Parnassus Society of
Athens, which was making a collection of Greek poetry. It was
from Crete, and contained less than twenty lines of verse in
fragments, all that could be remembered from a long narrative
summarised in prose. The story begins with Digenis’s wooing
(which i1s contaminated with the tale of Charzanis). The King
and his five sons pursue the lovers, and are defeated. They claim
that they were bringing dowry, but are nevertheless killed. Di-
genis digs a grave and (here an epilogue from another story is
tacked on) covers himself and the maiden in it. From the grave
now grow a reed and a laurel.

Although this tradition is so fragmentary, we may fairly
draw from it the conclusion that at some period, (presumably
about 1750 - 1800, when we begin to have the first great revo-
lution - ballads), a form of Acritas was hnown orally in Crete-
The degeneration of this form from the epic as we know it else.
where may be compared with the degeneration of the versions
of Apollonius of T,yre, sung early in the present century,
from the original poem %2,

) II. T'. BAaoaotdg, 'O yopog év Kpnjey Athens 1893, pp. 76, 80.

1) For this occurrence, see N. I', Ilokitnc, "Axpruina adopora’ o da.
vatog 00 Avyevij (Aooypogia 1 (1900) pp. 242if); also S. Baud-Bovy La
chanson populaire grecque du Dodecanese I Les taxte Paris 1936, p. 192,

) See chapter 8.
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At the same time the vitality of some of the more exciting
episodes of the cycle roused imitations in such poems as that
(significantly, half in rhyme and half not) where an Anoyiate
shepherd, Manuras, kills a monster:

% elye dundés 1ol wepaiés, xal dvod Levydoyia pata®
x" fifyave “mov T dpPolvid Tov dud xapuvi® povydpo.

We may consider Acritas F as a version of the epic circu-
lating in Crete by oral tradition in the fifteenth century, and that
the Escorial manuscript was copied from a bard’s private aide-
menoire, or from a script taken down in actual performance,
by a copyist who did not understand the resson for the frequent
half - lines. A few were left as they stood; others were lopped
or padded or changed to produce some sort of sense, even though
it might be quite unmetrical; and we may guess that others
were incorporated into the fifteen - syllable system in the way
which has produced so many metrical irregularities in the poem.

But when we begin to examine the half - lines in Acritas
E, we are at once confronted with a difficulty. In the songs col-
lected by Colonel Leake the half - line is indeed the first hemi-
stich of a political verse, and this 1s an almost universal rule in
the songs of Continental Greece and Crete today. In the Esco-
rial text, of *he fifty - eight half - lines visible without emenda-
tion (of which more will be said later) only fourteen conform to
this rule. The rest have seven syllables ending weakly (- v), and
so may be regarded as the second, not the fitst, half of the verse.

There is evidence that this is an early form. It occurs once
in the Son of Armuris, and that in the most important
place, the end :

.xal av ddayp »épdos rimotes, dvidua va 10 potpalovy,

xal vd' vae dyamguévor.

In the Evil Mother?, from a sixteenth or seventeenth - cen-
tury manuscript at Meteora, we have a fine ending :

«Mn @pdac, apévin pov, un pds, xal @dc xai payapioys,

G’ 10l yvioD cov 10 oUXDTLY,

K’ &ovge 10 omaPdxt tov xi dmoxepdiiaé v,

From a seventeenth - century manuscript we have a Hundred
-Song with

m E. K. Ppayxaxn, op. cit. p. 93.
*) For this and the Hundred-Song, see N. A. Béng, op. cit.
ppu Elgffl
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"A 8% morsbeis, xbon pov, 6t Flw pilijoer
yid @ o1o megifol

and the frequent
wia oywa vl elvae;

and so on up to a hundred.

While in one boby of poetry, that of the Saracatsans, it
seems to be the prevalent form of the half - line, so dominant
that it has developed the habit in some places of rhyming with
the preceding line *®. {It is clear that where this happens it is a
late development. In such cases the rhyme is the only one in
the song.) The Saracatsans are (or were before the war), a no-
mad people of Macedonia and Bulgaria, but it seems clear that
this way of life has, as always, tended to preserve old traditions,
and that Saracatsan music is more conservative than that of
their former neighbours in Epirus.

The «musical» hypothesis for the state of the Fscorial text
demands that the tune or tunes used for the performance of the
poem must have been capable of ending in either an eight - syl-
lable or a seven - syllable hemistich. One tune in the repertoire
of Cretan feast - songs fits this requirement exactly. By using a
notation in which musical phrases are expressed by letters and
syllables by numbers, this tune may be represented :

Iine I a 1-4,1-8
b 9-10,9-15
b 9-10, 9- 15
ILiine Il a 1-4,1-8
This forms a one-and - a - half line stanza. In performance there
is a marked pause before the next stanza; there is a slighter, but
still noticeable, pause at the end of the line (i. e. after the repe-
tition of phrase b). So that this tune, if used for an Acritic nar-
rative, could close in the normal octosyllable, as given above,
or, by very slightly varying the formula, in a heptasyllable:
Iine I a 1-4,1-8
b 9=-10,9-15
Line II b 9-1o, 9- 15
(Line IlIla 1-4, 1-8)

%) E. £ Ttatfuiog, Toayolda v Zapaxarcovaiov Athens 1928
passim. See also C. Hoege, Les Saracatsans une tribu nomade gre-
cque: I étude linguistique Paris - Copenhagen 1926.
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It is very satisfactory to record that the tune concerned is
that which above all others may be called Acritic, and was re-
garded as so characteristically Cretan that the performer chosen
to record it for the Folk - Music Archive of Greece was none
other than Eleftherios Venizelos himself: it is the Death of
Digenis?,

As far af T know this is the only tune to present in this pure
form the answer to the problem of the Escorial text. This is
not to say that the problem might not be answered with stigh-
tly more difficulty by other Cretan feast - tunes. The tune to
which the Rebel is sung may be written: *

Iine I a 1-3 1-8
b g9-12, 12 ~I§

C 9-1I5
Line II d 1-4,4-6
e 1-8

Here phrases b and c correspond metrically, though not musi-
cally. This tune is called Death (wov Xdgoria 6 oxomdc) from
its frequent use of the Charos - songs.

Very rarely in Crete, as more often with the Saracatsans, the
heptasyllable has been kept by being reinforced with rhume, or
used for a half - nonsensical refrain *%. Otherwise the eight - syl-
labled half - line seems universal.

That the weak close gave way to the now customary strong
one is probably due to the fact that «Greek music abhors a pa-
roxytone ending to the melody» *®, so that we have such pheno-
mena as the two - line tune to which Erotocritos is now
sung in Crete: where the last syllable of the couplet is not sung,
but spoken, and almost suppressed *. It even seems that Cretan

#) I', N. NaCog, 50 dnuddn aopase Ilelomovvioou zai Kpvjine Athens
1928, pp. 62 - 63.

) Ibid., pp. 56 - HT.
28) *Aravinds u® 6 usounyxas, x° siys 1° arli orpiuuévo
10 UTPATO0 ONXWUEYO,
x> elg vy Zvoiar Emjyawve, dywa va molsuijoy,
2 orodra tol ovvamavroby Zapaxiyoi xali Mdpo:,
Oapdyia yiaviioaook.
(K 289,2) : a very interesting example becouse it is so obviously a paro-
dy of Acritic poetry, and therefore presumably of a date close to it.
%) S. Baud - Bovy, Sur la strophe:.. p. 68,

80) B, Kopvdpocg, ‘Epwtoxgitog introduction by A. Ilohizng Athens
1952 pp. 40, 64, where the music is printed.
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music 1s rather more definite on this point than that of Conti-
nental Greece. In Rumeli the most usual ending for a link - tu-
ne is for the last syllable to be sung to part of a descending
scale, basically four to eight notes, but often with a very com-
plicated melismata®. Thenormal Cretan ending has a single
note or a pair of short notes for the last syllable ®2,

Without the music, at least, the weak heptasyllable is usual-
ly more effective, and it is strange that the musical element
has now so completely prevailed. But although modern half - li-
nes are almost without exception octosyllables, there is still a
tendency towards the dying fall, and in Passow’s collection, for
example, there are twice as many weak endings (- v v) as strong
ones (0 v -)*.

The purpose of the half - line is firstly technical; to very the
streem of a narrative which might otherwise become monoto
nous. The melody of Erotocritos has already been mentio.
ned. In fact, there are two melodies, the second line of both
being the same, and the first considerably different®!. One is
used as the basic recitative, and is varied as the singer wills by
the introduction of the other, normally for a single couplet, oc.
casionally for two. It would be impossible to sing long narrati.
ve without such variation, and it is therefore a technical requi-
rement. But in the best performances the variation has an orga-
nic connexion with the text, The second melody of Erotocri-
tos has a heightening effect, rising to the subtonic where the
standard melody goes only to the dominant. It is therefore used
to tense and emphasize the narration. The half - line variation
in unrhymed verse has the different intention of introducing a

81) M. O. M ep A ¢, Tpayoudia tijc Poldpedng Athens 1931, pp. 8, 9, 11,
22, et passim.

82) I'. N. NaCog, op. cit. pp. 63, 65, 71 et passim.

%) A. Passow, Popularia carmina Graeciae recentioris Leipzig
1860.

84) The recent study by Professor Baud - Bovy shows that the first
melody is directly descended from a French tune presumably introdu-
ced to fifteenth - century Cyprus and dispersed from there to many parts
of the Greek world. The second melody, however, which is an echo of
the first, and gives to the sung Erotocritos its especial power,
seems to be a particular invention of Crete. See S. Baud- Bovy La
strophe de distiques rimes dans la chanson grecque (Studia memoriae
Belae Bartok sacra Budapest 1956, pp. 865 - 383.
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pause, which may close and satisfy the sense of the preceding
passage; and always throws new strength onto the line that fol-
lows, when the singer’s words appear clean and untramelled.
At its best, the effect can be very powerful, and nowhere as
powerful as at the end of a poem. In The Faithful Wife,
after the strange horseman has told the woman that he has seen
the body of her husband who has been away for so many vears,
slowly her fidelity is proved, and in the end she knows him:
xt drargavilet ranewvd oo pavooxafalldon
xt Exeivy 10v éyvdpios®,
There is nothing like this in Acritas, where the ending is
corrupt 1n any case, but there are lesser examples of this locking
of the sense : some in thought:
Elda ydg, dundud pov, ra ddxgva tijs untods pov,

xal ws 0t avro vrayairw. (E 376 - 377)
and

éyd udrvog mwov, movayde, govoodta moleuilw

xal oha va vixijow, (E 876 - 877)

and some in action :

xal ovover 10 onadiliy tov, xénrer vy xepalijv tov,

xal Eoywoév tov péoa (E 520 - 521)
And of course in the obvious place at the end of a speech: whem
the maiden sees the crowd of horsemen approaching, she says:

«’Quuév, apévin pov xalé, xal féfarov va pds ywolioovy

ofuegoy an’ &Aljiawr» (E 1162 - 1163)
The Amir on his march calls on his warriors :

«xal ndvia &yere 1ov voly cac els tdc orevds xldstoovpas,

un Goyfoy xal uf @Eiopxiotd ® xal Avandy § peyy pov

xal 6uoiws xal i xaly povs, (E 491 - 493)

The other functions of the half - line, the gathering of

strength which leads to the opening of a new theme, in effecti-
vely used to introduce speeches, sometimes quite quietly, with
such lines as

xal &yd mélwv ods léyw (E 1190)
and

xal 0 Peiog rob Aéyse (E 760)
but once at least more powerfully, when it introduces one

#) II. ', BAaotdg, op. cit. p. 7.
88) Text qiopxiow,
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of the most spell - binding passages in Greek folk - poetry:
"Enijyev xal nélevoey xdrw xal dvéaia éodvivyey
07 TPWTO0TOATOPd TOV'
¢ 2rpdroga, mpwroorgdropa xal npdre 1@y orpardpwy,
andotpwoe 10y pavody pov xal orp@oé mov wov roifar,
10y elye ndve’ 6 Pelds pov els rac avdpayadiac rov,
T'oets Uyxdes pov wov Uyxdwoe xal 1pels dumoootedives
xal 10 fapvv yalivagov dia va yopyoyvoiln..» (E 795 - 8o1)
In other places the introduction is to a new episode :
Kal @¢ dnjyawvey povayds rov,
evpey nalduey xal vepov xal frov anéow Aéwv (E 630-631)
or
T'o idetv rovg vewrégovs,
yogyov énijgev 10 pafdlv xal mpoovanvineér rovs (E 973B-974)
These ends and beginnings have shown us the half - line,
however well - manipulated, near its basic technical significan-
ce. We pase to another plane of composition (or performance:
in heroic poetry it is often hard to know the difference) when it
is used in a few special effects.
For sarcasm: Maximo scorns Philopappos for summoning
her aid with the excuse that Digenis has a powerful army :
« By udvy xal povayy va xarefd el adiby,
va x0yw 10 xepdlv tov xal 0@ va ods 160 péow,
va dndow 10 xopdoiov xal 86 va odc 10 péow,
va éndow myy mdvuiav oas xal 3@ va ods 1y pépw,
xal éoels um xovpaoijrey, (E 1523 - 1527%)
The Amir’s mother writes of his marriage with the unbeliever :
« .. N yarligopayovoa
v elyec els 10v o1abldy oov xal Euyés myv xal oxddfay,
Enoixés Ty xvody covy, (E 269 - 272)
For threat: twice close together in
«El 3¢ xal odx Edye 16 yopydy,
pa v Ipopijiyy v xaldv, v uéyav Mayovuéryy,
1a Téxva oov va opdfovowy xal uévay élovy mviter,
1a 08 x09dotd oov ta xala dllovs va meoiddfouy !
Kai dv ovdév Eldys 10 yopydv, xaréfewy Eyw els 16 Mdyyas®

87) If we accept the likely emendation :
Kai &v oddév &dyc 16 yopydw,
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gl 1o pvijuar tov Loophrov:

xal xAivewy Eyw xepalnv Onip edyijc pov mowinc,

xal va &xye 1y nardeay pov tado edyijs yoréwr». (I 284 - 291)
where the half - lines give a solemnity of stride which suggests
naturally their use in oath:

« Kvpie, Oet pilaviowne, 6 xifoas tov; aldrag,

Zav éyd évoundd va o macamovéow,

dnoia va pé diaueptotodvy (E 903 - 905)
and

xal tovro Suvdw xal Aéyw cag'

pa 1or Hoopiiny (10v xakor) rov uéyav Mayovuéinv*® (E 164-165)

It is noticeable that in these oaths and threats three of the
half - lines and perhaps the fourth are the rising octosyllable,
from whose rhythm come their deliberation and force. In such
discrimination we see the hand of a real poet behind the Esco-
rial Acritas.

The half - lines so far quoted have almost all been chosen
from the fifty - eight that stand as perfect octosyllables or hepta-
syllables in the manuscript. But one of the main ailments of the
Escorial text is a certain ponderous prosaicism. ‘Time and time
again we get the impression that genuine lines from the tradi-
tion have been swollen and twisted to produce a flatter narrati-
ve, and this impression is most readily confirmed when lines in
Acritas E are close to lines in other versions. The truly
heroic

Aevre, wafallixevompuer, dndywuey &ls xvriyw (T' 872)
becomes
Aevte ds xafallixedowpey xal ds Ondywuey eic 10 xvrijyw
( E 571)
and
xal Efalav 1o mpdyua els 10 onity tov,
xal 1a @apia Efalav els v orailov (E 6or - 602)

is better read as prose, while its equivalent elsewhere, though
not markedly poetical, has at least the appropriate metre:

xal Efakav ra modyuara Evdodev eis rac Mjxas,

xal ta pagia &devio els rolc ueydlovg oraddovs (A 1276-1277)

xaéfay Eyw elc 10 Maxé, els ©0 prijuar vod Hoogirov,
Mayyas is a very difficult form for Maxé - «Meccas», which is known to
the poet in line 537.
%) See line 280 quoted above.
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Sometimes the order of words is changed. The prosy line

M# robros fjv wov Aéyovv 6 Awyerhys Axols ! (E 1216)
has in the Athens text a more heroic shape:
M3y adids fiv 6 Awyevis 10v Aéyovawy *Axply ! (A 3054)

It is hard to believe that some of these distortions were not the
product of an inconsistent and half - hearted attempt to produce
a prose version like that of Andros.

Half - lines, being often the most poetic and pungent points
of the narrative, norably suffered from this treatment, which
has given rise to the many quite unmetrical lines which are lon-
ger than a hemistich and shorter than a full verse. Using square
brackets to excise the intruding words, we find such things as

[xatl éov] &yetc Bubva [rdoa] dovlov (E 357)
to correspond with the half - line already quoted

Enolxéc v xvodr oov, (E 272)
And obvious superfluities point to the corrections in

[xai of yégovrec] éx tob Paydc 16 xdorooy (E. 531)
the elders do not appear in the other versions): in

[xai éxivnoer] elc Pwpaviav va dadyy (E 577)
and

[6 DPilonunnotc] oltws 10v dnexoi iy (E 650)

Many other examples could be given : and there are also signs
that half - lines have sometimes been expanded to become full
verses. In one passage, the inserted words seem not only to be
superfluous, but to interrupt the sense. They make it seem that
more than omne occasion is referred to, whereas the other texts
make it clear that only the battle of Malakopi is meant :

10 s odc &ylitwoa d: dia vac dvdoayadiag pov

[%ai mdviws, dydool pov eidare] elc 1a Mvloxonia,

orar &pldoaoy orgaryyol xal éafjodr ods depévovs. (E 502-504)
The more learned for dy@got for dyoveor adds to our suspicion.
Similar grounds suggest the corruption in

[#al fAdacer] xai nigacey [10 Eounrevdéy] 16 ovdsey. (E 78)
And yet again the excision of excessively archaizing forms in a
demotic passage produces a reasonable and plausible result:

Kal dv #éiye, nved, va Yepanebowmuey [Navvdxny xal 1ov Adéov,

v Kivrauoy 1ov davpaotdv, [»° Eudv 1ov oov ixéipy],

xomiaoe, av¥érvipia xal xvod, xal dc molowuey dovieiay,

xai a¢ Yapansvidoiuey [xai Yuelc dea iy ofy aydany].

(E 1379 - 1382)
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We come now to another fault in transmission which can be
attributed to a «musical» cause.

The usual collection of folk - poetry gives very little idea of
what the words of a song sound like in actual performance. A
stanza of the famous clephtic theme The Golden Eagle
reads :

Xovaoc antos xadoviave o0& xlépuxo Inuéor,

Baototoe xai ata viyia tov.,,
Taken down from the mouth of the singer, it would be :

Mwoé yoveos antos divte-v-anros xadév’ uwoé xaddvrave

pwpé o0& xlépuxo Inuéo,

Baotovoe xal di-v- anré p’ ora vi® puwod vvyia tov
while at the end of each stanza (that is, in the middle of every
fifteen - syllabled verse) there would be a refrain (rodxtoua) whose
content would have no connexion with the theme of the narrative.

The dietortions are of two sorts; some produced by repeti-
tions of words and parts of words from the text, and some by
interjections which may be stereotyped, or may have some rela-
tion to the story. All questions about the origins of Greek ver-
se - forms should be treated with great wariness, but it seems
fair to assume that such distortions are the result of fitting po-
litical verses to melodies intended for some quite different me.
trical shape. In taking down songs from performance these ad-
ditions are pruned away so as to leave bare the fifteen - sylla-
bled verse, and it is only in modern collections with music that
we are able to see the original.

It might be imagined that the most inept transcriber could
easily remove at least the errors of the first type, arising from
plain repetition. In fact, Acritas E shows occasional signs of
having been taken down from performance by a transcriber
whose ineptitude reaches to the retention even of these mista-
kes. Common dittography might account for

0 Osoc 10 Fdwoey [Edwoer] edrvyiar els v modly rov avdoeiar.
(E: 620)
but 1n
xal va [of] oteond® xal 10 pds 10d dunovros HAiov (E 388)
the o# is obviously superfluous. The Amir (thee) is not mentio-
ned at the corresponding points in other versions: ¢& must have
come from the ligature it closely resembles, oté, and xal va ore,
otepn?@ is to be compared with the modern
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Eyd “w’ i pid -, 4 fldya i Enogpy .
As for the passage

Kai d¢v elvar xopdoia tls 1or Ilada [els 1ot Ianaddl

el 1ov Ilaorod 10 xdarpor ; (E 232 - 233)
—this seems so obvious a case as to require no further comment,
Something of the same sort may account even for the overlong
line in the opening of our text, which should be read

Mély xal [uély] ér o¢ mouvjoovary, fléne évrponyy iy motfjops (Eq)

The secone sort of error, which comes from tge interjections
in the singing, is perhaps more difficult to deal with, because
sometimes the interjection is more closely connected with the
needs of the narrative. In fact we find many such mistakes in
the Escorial text. The easiest type to identify, and therefore to
reject, is not present: this is the entirely formal and meanin-
gless ejaculation which is represented in the Peloponnese and
Rumeli by pwgé and divie. The Asia Minor equivalents, now
spread all over Greece with the refugees of 1922, in dudr; and
rather more rarely in Crete we have the guttural expressed as
Wy or &y.

None of these is found in Acritas E, though we have so-
me notable examples of the next type, where there is a basic
meaning in the ejaculation, which has however become all but
formalised. This is represented in modern folk - song by 1éec,
and udva "u*, and we may compare the metrical improvements
caused by the excisions in these lines:

"L mdoe pov (1] tov dyovgov rayéwe va v vixiops  (E 47)

"Eyw 8¢ [uob Ad] ovdé 16v Eyvordlovuar va 10v xaranovéeps (E 50)

xai elda [udva wov] xal drdownove rexpods »” Erpeyav 10 dytoy

[uvgos (E 551)

2 0¢, |ufmo], yhvxerd pov maonyooia, (E. 557)

In these examples the interjections have rather more than their

current debased meaning, and approach the third modern type,

where the inserted words have a sense in the song. They are

almost exclusively, in modern usage, vocatives: pwp’ "Aodny,

Baoily Toélo mov. Phva Pyvovdd pov, &i movdl p’, yvié u’, dy 6
vios, xalé, pwods xomélles 4.

8) M. O. MepArg, op. cit p. 78

“) Ibid. pp. 62, 64, 70 etec.

“) Ibid. p. B2 etc.,, I'. A, Hagxrixodg 260 dnpddn EAAnvixd dopora
Athens 1905, p. 13.
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In the Escorial text we find :

Daiveral pov [adédpid pov 6t ol yéoaxes dvdoec dondxres &ve
(E 327)
xal undév aob pari] |vedrepe] xaxoy.., (E 4431
xal Omotos eboePfi va 10v oxorwoy |Awyerij] Evar molda avdoeiw-
|uévoc (E 762)
Ebloynoév aov 6 Ogos [vebrege] v nepioonv sov dvdpeiar (K 128¢)

Kai dv 9éiys [vvod| va Yepanebowuer iavvaxyy xal oy Aéov
(E 1379)
Other cases, where the excision of similar vocatives would have
similar metrical advantages, have been left out because the cor-
responding passages in other versions have words which could
have given rise to a purely textual error. The examples cited
can come from no textual confusions of this sort: there is an
overwhelming presumption that they are interjections which

have crept into a script taken down in performance.

Yet more evidence may be found in the exceptionally large
proportion of lines beginning with the conjunction xai, Demotic
poetry is almost exclusively endstopped, so that it is nearly
always possible to begin a line with a coordinate conjunction:
but more reason than this is needed for the extraordinary groups
of as many as nine consecutive lines (E 1719 ff), or twenty lines
out of twenty - four (E 1612 - 1635). The answer is again a mu-
sical one. Some link - tunes insert an extra syllable at the be-
ginning of a repetition. The first line of T'he Rebel is sung

note d, xal mote Yda xduy Eeorepyid,.,
(in our notation 1- 3, 1 -8 —more properly 1-3, x, 1-8)*
The second 1s sung :
va mAow, xal Y4 AAOW 1O TOUPEXL HoU.,,
and so on; so that to the unskilled recorder, who did not really
understand the mechanics of what he was writing, or even to
the highly - skilled performer, who knew them so well that he
could use them as indication rather than authority, a ballad
sung to this or a similar tune could easily produce strings of
lines beginning with xat.
It remains only to point out that the part of the Escorial

) M, O, MegXé, op. cit, pp. 13, 22, b4, 60 - 62, 96 etc. op. cit.
p. 107.
) ', N. Na.Eog, op. cit. pp. 56 - 57.
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text where this habit is most highly marked, (and from which
these examples have been taken), is the episode of the death of
Digenis: and that the tune of The Rebel is the Death - tune
of Cretan folksong.

Some of the history of Digenis Acritas has been men-
tioned at the beginning of this chapter. Can we now trace a lit-
tle more exactly its literary progress:?

The historical fact of the slaying of a Byzantine officer in
788 gave rise to a cycle of lays, in which he was introduced to
the company of older heroes, and became their leader. During
the ninth and tenth centuries we may imagine this cycle taking
a shape near that of the epic as we know it. I,ikenesses to Arab
and Persian works show that this shaping took place before the
story passed from the hands of the border bards - the Paphla-
gonians of Arethas, «who made up songs of the feats of famous
men, and sang them from house to house at an obol a time».
Their everyday life was with the Moslem; they were open to
Saracen influences in a way which was impossible for the cour-
tiers of Byzantium.

In the eleventh century, and probably at the end of the elev-
enth century, if we are to accept as part of the original com-
position the knowledge of the fall of Iconium in 1072, there was
composed, not a paraphrase, but a fully - coordinated epic ro-
mance based on the ballad - cycle. It has certain near memories
of Achilles Tatius, and may or may not have been written by
Fustathios Macrembolites, author of Hysmine and Hysmi-
nias, who also imitates this writer: it is certain at least that
it had stylistic resemblances to Macrembolites’s work and to
Prodromos’s Rhodanthe and Dosicles, and was of a si-
milar date and of similar courtly influences. T'his was the arche-
type, the original from which our seven known versions stem.

They can have come only by oral tradition- There is no
process of written transmission which could bave produced such
divergences as exist between the five poetic versions, or even
between the two closest of them, those of Athens and Trebizond.
«How could oral transmission have produced such widely differ-
ing forms of a work so totally unsuited to oral popularity?».
This is the obvious question, and the answer must be that it is
a question based upon fallacy:; the fallacy that popular poetry

KPHTIKA XPONIKA IA. 5
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must necessarily be simple and in the contemporary language of
the people. Homer was known and recited with reverence long
after his dialect had passed from use. Of modern Icelandic folk-
poems it has been written «They are subject to very complex
conventions of alliteration and rhyme, and they are grouped to-
gether under rules which forbid the repetition of the same de-
vices... Thhe Icelandic people were, and are, acute critics of the
form*. The metrical conventions of Welsh ballads are equally
complicated; and in medieval Provence at this very time the
trobar ric, abounding in obscure allusions and ornamental
forms, was rivalling, and even ousting, the simple trobar
plan*, Strange though it may seem to our tastes, it cannot be
doubted that the archaizing romance of Digenis Acritas
was, to the Byzantine world, popular poetry; and like all popul-
ar poetry, was recited, in part or even as a whole, up and down
the land. From time to time (and the occasions must have been
very rare compared with the total) one of these performances
would be recorded, perhaps by a hearer, more probably by the
performer himself. Qur seven versions are like seven fossils of a
prehistoric beast caught at varying stages in its evolution. Six
of them have been subject to the pressure of layer upon layer
of copyists, so that in the extreme cases one is metamorphosed
into a different language, one into prose, one into rhyme. The
seventh, the Escorial, is an almost immediate impression of the
reality, of a performance given in Crete in the fifteenth ar early
sixteenth century.

This does not mean, of course, that we have the original
text taken down from recital. T’he manuscript itself, with its
tutored hand and its spaces left for illustration, would show us
that. But the comparative absence of purely scribal errors, in
combination with the multitude of non - scribal errors, makes it
certain that we have something very close to the original per-
formance *,

What was this performance? Of one thing at least we are

“4) W. J. Entwistle, European Balladry, Oxford 1939, pp. 227 - 228,

%) E. Hoepffner, Les Troubadours, Paris 1965, pp. 81 ff.

) It must be stressed that mistakes like adéleny for adélg:, or modorst
for povory, must not be regarded as scribal errois. At this time, and in
manuscripts of this sort, spelling was sufficiently correct if it produced
the right sound - as it was, indeed, in England.
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fairly sure - that it was unlikely to have been a performance of
the whole poem. Even this is not impossible. «Avdo Mededovic..
would sing for about two hours in the morning and for another
two hours in the afternoon, resting for five or ten minutes every
half - hour. To sing a long song took him two weeks with a
week’s rest in between to recover his voice. The result was an
epic poem.,.which has about 12,000 lines» *’. The Serbian bard’s
narrationrate was about 250 lines an hour. A similar performan-
ce with link - tune narration (whose rate varies with the tunes
from about eighty to a hundred and eighty lines an hour) would
have produced, at the best, a work of over eight thousand lines.
But such Marathons are exceptional. The longest normal recital
would be confined to the space of an evening : five or six hundr-
ed lines may be regarded as a limit and much shorter episod-
es would be the rule *,

This episodic form of transmission is very clearly visible in
Acritas E. If a manuscript is founded upon a collection of
recitals, heard at different times from different bards, there are
bound to be unevennesses in the result, One of these uneven-
nesses has already been mentioned, and it has been suggested
that it is caused by the use of a special sort of tune in the epi-
sode of Digenis’s death. But even in the very structure of the
poem there is often no attempt to conceal the break between
one episode and another.

In this way the young Digenis’s encounter with the Apelates
is almost completely independent of its context. It is introduced
by the line

‘Eda dc odc apnyrriowuey nepl 195 auwpias 1ov (E 619)
which comes after a ten - line passage which can only be de-
scribed as a bard’s false start to the Beast - slaying. It goes on
for eighty lines (a very comfortable hour’s entertainment), stops,

4) C. M. Bowra, Heroic Poetry, London 1952, p. 351.

%) It is hard to pin down the legends of a complete perfomance of
Erotocritos (over 10,000 lines). A reputation of kmowing in all by
heart is comparatively common and very possibly true. The latest wit-
ness is Mr. Leigh - Fermor, in his introduction to C. Plsychounda-
kis, The Cretan Runner, London 1955, p. 13. — «One would fall asleep
for an hour or two, and wake up to find some gnarled shepherd still
intoning». The narration rate of Erotocritos can be as high as five
hundred lines an hour.
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and without any pretence at transition the text moves straight
to a very different matter - a praise of I,ove, leading to an enti-
rely new introduction and scene - setting for a lay of Digenis
Acritas.

Many of the «internal gaps and disturbance in the order of
the lines» which the editors have seen in the Escorial text are
explained quite simply by episodic composition. Yet another
false start underlies the confusion in the account of the
Amir’s duel with Constantis. At line 30 the bard starts:

Zagaxnvos élalnosy 10y *Aunpav tijc yAwaong (E 30)

then remembers something he has left out: he abandons his be-
ginning, sings the fine demotic song where all nature shudders
at the shock of the combatants, and then starts his narrative
again.

(Given such a method of composition, it is easy to understand
the differences of scale and style which would have been impos-
sible in a homogeneous work. The versions of Grottaferrata,
Athens, and Trebizond show similar differences beneath their
nacre. But it is arguable that the excessive variation of style
between, for instance, the prayer at Digenis’s death - bed and
Maximo’s scorn of Philopappos show that Acritas E is well
into the decline of heroic poetry. The record has been made at
a highly significant time. The decline hac already started, and
soon it 1s to be hastened by the two events which together left
the people only small memories of the old poetry - the invention
of rhymed verse, and the establishment at Venice of firms spe-
cialising in the production of Greek chap - books. Only in areas
remote from Venetian influence - Cyprus and Pontus - could
Acritic poetry keep some of its old stature. In Crete the fall
could not be averted. The Parnassos manuscript is a witness of
the last stage of the tradition before it vanished from popular
knowledge.

GARETH MORGAN

[ Svveyllerat o6 Endusvo vsbyogf



