CHAPTER 3*
SACHLIKIS AND HIS RHYMES

The two subjects that have been treated so far have shown
mainly one side of oral poetry. ['hey have shown oral poetry in
the process of disintegration, of passing from its sophisticated
origins in the surrounds of rich men, towards popularity with
the commons. The whole history of Acritas exemplifies this
process, and the same thing can be seen in the fragmentation
which has made Byzantine ecphrases into folksongs®, and reduc-
ed the great Pan - European ballads from the magnitude we
may assume they once had ®.

The other process, the composition of new poetry to take
the place at court of that which was becoming too popular for
courtly acceptance, is shown 1n the stream of poems which were
produced in Crete in the fifteenth and sixteenth centuries. Since
most of them appear in a sudden spate at the end of the fif-
teenth century it has been usual to think of the fall of Constanti-
nople, and the arrival in Crete of great numbers of exiles, as
the immediate cause. T'he recent discovery of Della Porta has
emphasized how unnecessary this explanation is. It is more like-
ly that the composition of poetry for the more sophisticated
classes of Crete was a continuous process. Its products in the
late fifteenth century happen to have been caught by the very
intense development at the time of a Cretan manuscript-industry,
which may itself, very paradoxically, have been stimulated for
a short while by the invention of printing. When cheap books
became possible, it was at last profitable for comparatively une-
ducated men to learn to read And once the habit of reading
was established, they did not remain satisfied with the foreign
works that were most accessible, but insisted on reading, priva-
tely and at any time, the poems they had been content before to

*) «Cretan Poetry : Sources and Inspiration=, cuvézein €z tijg aedk (8,

1) See chapter 1.

?) An assumption which can be made by analogy with other works
in Greek (e. g. Acritas, Apollonius of Tyre, Lrophile, etc.
(sec chapter 8)) and with similar ballads in other better recorded litera-
fures.
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hear on special occasions. The poems we can assign to the four-
teenth and fifteenth centuries — Mavrianos® Sister, T'he
Evil Mother~-in- L aw, and the rest®— were either a lit-
tle early, or a little unfortunate, not to be included in our hand-
ful of manuscripts, so that they reach us only in the brief ver-
sions that we have. Of the current favourites of the last years
of the century we may suspect that our copies (one of which, at
least, seems to be an omnibus of the popular poems of the day)*
contain the best.

I hope to show that about the early stages of one group of
these poems, the works of Sachlikis, we know considerably
more than usual; and it is to a study of this group, in its origins
and development, that we now turn,

The story generally told of Stepbanos Sachlikis is so short
that it may easily be repeated here; how as a boy in Candia he
hated books and schooling, and turned so profligate that he had
a spell of prison, and was forced to abandon the city and with-
draw to the countryside; how there he was sickened by the ru-
stic manners of the peasantry, and spent his time with horses
and dogs until the day when the Duke of Candia took pity on
him and gave him the post of advocate at the ducal court®.

This much we know from his own account. To it we may
add, as background, that he came from a very old family that

8) See chapter 1,

) G. Morgan, Three Cretan Manuscripts (K. X 8 (1951) pp. 61 -
71). See p. 66.

5) The editions of Sachlikis’s poems are: Paris MSin E. Legrand
Coll. de. mon, no. 15; Paris and Montpellier MSS in W. Wagner,
Carmina graeca medii aevi Leipzig 1874 pp. 62 - 105 (to whose numbe-
ring references are given); Naples MS in C. D, Papadimitriu, ‘A-
pnynoic nopatevog ot tanewol Zayhqxn Odessa 1896 (in Russian). T'he
other bibliography is fully given in R. Cantarella Un poeta cretese
del secolo XV: Stefano Sachlikis (Atene e Roma, series 3, no. 3 (1935)
pp. 53 - 72). This was intended as the introduction to a new edition; it
has not yet appeared. Cantarella’s article is translated in Miowv T (193§)
pp. T4 - 91; see also Z. "ALheE{ov, Tikoloyirai mapacnpioeig elg xpmund
xeipeva (K. X, 8 (1954) pp 238 - 272), pp 239 - 243, 2. "Adekiov, Konu-
x7) avloloyia Heracleion 1954 pp. 80 -394, and ©. MrnouvpnouvAidne,
Kpnuxn Aoyoteyvia Athens 1955 pp. xixff, 54 - 56 A recent account, with
copious quotation, is given in G Reichenkron, Stephanos Sachlikis,
Autobiograph und Moralist (Formen der Selbstdarstellung - Festgabe fiir
Fritz Neubert, Berlin 1956, pp. 863 - 377).
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was established in Crete already in 1206° and that in the six-
teenth and seventeenth centuries, at least, the family estates
(perhaps those where Sachlikis found refuge from the effects of
his misdeeds) were at Roustika, a village in the province of
Rethymno, in the northwest foothills of Mount Ida’.

This information stands in a vacuum. Although we may rea-
sonably suspect that the Notarial Archives of Candia would be
able to tell us more of Stephanos Sachlikis, at present we must
admit that no fact about him can be tied to a date: and that
attempts to date his work on internal evidence have been quite

inconclusive. The two most notable fail to convince.
The line

woa uavddror Yifeodry ano 1y Pwuaviay
need not refer to the fall of Constantinople in 1453, or Athens
in 1462, or to any other specific date, before or after, and even
if it did, the phrase seems to be quite clearly semi - proverbial
and therefore useless as evidence®. Moreover, it occurs in only
the Paris manuscript, where it has been put in to fill the gap
where two lines have been accidentally compressed into one.
The true reading, in M, is

apés mry, My xaxdérwynv, morilews Wy mxolar,

s Eraw xaxogilixos punddv my 3idyc =dyar,
which I’ makes

agpés vy, v xaxdwyov, unddv 1y 8idps xdyav.

Recently, Mr. Styl. Alexiou® has suggested that the use of
the word «Zlo¥Ba» refers to the great epidemic of the mal fran-
cese® that swept over Iurope (and would certainly have taken
heavy toll of Sachlikis’s acquaintance) in the last decade of the
fifteenth century. But the matter is not so straightforward, and
much more will have to be said about it.

After this sad and negative introduction we may perhaps be

® F. Miklosich-]J. Mualler, Acla et diplomata graeca medii
aevi vol. 6, 1800, p. 161. MS Prov. Duc. C 675/5(1) in the Museo Correr
at Venice mentions an orthodox priest of Candia, on¢ Basil Sachlikis,
in 1322,

M A. M. Bovpdovpmnaxne, Konuza Eyypoga éx tijc évetonpatiag
»ai toupxoxparioc (XK 2 (1915) pp. 339 - 424) pp. 3561, 354, etc.

8) See Z. "ALekiov, INapainpenoec... p. 240.

8) Ibid. p. 439.
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forgiven if we postpone the attempt to approach Sachlikis
through the snares set by his editors, and go instead to the lit-
tle French town of Gourdon, in Perigord, and to a man whose
dates are better documented. At Gourdon, in the last years of
the fifteenth century, was born one Martin de la Broue, whose
social position very much resembled that of Sachlikis: the son
of a family ancient and respected, but not of the first rank '.
He was qualifié noble, and so, although not a knight in
the nobility of France, was able to join the French tongue of
the order of Saint John of Jerusalem, and become a Knight
Hospitaller of Rhodes. And so, as Fra Martino ** della Brossa *
he was among the three hundred knights who manned Rhodes
against the Turks’ final attacks in 1522.

After the capitulation on Christmas Eve of that year, he sail-
ed on the fleet which evacuated some four thousand people
from the island and, after a storm - tossed passage, dribbled into
the harbour of Candia between January 18th, 1523 and the end
of February *. The knights were met with honour, and a so-
lemn respect. T'he Grand Master was lodged in the Archbishop’s
palace, and some of the officers of the order with bhim. The
knights were accommodated through the town, until, early in
March, their Armada sailed for Messina. One of them, Martin
de la Broue, took back with him to France a copy made by his
own hand of the poems of Sachlikis **.

1) For Martin de la Broue, see Dictionnaire de la Noblesse, vol 4.
Paris 1863, col 328.

11} For his name in the list of defenders see J. Bosio, Dell’ istoria
della sacra religione et illma. militio di San Giovanni Giervsolimitano.
Rome 1591 - 1602, vol. 1. p. b34. Bosio has it as «Maturino», in crror.

17) «Brue=» is an early French word meaning a «copse» or <thickets,
for which the mediaeval Latin form <brossa> would be used in official
documents, See Du Cange, Glossarium mediae et infimae Latinitatis
Niort 1883 s. vv. Broa, Brua, Brossa.

') For the voyage and the stay in Crete see Bosio, op. cit. vol.
2 pp. 2-T.

14) The subscription of the Montpellier manuscript refers, of course,
toa Noel de la Broue:

<, .DPoa voed d& la paod ix tvijs poddmr xafallapsiss
But we know of no other member of the family who was ever a knight
of Rhodes; and certainly no other De la Broue was a Knight Templar
during the short period when he might be referred to as <from Rhodess,
and not <«of Rhodes», or «of Malta». The answer lies in the fact that
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This 1s not just a pleasant anecdote of literary detection, Nor
is its only function to pin the Montpellier manuscript to a cer-
tain point of time, though this in itself is highly important,
both for the chronology of Sachlikis and for the study of the
Cretan dialect. The real value of this story is that it prompts
us to make certain deductions from the text about the composi-
tion of these poems: deductions which arise quite naturally from
the manuscripts, but which have escaped the attention of the
editors.

Martin de la Broue was a Frenchman, The mistakes he mak-
es in writing Greek are naturally the mistakes of a man whose
own language does not possess the sounds of y, #, and y. He
writes yavyov and 7oixovs for xatyov and toiyovs (I 262,232), ne-
Youera and #édaoar for merduera and nérasac (I 8,16), neoxardoior
and &dvxdrigoav for novoyarépiov and éylvedrdnoarv (I 244,197).
He almost regularly confuses o and ou, which were sounds very
similar to each other in sixteenth - century Cretan, as we may
see from the characteristic pairs dno dnod and 6mod éx6, which
occur simultaneously and quite at random in manuscripts of
this period. And of course he is very inaccurate about accents.
At least once, too, he uses a Rhodian form motere for the Cretan
novfere (I (M) 352) *“.

For all these reasons it is quite clear that de la Broue was
not copying any written original, but was taking down from
hearing. Only in this way can the phonetic peculiarities of the
Montpellier manuscript be explained And, since he is quite lite-
rate in Greek, it is also quite clear that when de la Broue heard

the Montpellicr manuseript is an immediate copy of the more cursive
original. The word Magr (Mart (ino)) was seen as Nosi (Noel () The un-
necessary abbreviaton-mark which the manuscript has above the 2 ma-
kes this explanation seem very likely.

It may be noted that the most famous member of the De la Broue
family was the physician Pierro - Louis, who died at Montpellier in
1721, He was the fifth in direct succession from Martin and is probably
the link with the manuscript’s present home. Also recorded is Pierre de
la Broue, Bishop of Mirepoix (d. 1720), who collaborated in religious
works with the Bishop of Montpellier. (Nouvelle Biographie Ge-
nerale Paris 1855) The connexion of the family with Montpellier seems
well - established.

) A. G. Tsopanakis, Essai sur la phonetique des parlers de
Rhodes Athens 1940, p. 142 (novsra).
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these poema, there was no written copy available - in fact, that
in 1523 the poems of Sachlikis were capable of oral transmis
sion.

Again, it is certain that the performance heard by the Rho-
dian knight was not merely recited, but sung: and sung to the
sort of tune we have discussed already '*, abounding in repeti-
tion of single syllables and phrases. The examples that follow
are all resurrected from the apparatus criticus of Wa-
gner’s edition. When we remember that Wagner never saw the
Montpellier manuscript, but was working from a copy procured
for him by Legrand, and actually made by some unnamed per-
son ‘7, it will be realised that the account is not necessarily com-
plete.

The are two half - lines of the sort we have learned to re-
cognise from the feast - songs and the Escorial Acritas:

...xal 16te Eyvwoller tov dnoloc xal dv &v éxelvos.
‘Qodv dxovoy ovrwe,
xoarilet tov 10 nhebregor, Délet xt v odx EFéket
(IT (M) 302 - 301)
and the other,
Owoets, vié pov DPoarlnoxi,
10 i xdurvovoty ol mokitixé; ol malatoxovoeiéves,
(I (M) 362 - 363)
which is the end of the poem.

Examples of syllable - repetition due to the tune are:
"Av Eyn néo-, néonvoa moldd, av yn Aoydory Bodony I 147

6 Laptotns douiyerar pg ovvroopor, pé né gpilov [ 228
%t Brav evipn dx o 6-, gbveov, xduer OV Apogldon 1 279
xal 16, 10 yvdoio’ and név, Eye magnyooiav I M 350
nrwyaivovy x° onudooovy tov, xal, »' fotegoy 1ov yehobowy
I M 357
#ideda @odveaty mo A-, modlijv, »° anelxaowy peyalyny Il 223
ol 1oiyoi s wol @aivovviar wWoav EyxoE jt o U-, 1ot '® yapdxia
IT 230
xal mdvia ué v uavirav va pey a -, yalopwrvasy IT 282

18) See chapter 2.

1y W, Wagner, op. cit. p. 62, The ghastly figure of Mme. ILe
grand looms over our argument.

15) De la Brue’s spelling — éyosuopoyxaoaxia,
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els notav A6tlav xdBeoar, »al el¢ noiav (Pappeic!)
xal elc motay xovpryv eoar; II 363

deart v odx &, Eyp dvvauwy ) moliuxy va fldyp 1T 429
notev nal, Hodey xal §j Parpdlava xt dhes drrdua Eucivay
IT 442

) wvod ) Mnreldla-, § Mracdla-podoarra vawr 6rod
iy paviiler IT 581
xal, xal and ™y toony v yagav GAes vy éyelodoar IT 586
va miv-'%, va nivw va Leoraivopar, tov unvav wv evvaony
IT 674
Ond 1 vixtes megnarel, » el 1a novpedéddi a-, a uéver 11 674
The line IT 363 quoted above even has the singer’s inter-
jection, of a very common type - «agoeic».

The opposite mistake, where the writer avoids a repetition
which actually is in the text, occurs three times:

ol wetoss e, {1ij<> pulaxijs daav xogtol dayxdrovy IT 241
ra [0 teg, {(1écy molitinés, xal va 1é&5 yefiertioovy Il 421
xal Aéy' % Hodarfov(tlov)ra tijs Pavias «&nagé ra» 11 523 (e)

If any doubts remain as to whether these errors could possib-
ly be due to ordinary scribal dittography and haplography, they
should be dispelled by the following table which gives the num-
ber of times each syllable is affected by repetition :

Syllable No: 1 234 56 7 8

Repetitions : 3 32 3 I I I —

Syllable No: 9 10 11 12 13 14 1§

Repetitions : 2 1 2 2 2 — —

In other words, the first part of the line, which is the part of
the tune most likely to contain repetitions, accounts for the
greater part of de la Broue’s errors: and the last syllable of the
hemistich, which is hardly ever repeated in siunging, is not
affected at all.

So the Montpellier manuscript represents a collection of the
songs which in 1523 passed under the name of Sachlikis. Bear-
ing in mind the fact of their oral tradition and the sort of va-
riation to which this makes them liable, we can now return to
the question of the syphilis - epidemic as evidence for their date.

The lines in question are:

Karey®, vié pov Doarlnoxyn, édd =’ &l allnv ydoay

") Wagner, vaoyv, Is this a Frenchman’s slip of the pen -»apyr?
KPHTIKA XPONIKA IA. Is
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wes dia tols veovs of moliruxds Evawv peydln wdoa,

xal Onotos opiyerar |’ aviés, yoeia xapuree va pwoidoy,

xt v Exp medymav timores, hov va 10 Eodidop.

Kal pepixot lemowdlovawy xal uneoixol Awfidlovy

wt ap’ v Awfdda wy modlyv v rediyy twe deafalovy.

(I (M) 340 - 347)

It is still fiercely argued whether syphilis was brought from
the Caribbean by Columbus’s sailors in 1493, or had been known
in the Old World for some four thousand years before *. It has
been said in favour of the letter proposition that many of the
lepers of the Middle Ages were in fact syphilitics: certainly for
many years after 1493 the two diseases were regarded as forms
of the same thing, and it was natural, if confusing, that the
word Adfa or Awfada?* used in Byzantine times for leprosy,
should extend its meaning. Whatever the truth of the matter
may be, it seems obvious that if syphilis existed in Europe be-
fore 1493, it occupied no great place in the public interest: and
that so spzcific a reference to Awfdda in connexion with whores
must refer to venereal disease and be dated after the siege of
Naples in 1495.

To us it is another facet of the argument that is of more
importance. Writer after writer from 1495 onwards emphasizes
the general terror and panic that swept across Furope with the
new disease. This was no short - lived epidemic to be escaped
from by withdrawal to a country estate; no Black Death to kill,
and die away. This was an evil whose victims dragged them-
szlves horribly in the common view for years; whose treatment
with agonizing quicksilver ointments killed more than it cured,
however expensive it might be; which changed the whole con-
ception of social intercourse in cities like Venice, where eleven
thousand prostitutes are noted in a census, or Rome, where a
Pope might make a fortune by confiscating their jewellery at
Mass one Sunday. Yet Sachlikis mentions syphilis only once.

) The best recent discussion of the subject is in A. Castiglioni
A history of medicine (English translation) New York 1947 pp. 452 ff,
which gives a good impression of the immense bibliography Early texts
in K. Sudhofl-C, Singer The earliest printed literature on syphi-
lis (195 - 1498) Florence 1925. Sece also J. Clough, The Secret Enemy
London 1954,

) DC s, v. dwfol.
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This is a case where an argumentum ex silentic is
legitimate. If in these poems written against whores by a man
whose professional soubriquet was «the Death of Whores», the
only mention of the mal francese is found in one orally-
transmitted manuscript, then it is quite certain that, far from
beiag a proof of a date «quite some years after 1493», this men-
tion is a later interpolation in works written before 150¢, and
almost inevitably before 1495.

Some other indication of the interval of time that divides de
ia Broue’s version from the other manuscripts may be found in
the names of the ladies mentioned. In few professions would the
turnover be so high. Although the main characters cof the A s-
sembly of Whores are constant all those who have some-
thing to do, to act as Koutayiotena’s herald, or lieutenant - the
common personnel of the lists must be largely topical. In fact
we find that although forty - five names are common to the Pa-
ris, and Montpellier manuscripts, twenty - four occur only in D,
and sixteen more only in M. (This must be a rough count: often
it is hard to know whether two similar names are in fact the
same). Perhaps, too, Mistress Pertziolena has died by 1523. For
P refers to her in the present tense, M in the past.

But de la Broue’s minstrel had ability beyond that required
for the mere introduction of topical names : there is evidence of
his tactful desire to suit his matter to his audience. We are told
that Scandinavian bards thought it goo! manners to include in
their lays a reference to the great achieveinents of their hearers.
Cretan good manners in 1523 led to exclusion rather than in-
clusion. It was thought wise that in the presence of Brother Mar-
tin, I'riar of the Hospitallers, Pilataina’s niece should be not
poagoyaunitéry, (473), but zovpasyanguéry (6740): and that perhaps
I.aphrena was a better name for a prostitute than Frarena,

If all the poems that now pass under the name of Sachlikis
were in fact written by the same person (and that there is some
doubt about this may appear later), we may accept that the last
of them could not have been wrilten more than a year or two
after r495; and the first of them, if we are to accept the obvious
interpretation of the facts they contain, must be pushed back at
least as far as 1480, and probably earlier.

But in talking of <«poems», it must be emphasized that so-
mething very diffcrent is meant from the usual classificatiin
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into "Apiynowc mapdlevos, ['oapal xal otriyor xal foumveiat, and
I papal xal atlyor »ai éounveiar, £re xal dpnynoets, These tradition-
al titles are quite comprehensive enough, in all conscience; and
Cantarella has seen, at least, that they have some relation to
the mélange of styles in, apparently, the same long poem ** The
key is given yet again by the Montpellier manuscript and the
knowledge we get from it about the conditions under which
these poems were performed. We have already heard about the
bards from Serbia (or T'urkestan, or Sakhalin), who chant on for
hours on end, day after day *®*: these highly organised feats are
quite irrelevant to the performance of poetry for a sophisticated
(or semi - sophisticated) audience. The truth is very different.
When poetry is a normal part of a celebration, of a feast-
Towre xai miver’ doyovies, »” éyw Ja ods dnyovuar,
%’ Eyw da odoe dnyn?@d yia Evay avrostwuévo.,, *

-then no singer goes on long enough to break the flow of the party,
to> interrupt the conversation beyond repair, or to let his own
throat get dry. The unit of performance in the age and society
of Sachlikis can never have been more than a few hundred lines.

A catalogue of Sachlikis’s poems, in the order of composi-
tion, might run as follows:

(a) Friendship (II 1 - 201)
(b) Prison and Warders (II 204 - 340)
() My Warder (II 344 - 377)
(d) Autobiography (P 1r- )
(¢) The Assembly of Whores (II 378 - (M) 674x)
() The Battle of the Whores (fragment) (II 675 - 712)
(g) Pothotsoustounia (P 811 - go8)
(h) Advice to Francescin (i) Wandering at night (I 1-117)
(1) Gambling (I 118 - 239)
(ii1) Prostitutes (I 240 - 367)
The most controversial point arising from this list is the
suggestion that Sachlikis fell from his uneasy post as advocate
at the ducal court, and went to prison for a second time. An
a‘tempt to justify this brings us to the question of the intro-
duction of rhyme in Greek poetry: a question which has never

"“)Cantarella, op, cit. p. 65.
1) See chapter 2.

*¢) From a gramophone record, Columbia DCG 102—PLitxo toayoide.
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been satisfactorily dealt with; but to which Sachlikis provides,
in my opinion, one of the most hopeful approaches .

An approach previously used has been through the thrce
works ascribed to the Rhodian Manoles (Georgillas, or as he
seems to prefer to call himself, Mancles I imenitis **. But of these
three the only one that can incontestably be placed to his credit
is The Plague of Rhodes, written not long after Octo-
ber 1498. In this he describes how he is now forced to support
the orphans of his three married sisters, dead in the plague; and
how, apart from these the only survivors of the family are his
son George and his old mother. This combination of facts: ne-
phews too young to support themselves, a son too young to help,
and a mother alive, make it at least unlikely that Georgillas
wrote T he ILament of Constantinople, which cannot
be dated later than 1455, when the sultan moved his court from
Adrianople ?*. Moreover, the author of the I,ament claims that
he has personally visited all the places he mentions, in a list
which covers almost every notable town north of the Gulf of
Corinth to Albania Serbia and Bulgaria, as far as Skoplje—

néedpere, avPévres pov, réc ydoes dnod elna,
§lec 13¢ elda, Endwmoa, nelds xal xafialldons. (984 - g85)

and it is for safety in his underground activities that he con-
ceals his name. This does not suggest a youth.

Belisarius is quite unreliable from our point of view be-
cause the rhymed end, (though quite in character with, say,
The Plague of Rhodes, and very probably genuine) is
detachable from the body of the poem, and in any case provides

35) Some of the aspects of this subject have been skilfully dealt with
by Z. II. Kvpraxidne, "H yéveoig 1ol diorigov xai 7 apyn tijc loope-
tpiag Salonica 1947 (Aocoypoagia, mapapinpe 4), who discusses Professor
Baud - Bovy's work.

) 3, Gidel, Ltude sur la littérature grecque moderne Paris 1866,
p. 367. Wagner, quoting Gidel’s arguments, and entering into the whole
question, makes nonsense of his own statements by thinking that the
line (Belisarios 811)

v wodav wov “var xspalkly, Pélovew thy fmidoewy
refers to the Turks, and not to the Christian powers. (\W. Wagner,
Medieval Greek texts (The Philological Society’s extra volumne, 1869-72)
I.ondon 1870, p. 113).

7) K. Krumbacher, Geschichte der byzantinischen Litteratur
Munich 1891 (first edition) p. 426.
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no good evidence of date. The other shortcoming of an approach
through Georgillas is that he is the only extant Rhodian poct,
and so quite out of the main stream of development which at
this time was flowing definitely through Crete.

With Sachlikis the case is dilferent. The works are connect-
ed biographically, and the placing of one of them enables us
more or less accurately to place the rest.

The sudden efflorescence of the rhymed couplet at the end
of the fifteenth century, and the speed and completeness with
which 1t displaced the old style, have rather obscured the exi-
stence of the intermecdiate stages between unrhymed political
verse and the mature skill of Erotokritos and Cretan dra-
ma. It may be said first of all that perfection of rhyme has no
satisfactory correlation with date. Although there is a tendency
for the earlier poets to use assonances and shifted accents where
true rhymes elude them, this is a question of individual facility
rather than general practice.

The first sporadic rhymes coincide almost exactly with the
fall of the Byzantine Empire. T'he most primitive stage of all is
seen in ‘T'he Appeal of Constantinople® (r453). Where the
single rhymed couplet might be regarded as an accident were
it not that it rings so true:

%’ Extsuve tle axtives aov o’ GAny tyr olxovuéry

%’ egle yy Koveraviwovmolw 1y npdyv goviuoiiéry (58 - 60)
and is followed by the assonance @éyype - otéAdys, and shortly by
the assonance - group ales - eves - ades - eves - evige,

It was natural that the first rhymes should tend to go in
pairs, since the primitive mantinada, the unrhymed couplet,
was already a popular literary form, with its own unconscious
principles of isometry *. But there was no rule at all at this
point that the rhyming unit was the couplet, and in fact larger
units are frequently found. T'o this stage we may assign such
poems as The Lament ofConstanti nople (ro44 lines,
3 fives, 1 quatrain, 8 threes, and 47 couplets)®*®, T'he Don-

%) To be dated 1453: see chapter 7.

W) ¥, Kvpraxidng, op. cil. pp. 9 - 10.

0) All the counts are taken sctictly on the basis of a three - ele-
ment, rhyme (vowel - consonant(s) - vowel), which became the accepted
form. A count which accepted twoelement rhymes (*CV, V*V, and espe-
cially VC*¥) would in early, poems, and specially in the Lament pro-
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key’s Synaxarion (393 lines, 2 triplets, g couplets), and
Exile (548 lines, 1 triplet, § couplets). In all these, and espe-
cially in the last, many of the couplets are in fact «repetition -
rhymes», where the same word ends both lines.

This jingling habit continued, until poems were dominated
by it. The Praise of Venice (84 lincs) has four triplets and
sixteen couplets. Picatoros’s poem of 563 lines presents almost
the last stage of the transition to fully rhymed verse: it is gene-
rally in couplets, but has fifteen single lines, two triplets, three
quatrains, one group of six, and another monstrous group of
twelve rhyming lines. But although in Picatoros the movement
towards the couplet seems so definite, a tendency to group rhym-
ing is still apparent in other poems, and the first extant work
completely in rhyme is in fact Sachlikis’s Assembly ofthe
Whores. The group rhyme was a passing fashion, but it did
leave one mark on early couplet poetry. The most common
group - rthyme was of four lines: and the first works in couplets
admit freely of double - couplets, Sclavos™s Cretan Earth-
quake (r508) has four 1n 282 lines, The Plague of
Rhodes has nine in 626 lines, Ass, Wolf, and Fox ([irst
edition 1539, and probably not more than twenty years before)
has eight in 540 lines. T'his trick of using one rhyme for two
couplets i1s by the seventeenth century almost entirely illegiti-
marte.

The first of Sachlikis’s poems, Friendship (Il 1 - 203),
is the dullest and most pedestrian. He is in prison, and seems
genuinely surprised at the way his old «friends» and drinking -
companions, and even his kinsmen, have fallen away from him
in his disgrace. The surprise is bitter and prompts him

....yodwe yoduuara, Ztéparve, dia tovs @ilove IT 3
The result is not good. Except for a Theophrastan touch about
the relatives crowding at the death - bed of a rich man, it is
repetitive and tediously moral. Achilles and Patroclus are brought
in rather tastelessly, and the poem is very inferior to the next,
Prison, written at the same time.

Here Sachlikis begins to show some power in describing his
captivity

duce strikingly larger figures, and make larger groups of very many
couplets,



216 Gareth Morgan

LTV AOOTAY THS PAQUALY

1005 t0{yovs diorouov onmadiv, 1wy mdrov s payaioly,

10 oxénacudy e Pdvarov, II 235 - 237
but even here seems a slight inappropriateness in the use of the
folk - song cadence, and the effect 1s happier when his satirical
touch comes in

ol weipes 1ne, tijc pulaxijc woadv xopeol daxdvovy,

%' ot Wwollot ¢ pot paivoviar weav yovrpol pvouiyxot,

The description of the habits of warders (again a suggestion of
Theophrastus, and an even stronger one of Prodromos) leads
naturally to the short poem, On his Warder; this, however
is written after Sachlikis has left the prison, because the ward-
er is referred to in the past tense.

...T0 s 1oV elya abPéviy pov, xal reivia wafw elger 11 345
This is the poem in which Sachlikis really reveals himself, far
more than in his autobiography.

Ide 10 nov o’ Enéowoer 3 poipd cov, Zaylixy,

gic motav xovptny xddeaar »° el molav Abrlar eloac.,,

We suddenly scve the man of small fortune and high talent, dis-
gusted with the way his vanity has led him after false friends,
to the Duke’s court and the loggia of the nobiles Ve-
netii.

The three poems are homogeneous in style and provided
with links; their combined length is perhaps not too long for
continuous performance, but that they were conceived separate-
ly 1s fairly clear. The line in Friendship

7 puiaxy tovs @ilove 68 delyver s 10 mordue IT 184
is almost repeated in Prison
ote tovs pilove tovs xalods % @ulaxy rove delyvec. IT 263

And his own warder is a quite different conception from the ge-
neralised «warders» of the second poem.

All his high friends were not completely forgetful. The next
time we meet Sachlikis it is as an advocate at the law - courts,
a position procured for him by the Duke himself. We may take
with a pinch of salt the suggestion of a very close personal
friendship. It was Venetian policy to support, even financially,
the Cretan upper class: the archives of the period are full of
documents remitting tax - debts to impoverished families®'.

81) H., Noiret, La domination vénitienne en Créte de 1380 a 1485
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Sachliki’s Autobiography is all the better for being a lit-
tle dry to modern taste. The prodigalities of his youth, his bat-
like hoverings by the gates of Candia, his hunting over Psilori-
tis - the narrative carries us swiftly and easily over all these. It
is only when he gibes at the peasants - his villeins - and their
boorish amusements, that we begin to feel the beginnings of an
antipathy. Is the veneer just a little thin? Is this the jeer of a
man between two worlds? But we are not allowed to hesitate on
this point. The scene moves back to the city, and Sachlikis be-
comes an advocate. (It i1s not long after this time that the citiz-
ens of Candia urgently petition the Venetian Senate not to
appoint any more young men who are corrupt and utterly inef-
ficient) **. But he is not entirely bappy, as he ends this poem:;
his colleagues disgust him by their rapacity, and he returns to
his old theme of the contrast between rich and poor.

We cannot imagine him to have been a lawyer long., Our
next meeting is again in prison. But this time there is no pro-
longed whining. The self - pity is perfunctory, almost formal.
The feeling is of a man perhaps physically confined, but men-
tally released, as he passes from his short appeal for help, to
The Assembly of the Whores. Wagner has stigmatized
the transition as «abruptissimum», and suspects a lacuna®. It is
sudden; but it is the joyful suddenness of a release, as he starts
his invective against the women of the town

xatd xatgov anddté rec, ovyrd undév Ondre II 402
Above them all looms the figure of Koutayiotena, the Arch-
whore, elected their queen to the triumphal song

yauiérar Koviaywdtara i 6 oxdldos s yavyilet

xal xAatot 1a macddxia s xal xelvy yayaviler, II 579-580
The new certainty and driving - power thal the poet has attain-
ed is shown in his rhyme - scheme, The poems of his first im-

prisonment had been unrhymed, with a handful of odd couplets
and repetition - thymes, The Autobiography had been largely in

(Bibliothéque des écoles francaises d° Athénes et de Rome 61 (1892), See

pp. 407, 458, 46D, 501 etc. One of the persons so helped (in 1468) is a
Manoles Sclavos.

®7) F. Cornelius (Cornaro) Creta Sacra Venice 1766 vol. 2, p. 398.
Dated 23 Dec, 1490.

) W, Wagner, Carmina graeca.. p. 92.
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couplets with many unrhymed lines and groups. The Assemb-
ly of the Whores is in complete and perfect group - rhy-
mes, nearly all in fours, with some fives, threes and couplets.
The names tumble over each other with a Rabelaisian vigour.
Only towards the end does the pace drop slightly, and it is soon
restored by a dreadful battle between two parties of Koutayiote-
na’s army. As it stands, this Battle of the Whores is
fragmentary. It has no end, nor does its beginning have any
obvious connexion with the Assembly. But the style is so
much the same, and the Battle would give so much point
to the end of the longer poem that it may be possible to con-
sider them part of the same narrative.

To this period too, Pothotsoustounia® belongs, in
spirit if not in form. Here, the lack of rhyme must certainly be
ascribed to its status as a parody of older poems.

Our last view of Sachlikis is in the three poems grouped as
Advice to Franciscin: advice to abhor, in turn, wander-
ings by night, gambling, and prostitutes. Again the poems are
homogeneous, and can be performed together; the second and
third are introduced by the words dedregor and roirov. At the sa
me time they are easily capable of independent perfomance, and
at one point, at least, the link seems inept, where the gnomic
conclusion of the advice against gambling would seem far bet-
ter suited to be a summing of the three sections together.

In these poems the advice is conventionally given to the son
of an old friend with whom Sachlikis had had

deinvovs xatl ywouara noldd, onldyyvos =al éuidiay I 209

The tone is more sober. There is almost a return to the mora-
lising of the first poems. It must be admitted that nowhere in
the Advice does the poet name himself, and that the name
Stephanos Sachlikis occurs only in the Montpellier manuscript’s
false ending **, But this is not a reason for assigning this group

84) 1 have with some reluctance decided in favour of the form Po-
thotsoustounia, and not Pothotsoutsounia. The latter plays on the word
roovroofy:, membrum virile. But the former, which occurs more
frequently in the manuscript, probably combines this with a real name
Toovorouvia, the Italian Giustinia.

85) Which mentions the mal francese, and has the only exam-
ple in Sachlikis of a false rhyme in which the accented vowel is not
maintained, i. e. ywpar - juépay (I (M) 344 - 345).
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to a different poet. The character-drawings, first of the irrepres-
sible gambler, and then of the young prostitute pretending to
fast, are so like the earlier descriptions of the jailer, or the
villeins, or the advocates, that they are unlikely to come from
a different pen. The old rake is tired, but still powerful.
Whether he was conscious of it or not he had, in the first
perfect couplet - poem known to us, set a standard of craftman-
ship that was to be rare until the great works of the seven-
teenth century. In the Advice, he uses only three double - cou-
plets, and his rhymes are, with one exception, perfect®*. From
the musical viewpoint, our admiration of this skill must be em-
bittered by the knowledge that the establishment of such regu-
larity in the use of the couplet had the corollary that couplet -
tunes became overwhelmingly the main vehicle of musical nar-
ration. When we read Advice to Franciscin we are wit-
nessing the death of the link - tune: or at least its wounding so
deep that it can today bear only the short ballad. But this 1s an
Olympian anticipation. Even this work with its neat couplets
was sung to the old one - and - a - half line tunes as we may see
from the repetitions and half - lines in it*, and from the fact
that the free handling of de la Broue’s minstrel actually produc-
es two triplets in its otherwise unblemished structure. The sa-
me man sings the Alphabet of Devotion in the same
style...
gDoe o uetov, -ueioy dvowxtor, xal npboxvye gls atrov 37 (M)
and
ol avilownot 1a yogurara diaréunovy va owdovory,
els tols mrwyovs, @ dvilowne,
xal 1ov Xptotov wv dyadov adreivov 1ov daveilovy, 84 - 85 (M)
Belisarius and The Plague of Rhodes have the same
signs in their manuscript ;: the interjection and repetition
yalidree xai nlotdoia (nodda!l) »u dueroove parlifoiides
dvdoas walove, xalovs moleutarés, yevrddes xal dAniuovs.
Belis. 124 - 125
drovoas Beliodotog e0bs xara, -1d tis doas 205
166’ Enoakev, 160’ Emoxav, 16 0 a, téoa Enolsuilar 304
v " Aoy oxvievoe, (ExatdAvoe) xal éxarddvoé v 562

) I 174 - 175, 10 185 - mopuss,
87) See above.
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of pavrasies ol mollés »' ol ya, yalaviagoovves Plague 57
va 185 onxcow ap’ th v, ™y yir, ora vyn va 1é Yow 97
and this most perfect indication of the link - tune, exactly the

form in which Col. LLeake would have written it down in Epi-
rus *s,

‘0 faoileds Eorddioey fla ra naldua

narria yovooigaria.

Havvia yoveoipavia Expéuacey els r0iyove 657 - 658
This 1s the end. After 1498 we see no more signs in the ma-
nuscripts. Choumnos and Acontianos in 1500 write firmly in
couplets. Manoles Sclavos in 1508 counts his words in couplets *,
not in lines, and it is clear that when this happens they are
sung to a couplet - tune, forerunner of the narrative - tunes to
which Erotocritos, or Daskaloyannis, or Liapis are
sung today.

Be this as it may. To return to Sachhkis himself, we can
say that his poetic work, as we know it, was over by 1495. The
staid, avuncular Sachlikis of the last poems demands at least
ten or fifteen years of development from Sachlikis in jail. As
we have seem, the evidence of form would demand a much
greater interval. T'he gamut of his styles corresponds to a series
of changes which in other poems we know to extend from 1455
to 1498, If within this time a choice of dates had to be made,
perhaps the most likely period would fall between 1470 and
1495 It was from 1470 onwards that Venetian troops were re-
gularly stationed in Crete *°. A decree of the Venetian Senate in
that year decides to send out «Ballistarii, sclopeterii, et lanza-
roli». The crossbowmen and musketeers would have been Lom-
bards, the pikemen Germans. These, and not individual mert-
chants and engineers, would have been the men whose acquain-
tance Sachlikis made in prison.

*8) See above, chapter 2.

1) _zoda ra dlunya yala dia Bpijrov v avdpdawy,
‘s édena rslecchvovvial, piod xai XHivrirdpt (a hundred and fifty)
1a fégoa volto movxapa ué to¥ Bcod nv yaon, 280 - 282

) II, Noiret, op. cit. pp. 609, 546, 647, etc. Note especially the
troops «diversarum linguarume», p. H48.
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CHAPTER 4
TQN [MTOAITIKQ@N O XAPOZ

He hadde a book that gladly, nyght and day,
for his desport he wolde rede alway :

he eleped it Valerie and Theofraste,

et which hook he lough alwey ful faste.

And cek ther was somtyme a clerk at Rome,
a cardinal, that highte Seinl Jerome,

that made a hock agayn Jovinian;

in which book eek ther was Tertulan,
(irisippus, Trotula, and Helowys,

that was abbesse nat fer [fro Parys;

and eek the Parables of Salomon,

Ouvides Art, and bookes many on,

and alle thise were bounden in o volume.
(Wife of Bath’s Prologue 669 - 681)

Before going on to examine, or rather to search for, the
sources and precedents for Sachlikis’s poetry, mention should
be made of two other poems which in date and content can
easily be treated with his®, It should be stressed that there are
in fact two poems. Krumbacher seems occasionally to realise
that there is a considerable difference between them: but on the
whole he accepts their homogeneity, and the mistake has been
perpetuated by later scholars. The two works are quite different
in form and inspiration. The first poem has lost its end, which
presumably contained the stories of Avicenna, Orlando, Hector,
Achilles, and Rinaldo, which have been promised, and when we
compare it with its model we may suspect that yet other refe-
rences have been lost. The abrupt break has been concealed by
a transition - pitece (which, incidentally, has a memory of Sachli.
kis)?, and the text continues in a different metre, with different

1) Published in K. Krumbacher, Ein wvulgargriechische Weiber-
spiegel (Sitzunsgsherichte K. B. Akad der Wiss. Philos - Philol - Hist
klasse 1905, pp. 335 - 432). A happy title in its memories of Nigel
Wireker's Speculum Stultorum and the iambics of Semonides of
Amorgos. Iater bibliography is given in ®. Kovxovulég, Ilepi to ou-
youpynpe ZuvaEdplov t@v evyevirdv xai upiotaroy apyoviicony (KX T (1953)
pp. 55 - 60).

9 Cf. Pothotsoustounia 905 ff.
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ideas, and even with a dilferent language?®. The first of these
poems will now be referred to by the title in the manuscript—
« 2vvafdagioy T@Y EVYEVIXDY yUratx@®y xal TLHLWTAT@Y AOYOY ILaamWY),
the Register of Noble Women"*; and the second by the
sarcastic note at the end—«‘0 &rawros r@r yvraixamrs, the Prai-
se of Women.

The Register 1sin 475 fifteen - syllabled verses, mostly
in couplets, S‘nce we have been discussing the use of rhyme
in poetry of this time, it may be as well to note that the Re
gister has one group of ten, one of eight, six of six, and three
of five rhyming lines: thirteen quatrains, two triplets, one hun
dred and fifty couplets, and forty - nine unrhymed lines. T'hat is
to say, that the progress towards the couplet is well under way,
and that on this criterton the work to which 1t shows most
affinity is Picatoros’s poem. T'he handwriting of the manuscript
is of the first half (perhaps even the first third) of the sixteenth
century. The only other evidence for dating is in the mention
of Orlando and Rinaldo

“Ela *Ooldarvie @ofleod nal “Fxrwo adosimuére,

xal *Ayxiddé powidrare, Pivalds mawveuéve, 169 170
Krumbacher uses this to place a terminus post quem at
1516, when Ariosto’s Orlando Furioso was first publi-
shed ®, But Ariosto’s poem was a sequel to Boiardo’s Orlando
Innamorato, which was published in part in 1484 and 1486,
and in full in 1506, Since these were all Venetian editions they
are inherently more probable to have [ound their way to Crete
than Ariosto’s early publications. In any case the terminus must

5) One of the most reliable tests is the form of the negative as it
passes through the sequence oi&dér (vd)dév (where the od Dblends with a
preceding vowel - dév. The figures for these two poems are:

Register Praise
ovdiy T 1
(od)dew 1 —
o 18 81
Total 25 32

In other words, in the second poem the change is almst complete.

#) Zyvokdprov has two meanings: srituals, the description of an order
of ecclesiastic ceremony; and <register», of the life of a saint. Perhaps
neither is quite appropriate. See E. A. Sophocles, Greek Lexicon of
the Roman and Byzantine periods Cambridge (Mass ) 1914, s. 1.

) K. Krumbacher, op. cit. p. 37l.
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be pushed back at least to the publication of Books I and II of
Boiardo in 1486°".

The Praise of Women is in 735 octosyllables; the rhy-
me is irregular. For this metre there is not enough material to
establish the sort of chronolegical sequence that has been pos-
sible in political verse, but there is a presumption that the pro-
gress of rhyming would be about the same in both forms. Mak-
ing generous allowance for the poet’s rather sketchy ideas about
rhyme, it seems that the Praise has passed beyond the stage
of having unrhymed lines, and that there is a very strong ten-
dency to use groups of four and six among its couplets. There
is also a clear reminiscence of Sachlikis:

"LERaley x’ ) Aasxaoiva

1o poverarve, x° 5 Maoiva,
16rec Aey” 9 Kareoiva

« &2, 10 vl od@; mdrer piva l»

ey %” ) wvoa Maoiéra
%' Eowrd dva v Zaunéra.

EpPaney 1 Doarileoxira

2’ Egand 1o, «17 elvar xetva;». ..
568 - 573. 584 - 585

Although this passage does not lie perfectly in the course of the
poem, there is a real connexion with what goes before. The
style is so similar to that of its context that we must regard it
not as an interpolation, but an imitation: and so date the Prai-
se of Women after the Assembly of the Whores.

Linguistically, both works are Cretan, though probably copi-
ed in the [onian islands’. Xanthudides makes an odd mistake
in thinking that they were exported from Crete after the Tur-
kish conquest®: but in fact the manuscript - illustration at the
end of Krumbacher’s edition is missing in the offprint (now in
the Museum Library at Candia) from which he worked.

The element that is common to Sachlikis and these poems

“) For all these dates see J. - C. Brunet, Manuel du Libraire Pa-
ris 1860,

) ®. Kovrovhég, op. cit. p. 86

5 Z. Eaviovdidng, ZvpPolai elg tov Weiberspiegel (BZ 16 (1907)
pp- 470 - 478) p. 478.
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is misogyny. It is in the misogynous poems of the Middle Ages
and the Renaissance that we must look for their sources?®. The
vastness of the search i1s soon realised : woman - baiting i1s one
of the great themes of Mediaeval poetry, a theme emphasized
a1d embittered as if in conscious antithesis to the deification of
women implied in the code of courtly love. Neither is it pos-
sible to limit the search to Italian writers, however much more
probable it is that Cretan poets should draw upon them, than
upon German, or English, or French. Mediaeval literature had
a unity which it 1s bard for our age to understand. While the
flow of writing was, by modern standards, so small, the propor-
tion of 1t that was translated into other tongues was very much
larger than we are used to. T'o these translations, of every de-
gree of accuracy and often not acknowledging the origina]
author’s name, were added imitations sometimes so close that
in our time they would unhesitatingly be called plagiary. No
work in a European language can be excluded on the grounds
that it could not have been read in Crete: an Italian translation
can easily have existed, Even when the invention of printing
began to take the output beyond the capacity of translators, the
unity of literature did not die quickly. As late as the seventeenth
century it is possible to say that, although we know and re-
cognise the French Paris et Vienne and the Italian Paris
e Viena, the source of Erotocritos must have been a ver-
sion - presumably in Italian - with characteristics of both: and
completely unknown to us in print or manuscript .

This does not deny the existence of national schools inde-
p2ndent and distinct. Perhaps the most distinct was the litera-
t ire of Byzantium, but it is a great mistake (and this is the
most radical criticism that can be made of Krumbacher and his
successors) to treat the Byzantine writing as something separate
from that of Western Kurope. The repertoires of West and Kast

) An introduction to the subject may be found in A. Wulff, Die
frauenfeindlichen Dichtungen in den romanischen Litteraturen des Mit-
telalters bis zum Ende des XIII Jahrhunderts (Romanischen Arbeiten 4)
Halle 1914. See also P. Lehmann, Die Parodie im Mittelalter Mu-
nich 1922, pp. 142 ff, and numerous references in Robinson’s edition of
Chaucer,

) G. Morgan, French aund Italian elements in the Erotocritos
(KX T (19563) pp. 201 - 228) pp. 227 - 228,
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were almost identical; and this not only after the Crusades,
although Byzantine popular poetry received at this time possib.
ly a more direct stimulus than learned literature, Just as it
would be ridiculous to consider Florios and Platziaflo-
ra and the Old Knight separately from Floire et Blan:
chefleur and Lancelot du ILac, so itis, if not ridicul-
ous, at least unwise, to consider Prodromos and Glykas separate-
ly from the Wandering Scholars of Western Europe: while
Manuel Philes’s beautiful and almost unknown poem The R o-
se' has no counterpart in any other Byzantine writing, but
might easily be the product of some Greek Benediktbauern.
Mediaeval misogyny is the direct descendant of patristic wri-
ting. The Church fathers, and especially, it seems, the Fathers
of the Eastern Church, preached against women with all their
power. Their sermons (such is the continuity of the tradition)
are often essential to the understanding of later works: they are
quoted in detail and at length, the name of Chrysostom standing
out amongst those of his colleagues. But it is not until the
tenth and eleventh centuries that more popular works begin to
have the same ferocity. In 114¢, Bernardus Morlanensis screams

Femina res rea, res male carnea, vel caro tota;
slrenua perdere, nalaque fallere, fallere docta.
Fossa novissima, vipera pessima, pulera putredo;
semita lubrica, res male publica, praedaque praedo.
Horrida noctua, publica ianua, dulce venenum '
and so on for page after page. In the I{ist, two hundred years
later, Joannes Pediasimos joins the chorus
yurn movnoa vavdyiov aoofvwy,
aoowotia ovvoixos ovx Lawuéry,
vof acédnvos, ysiueoury) mixolia,
Unovdov Elxog, &vdounayoiioa pidn,
novnoa @uois, dxardilaxroc pdyn **.

') Printed in B. Thorlacius, Prolusiones et opuscula academica
Copenhagen 1815, vol. 3, pp. 63 - 4. See also H. Waddell, The wan-
dering scholars (Tth edition) London 1954, especially pp. 2156ff and 245ff.

) T. Wright, The Anglo - Latin satirists and epigrammatists of
the twelth century: vol. 2, London 1812 p. 57.

%) J. A. Fabricius, Bibliothecae Graecae vol. 13, Hamburg 1726
p. bi6.

KPHTIKA XPONIKA [A. 15
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and though he has the grace to balance this with a poem on
«the good woman», his heart is only in the first.

But with Bernardus, Woman was only one rogue in a gallery
of enormous vices. It must be admitted that other villains of his
come in for treatment almost as severe. It was left to another
Englishman to write the first poem which dealt with the subject
separately, in a more restrained, and perhaps more effective
style. The poem De conjuge non ducenda* by Walter
Mapes, which circulated under the pseudonym «Golias» (the per-
sonification and eponymous hero of the goliardi, the vaga-
bond clerks) achieved a tremendous popularity and left its mark
on all the genre. Of this poem we note three things: that its
author was a cleric (later even a bishop); that it is based openly
and immediately upon authority,

Sit Deo gloria, laus, benediclio,

Johannt pariler, Petro, Lauwrentio,
in other words upon the misogynous writings of S. John Chry-
sustom, Petro de Corbolio, and ILaurence of Durham: and that,
as far as [ can make out, Mapes was the first to add smoke to
the Vulgate’s scolding wife and dripping roof - «lecla perslil-
lantia in die [riqoris el leligiosa mulier eomparanturs 4. Golias
has

Fumus el mulier et stillicidia

eepellunl hominem de domo propriv
and so establishes the tradition (and perhaps this example of
continuity will suffice) in a papal sermon of Innocent 111, « Tria
st envmguae won sl hominem in dono permanere, funus,
stillicidivm, et malw weors ¥,
in the England of Langland, and then of Chaucer

.. . dropping houses, and eel smole,

T, Wright, The Latin poems commonly attributed to Walter
Mapes (Proceedings of the Camden Society, 1841) pp. 77 - 85 See also
the introduction.

13) Proverbs 27, 15 The Septuagint version is fuller: coraydrec éxpdl-
rovawy davibowsor v quiorn ysipepn] fx rob oixzev aldrod, woeadivwe xai yvw) loi.
dopos Fx 1ol (dlov olfxovs,

")y 'L 217, 7T10. But the dates are so close (Innocent’s worl cannot
be more than ten years after Mapes) Lhat it seems likely that the phrase
was already established.
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and chidyng wyves maken men to flee
owt of his owene hous...
(Wife of Bath’s Prologue 278 - 280)
in Spain
hwmo y gotera iy la muger parlera
echan al hombre du su casa fuera '

in fifteenthh century Crete
tpla xaxa eiolv 1a dudyvovy tovs dvitownove
xal éfyaivovr ano t1a oniua tovs xal Eyovy mixpec peyales,
fyoty 0 xanvos xal 1 fooyn xal 5§ oxlyon yvvaixa.
(Register 285 - 287)
in Elizabethan England
... 0 he is as ledious
as a lired horse, a railing wife,
worse than a smoly house
(Shakespeare, Henry IV part r, Act 3, Scene 1)
and back again in modern Crete
% otadayora %t O %amvoc XAl 1) XAXY yUraixa
10y avroc Erogioave ano 1o onitt péoa 'S,
An Italian version will be quoted later; French and German
examples could no doubt be found.

Nearly all the elements of Mediaeval anti - feminine writing
are found in De conjuge non ducenda. Most important
is the convention of «authorities», the collection of alleged mi-
sogynists from unfortunate Homer down through the ancients
and the Old Testament to the latest (foreign) royal cuckold,
This «catalogue poempy, is the principal subdivision of the genre.
The next most frequent form is the convention of «advice to
a young man about to marry», which, however elaborate, does
not amount to mmuch more than Mr. Punch’s opinion on the sa-
me matter. The third convention (not in Golias) which occurs
frequently enough to be classified is the dialogue between :he
attacker and defender of Woman, of which Pediasimos’s poem
may be regarded as a rudimentary example. This dialogue form
was common in late Iatin poetry, and was the normal one for
the Danses Macabres which have much in common with

17) Quoted in A, Wulff, op cit. p. 182.
') &, Kovxovhég ITepi to ouyolpynua... p. b7.
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misogynous poetry. It fitted naturally to the tensons, the
poetical ccntests, of Provencal poetry '.

The Register of Noble Women sits squarely in this
tradition. The poet sets out to call upon all the resources of
«authority»

.. va Mpw iy copiav,

uviuny xal Adyov xal omovdnv dpdds va éounvéyw 2+ 3

to compose a formal «Nature of Women»
. Y& d xal ra ovvitéow

1a Quoa TOY yuvaixdy . , % 5-6
He starts with what is perhaps the commonest theme of all,
that Eve is the source of all man’s evil, and the root of death *,
Then to another point which one might think equally essential
to the work of any misogynous cleric, but which in fact is com-
paratively rare - that the Virgin must be excluded, for she was
not really a woman but a divinity.

7 Ocorérog % [Mavayia dév fjrov Gnd rovrec,

fyovy yvvalix' @Andviy xe dnd omogav dvidodnov, 71 * 72
This is perhaps the best evidence for Xanthudides® notion that
the author was a Cretan Catholic *’. The poem continues through
the Bible fairly steadily, with occasional appeals to such nam-
es as

. . . 2wxodrn,

xal uowké pwov 'alyvé xal péya “Innoxpdry’

"Aoiorotéldy, Sudxoive 100 Ildrwros tac tdées,

xal, "Afulévra, . . . 157 - 160
Solomon naturally takes a high place. John the Baptist complet-
es the Biblical list. There now comes a series of anecdotes:
Jason and Medea, quoted from Ovid; Semiramis; the Matron of
Ephesus, quoted from Aesop!; the story of Aristotle and Roxa-
na**, and three short notices of Hippocrates, Homer, and Plato.

%) E. Hoepffner, Les Troubadours Paris 1955 pp. 9, 12 ff.

) «Nunc mala femina fit mihi pagina, fit mihi sermo» (Bernar-
dus Morlanensis, loc. cit.).

1) Comipare the Lines on Adam and Paradise (BGV wvol. 1)
pp. xi - xiv.

M Z. Eavdouvdidng, op. cit. p. 478,

) It is very hard to locate this story of Aristotle being ridden by
Roxana. Itis not in W. Hertz, Aristoteles in den Alexanderdichtun-
gen des Mittelalters (Abhundlungen der philos. « philol, - Classe der kén,
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Here the poem breaks off without fulfilling the programme it
has set itself.

The sources of this poem might easily include the whole of
mediaeval misogynous literature: in fact for part of the work
we are able to identify an immediate source. This is the essay
of «Advice not to get married», of which no edition is known,
but which had a considerable circulation in the fourteenth and
fifteenth centuries *, It was often under the name of Theophra-
stus; but it has now been established fairly certainly that the
author was Antonio Pucci, the Florentine poet of the mid - four-
teenth century who, as author of an Apollonio di Tiro,
has another claim to be remembered by students of Cretan
poetry.

Here are some parallel passages from the two works: with
most of them it would always be possible that there was a com-
mon source in the vast confusion of mediaeval writing. But in
two examples it may be claimed that Pucci’s essay is referred to.

a) Plato, «per cierte femmine che piangiecano un altra ch’era
morte», disse: 11 male s1 contrista del male che & perduto. 4o

"Ela xal 0¥, Hlarwva pofeoé, dfie, mawveuéve

- L [ » L ] L L] L]

avoile xal 10 ordua oov .
« Kyw elda xdnov ardlvres yvvaixes mov €xlaiav,

xal potgoloyodioay uia yvviy, vexoijv, arnodauéryy,
xal elna' «“Oleg ol xaxdc 16 dlMov xaxé ovyxiatowy
dearl 10 Exaocav, YAifovrat, 1a poigoddyia xlaioivy,

454, 4581 460 - 463

b) Avicienna . . . 40
xai, Afulévva . . .

c) Santo Agostino disse: ., . . 41
xal 0 dytoc 0 diddoxalos, 6 péyas Adyoverivog,
6 Biplos IIéiy rob Ocov, 16 pagrvgei xal xeivos 39 - 40

d) Salomone disse: la mala femmina & disfacimento della ca-

bay. Akad. der Wissenschaften 19 (1892) pp. 3 - 105), which has all the
other Aristotle - myths But see J. W Spargo, Virgil the Necroman-
cer (Harvard Studies in comparative literature 10) Cambridge (Mass.
1934, pp. 40 (gquoling from John Gower), 254, 256,

*) Printed in A. 4" Ancona, Una poesia ed una prosa di Antonio
Bucci (Il propugnatore 2 (1869) pp. 397 - 438, 3 (1870) pp 385 - 63).
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sa. Et ancora disse: F’nonn” & ira sopra quella della femmina; e
meglio sarebbe istare co’dragoni che con la femmina adirata. 4t

"Axoun Aéyer 0 Zodwudv els rovayy v dovieiay,

els v doyny tifc yuvawxos x” elc v Emifoviiar

xal Aéyer 6w navels BodBvpoc 100 gudiov dmeofaiver,

pnovov tijc dvouns yuvvijs, omov 10 vmeofaivet.

‘O drdownos Sre Hraw xdddiorv, dud va dmouévy

pué doaxatvay Grav mewdr xol Aawav ayoitwuévyy

nagot ué vy yvvalxdy 1ov Grav &var Fvpwmuéry. 251 - 257
e) Ancora disse: ...e se la femmina avesse signoria sarebbe
contraria del marito. 41

Awa rovro Aéyer: « I yuvy), Gv elyev deanorsiav
Grdavw elc 1wy dvdgav s, yweis xapuiav altiav,
Pwodvra tov el; 1a xdofovva xal péoa els wyy lotiav,...»

281 - 283
f) Aristotle disse:? ‘I're cose caccia 1’ uomo di casa sua: il
fummo, el tetto scoperto e la mala femmina. 41

*Axéun Aéyer ! «Towa xaxa glaly 1a didyvovy rovs avdodaovs

%" éfyalvovy @né 1a oniua tove »° Eyouv mixoids peydies,

ijyovy 6 xanvos xal § fooyn xal 1 axdnoin yvvaixan. 285 - 287

g) Ipocras, per una femmina che portava il fuoco in mano,

disse: I’ uno fuoco porta 1’ altro. Omero per una femmina infer-
ma disse: Il male ista col male. 41

*Axdun gle 1y Onddeowv Myer xt 6 “Innoxgdrys

dia pa yvraixa drov éfaorale pwua els ra yéora s,

«Totia faordlet v pwuia xal aléov Evar nvowuévy

fiyovy éxelry mov 10 Pactd magod 1w facrauéro.

Katl o6, “Ounoe Eaxovoré, elné pac »al od poirpdde

dno 1a xaxa 1@y yvvair@v 6mov “yovy movevoy xal Boddv.

« Iyw elda pa yvvy fageta arevyuévyv,

Kt elna rove «T6 Eva 10 naxov pé v allo pé rvyaivers.
This juxtaposition of Hippocrates and Homer is not merely
chance.

h) Maestro Ciecco d’ Ascoli disse cosi:

- - = - - - - ] - - -

Lo fuoco e la femmina e la terra

%) The obvious emendation to «Ancora disse» is here supported by
the Greek.
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l" abisso inferno mai non dice basta,

ma sanza fine appitilo serra. 44

"Axoun Léyer «Tinore réoveoa O¢ yooraivov,

aupun va 1owoty nadarvrote Yélovy xal v’ anaordvovry

7y ot 6 Aidns »° 1§ pwna »’ 3 piey 1 yuraixag. 30T - 303
This 1s the most convincing instance of all, for only in this
pamphlet is Ciecco d’ Ascoli’s poem quoted in this form. As it
is printed in the editions, it runs

[l foco della femmina disserra

I' abisso interno che mai dice: basla

ma sanza fine l” appitito serra ™.
In Pucci, as in the Register, this aphorism is followed first
by a reference to

1) . . non contenente serva dell’ uomo 45

‘H yvry 10 délnud oov ot nduve 305
and the story of John the Baptist.

j) Taida fu concubina, cioé bagascia, di Sansone. unaydoa, at
line 413, is as far as I know a hapax legomenon in Greck
poetry.

This accumulation of likenesses surely makes it certain that
the Register is largely based upon Pucci’s essay. The same
author also wrote a contrasto in ottava rima on the same
subject?”, and it is worth noting that this too contains three
themes found in the Cretan poem: the riding of Aristotle by
Alexander’s queen: the sin of Semiramis; and the deliberate
exclusion of the Virgin, which, as I have said, is not as com-
mon as might be thought likely—

La Nostra Donna, si comne i sai
ad’ aleun difello mai non portd peso. Ixix

In Pucci’s time, misogynous writing was changing rapidly.
The terms are always dangerous, but here we can with more
confidence than usual describe the change as being from the
Mediaeval to the Renaissarnce. It is the change, in a strictly li-
terary sense, from «authority» to «<personality»; the process that
was so obviously in Chaucer’s mind at the beginning of the wife
of Bath’s prologue—

W) d” Ancona op. cit. p 44.
*7) This is the «poesia» printed by d’ Ancona.
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Kxperience, though noon auctorifee
were in this world, is right ynogh for me
lo speke of wo that is in mariage . . . I-3

In adopting as his model Pucci’s Contrasti, the writer of
the Register of Noble Women was much out of date 2,
But even in the Register there are signs of the Renaissance
style. In the fourteenth anf fifteenth centuries anti - feminist
writers turned from comprehensive vituperation to the more
individual satire of the novella #. The old forms persist: but the
now the cutting - edge is in Bandello and Boccaccio and their
followers, in hundreds and thousands of little stories illustrating
the weaknesses (it must be admitted) of men as well as women.
The impression remains, in this sad world of male authors, that
the women come out worse.

This tendency towards the novella 1s already seen 1n Puc
ci, where the bare epigrams of his authorities are given a little
context and solidity. Even more is it seen in the anecdotes with
which the Cretan poet adorns his moralising—of the Matron of

28) But it seems that the production of these old - fashioned misogy-
nist writings lingered on in Greece long after they were quite out of
fashion in Western Europe. The very rare History of Good and
Evil Women, published in 1549, is a pedestrian poem based upon
«authority», though in this case the authority is entirely biblical and
patristic. Of its 296 lines, in rhymed couplets, the first 210 deal wilh
evil women, forty with the good, and the rest with advice on the bring-
ing - up of daughters.

The pamphlet, of which only one copy exists, in the library of Mu-
nich (and so probably belonging to Martin Crusius’s collection) is writ-
ten by Zane Vendramos of Nauplion and has recently been published by
B. Knos, Un miroir des femmes du XVIe s. ( EAAnvixéa 14 (1955 - 6) pp.
123 - 167). Vendramos was also the author of another recently = discover-
ed moral poem. See I'. ©. Z®pacg, Ttave Bevipdpou lotopia ®ilapyupiag
pecd whe Ilepnpaveiag (EEBZ) 24 (1954).

%) The primitive novella was common to Ilast and West. We
have at least four examples of Byzantine stories, (expansions of Aesopic
and Oriental themes), which seem to precede their counterparls in Ban-
dello and his contemporaries. See E. Rohde, Eine griechische Novelle
(Rheinisches Museum fiir Philologie 31 (1876) pp. 628 - 630) and A,
Hausrath, Ein spatgriechischer Schwank und ein byzantinisches Volks-
buch (Ibid. 87 (1938) pp. 85 - 94). Compare also the anecdotes in Bar-
laam and Ioasaph of which a translation into Cretan dialect
awaits editing in the Bodleian. See R. M. Dawkins, A Cretan tran-
slation of Barlaam and loasaph. (Medium Aevum 1 (1932) pp. 190 - 125),
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fphesus, and of Aristotle. The second sign of the new feeling
is the increasing use of obscenity; of which the Register has
only one or two startling examples, but which in the Praise
of Women is one of the chief components.
The Praise of Women sets out to describe the ills of

women in three classes; unmarried, married, and widows:

lodra Aéyw 1ac mapPévec,

devtepo tas mavrpsuéves,

% UVOTEQQ TES HOVOEMEVES

té¢ ynoddes Tdc onaociéves, 492 - 495
The execution of this plan is not by invective, or authority, as
it would have been in Mediaeval poetry, but by description, and
anonymous anecdote. It is entirely in the spirit of the novel-
la. An interesting comparison may be made with Boccaccio’s
Corbaccio?®, though that is on a very much higher plane of
achievement. In Corbaccio the author finds himself myste-
riously in a strange country, seeking his (ideal) love. He is per-
suaded by an almost gentle and quiet description of the vices of
women that there is no such thing as an ideal love; and that if
men regarded them as they ought,

«...non allrimento andrebbono a loro, né con altro
diletto o appetito, che all’ altre nalurali e
tnevitabili opportune cose vadanon».

Or, as Sachlikis said,
#A1Q xaLooy Andaré s, ovyva undév dndre, Il 402

Noone could say that the description of vices in the Praise
is gentle or quiet: but the comparison of the two pieces shows
not only the immense superiority of the Italian work, but also
the basic similarity of both.

Boccaccio is talking of the vanities of cosmetics—

«,..con mille unguente ¢ colori dipigrendo, e or

con solfo a quando con acque lavorate e spessimamente
cO ragqi del sole i capelli neri della cotenna

prodotli simiglianti a fila d’ oro fanno le pi

divenire: e quelli ora in treccia i dietro alle

rent, ore sparti su per li omeri, ora alla tesla

%) G. Boccaccio, Il Corbaccio (Opere volgari vol. B) Florence
1828, pp. 165 - 266.
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ravvolti, secondo che piv vaghe parver credono, com-
PonRgono. ,» 187
The Cretan parallel is cruder and rougher:

... 1a palld wve 1a Fadalvov
xt O0Aa ta xaxa padaivov,
"Kyovv axdun xu &ilov Eva
Ot 1a povdia 1d xauéva
Pélovy mavia va wa éfyalovy
%" Euoopa did va @reidrov,
woav yardve va ta xduvovy,
£de modua 10 padvovy.
"AMes ud 1a puayarodria
xal padilovr 1a @ovddxia,
ahlec favovy 1y xlworiy

%l anatrovow 10 0aov

1a npdownd tove mAovuilovy
xal xala 1a Cwypapilovr,
ueotxéc, dia va 1’ donoilovy,
xi Ghdes va 1a xoxxevilovy
xt Grav Pélovv ra @reiasrobot
fjyovy dea ra orediaiodar,
mavovy no@ra xal thwoovat
10v xatoépryr, ra nlaxolor,
xai wodvia tov, 10y mrwobot
xt GAéws Délovr va prawastolor 514 - §25, 542 - 55T
Again,
«La loro lussuria ¢ focosa e insaziabile, e per
questo non patisce neé nuwmero né elezione: il [anle,
it lavoratore, il mugnaio, e ancora il nero eliopo...» 190
and
porvoy Erovro Eye ydowv
va yvoedy, moloy ra ndoy,
xt G¢ &v xal oapwys 4 Wlayxdons
7 ®QUEYOS HATEQYAVNS. 638 - 641
But the closest analogies to the Praise are found in an Ita-
lian work that 1s—and this is a difficulty we shall hear more of —
of a later date than the Cretan poem. The Ragionamenti®

s) P. Aretino, I Ragionamenti ed. Anon., Paris 1582,
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of Pietro Aretino, of which part achieved a wide notoriety under
the name of Pornodidascalus, were published in 1534. The
description in the Praise of Women of the way in which
brides strive to appear virgin on their wedding night—

...xal napitéves va parovot,

Bavouvr, xlelovy, xal pardrovy

tote Aéyer 6 «llovet

ACETE 10V, TOY ovéay

dea ra Adfw mopoviyyy

L] L ¥

(] & i - F
% UVoTEQ@, oAV TS 10 xdup

Aéyer tov Su «Xpakés ue
xal aiparoxidlicés uey. 665 - 680
i1s a rather less artistic version of the story of Nanna, who ap-
pealed to her husband
«..non senza pianto. «lo non voglio [far le
[ristitie; lascialemi slare» . . . che ¢ gridi fecero
correre su le fenestre i vicini . . .»

Many other resemblances may be found in the story *.
Again, Nanna’s account of the priest:

«Madonna, stando in villa, lo vide un di pisciari
disavedutamente sollo la finestra sua...» 22
1s of the same inspiration as
xt Oray £xELrot xarovoovat,
Erovtec Beylilovr »” Eowrotot
péoa ano ra nagePioia... n.h.m. 610 612

where the {apeiota of the Cretan text corresponds with the car-
bonchio of the Italian.

Finally it may be noted that the threefold division of the
Praise is the fourfold division of the Ragionamenti, with
the omission (which may perhaps be seen as typical of Cretan
tastes) of the Nuns:

«Non ci son de le Suore, de le Maritate, de le Vedove,
e de le Puttane buone ?» 84

#2) Ibid. pp. 12 - 14 (Rag. 1, part 2).
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These similarities with Corbaccio and Pornodida-
scalus in the one case cannot show, and in the other are not
intended to show, that there is a direct connexion between the
Cretan work and either. They do indicate, however, that the
Praise of Women is part of the [talian antifeminist litera-
ture of the day: and that if it originally had a direct source, it
is very likely to have been a popular work of the fifteenth cen-
tury. It is likely again that if such a source were found it would
be manuscript, or in a very rare early printed book.

When we attempt to invesligate the sources of Sachlikis’s
poems we are forced to abandon the comparative simplicity of
treatment that has been possible for comparatively simple poems
like the Register of Noble Women and the Praise of
Women. Now we are faced with much more complicated
works by a much more complicated man. In Sachlikis the pro-
cess of poetic digestion is more complete. It is impossible to
find raw lumps of earlier works, of the sort served up to us by
the misogynist poet of the Register. Nevertheless, traces of
imitation can sometimes be seen; and from these, and even from
general similarities of theme, we can get a result which, if not
so roundly satisfying, is of more real value. From them we can
see Sachlikis more easily in his age: know why De la Broue
saw fit to take his works to France, and why Martin Crusius
knew of his work and took an interest in it *s,

At the outset we are faced one major difficulty, that the
works of Dellaporta are not yet edited **. There are striking si-
milarities in the details of the lives of the two men, so striking
that they seem in some cases to go beyond coincidence. Della-

S

88) In 1681 Stamatios Donatos, a learned Cypriot, explained the
meaning of various words asked him by Martin Crusius. Among them
is the significant group y«férudar, xovofa, molirixy, ndory, paviictpw, pmov-
movwt, ete., all from Sachlikis. See M. Crusius, Turcograecia Basle
1584 pp. 208 - 9.

84) All the following details and quotalions are taken from the an-
nouncement of Dellaporta’s discovery, made by Professor Manousakas
to the Athenian Academy. M. Mavoloaxag Ilgpt dyvoorov Kpnruog
momtod mpd the Gdhdgewg & Aeovapdog Nrellamdprug =oi to €pyov outod,
IMpaxtuxo "Axadnuiag "Adnvév 20 (1952) pp. 32 - 44) Much of the informa-
tion is repeated in «To¢ Bijpa» of 17 January 1954, and twelve lines of
Dellaporta’s verse are printed in 2, "A LeEiov, Kgnuun davlohoyia Hera.
cleion 1954, p. 23.
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porta, when he was a young man in Candia in 1364, was thrown
into prison for a month; though in his case the offence was that
he had spoken insulting words against the state. But after redeem-
ing his honour in the service of Venice, he gained the office,
around 1385, of advocate at the ducal court. He seems, admitted-
ly, to have had more success than Sachlikis, and to have dis-
tinguished himself as a diplomat; but his good fortune was not
to last. In the early years of the fifteenth century, Dellaporta
was cast again into prison, and this time for a longer spell, for,
like his brotheradvocate three - quarters of a century later, he
was able to say

of 1edliupéror oriyor nuov, rovs Eyoawn ué Minypy,

fé ovppopav dfidoraxrov xai novovs AuUEroNTovs,

uéoa els v padvonv eurlaxyy xal v oxorewriaciéryy 3-5

And when his friends came to see him, they asked

«Kalé, xal nds oot Eyiverov xal nodev ood Eovvéfiny

va ovyxkidijc els Sowrav puds neviyoijs yvraixas

xatl ra o ellxdoy o nodo; s, va of xaranoviion;» 1178- 1180
In short, some woman had fathered a child upon him, and most
of his Dialogue (with the figure of Truth) is an elaborate
attempt to show how unjustly he has been treated, and how evil
is the race of Woman, His editor’s words ring strangely fami-
liar...

«In answer to his dilemmas, Truth rocounis various histories
of personages from Scripture, the Ancient World, and even of
Contemporary date».

Though, apparently, Dellaporta quotes estensively from Byzanti-
ne authors, he is in the direct stream of Western mediaeval
tradition.

From this bare account we can see the great likeness be-
tween Dellaporta and Sachlikis: and we are told, tantalizingly,
that it is very probable that Sachlikis knew Dellaporta’s work
and to a certain degree imitated it. It is clear that it will not
be possible to make an exhaustive study of, at least, the auto-
biographical part od Sachlikis’s work before his predecessor’s
poetry 1s published.

The commonest of Byzantine moralising poems was the work
known currently as Spaneas. It exists in more versions even
than Acritas, and the variety of its forms attests to its po-
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pularity. Sachlikis, and probably every other literate Greek of
the fifteenth century, would certainly have read it in some shape
or another®. Vet there is no marked resemblance between his
work and Spaneas on the only major theme where they coin-
cide, on «frienship». T'he Byzantine poem is strictly a matter of
injunctions, the Cretan approaches satire But it is presumably
from Spaneas that the whole convention comes of a nou-
thetic poem addressed to the son of some great man. Whereas
it used to be a prince, or a nobleman’s son, now it is

. peyalov drfoddhnov vide, dxoifoavaitosiérog
Another convention adopted by Sachlikis 1s found only in the
most popular version of Spaneas?® (which may well have co-
me from Crete). There the advice takes the form of a letter to a
young man who i1s away

‘8¢ véo; énharqgiyxev, dpnxev tods yovel, twv,

ora tébra édwafnxer, v Levirerav énijos

mrraxia 1oy Eypaper, x Eagfe rov eis ra Eéra I
This is the same idea as the beginning of the Advice to
Francescin:

[Ivlda éxéman’ ebraton moddds @ooés yiua oérav

va o0& dwarafw, DPoatlnoxij, va Aelnps ap’ ra Eéva [ 1-2
The idea of a letter is maintained in both works:

Kal oérav aaley dearaynv xal maaidevarr ra yodypw I 3¢

...1a 0& Eypawa Eye 1a el 10v rol cov,

xat tovra make yodpw oe, vid dyazpuére 7

From the Ptochoprodromic tradition Sachlikis inherits some
of the mechanics of his poems, The transition from one section
to the next is identical in both. In Prodromos*

“Hxovoag, ndvra ij<oveas, v {Eodor 10d oizov II 62
in Sachlikis
"Hxovoare tijc pulaxijc 10l¢ novovs xai ras Hlipsis IT 341

*5) The Oxford manuscript belongs to a group of six, parts of which
seem to have been perbaps a school exercise.

85) The Oxford version T quole from the manuscript (Bodl. Misc.
Gr. 284) because I have been unable to fing the edition of it made by
F. Hanna in Jahreshericht uber das Akad. Gymnasium in Wien:1896-

1) Citations from D. C. IHesseling- H. Pernot Poémes pro-
dromiques en grec vulgaire, Amsterdam 1910,
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The resemblance serves to emphasize a more radical similarity.
We have seen that the divisions of Advice to France-
scin, (and the fact that Friendship, Prison, and My
Warder, though combined into a roughly continuous text
are really separate poems), are due to the requiremets of perfor-
mance. Exactly the same phenomenon occurs in Prodromos. It
is especially noticeable in Poem 1V, where it has even forced
the editor to put a line of division, so irreconcilable are the pas
sages; in Poem III there is a clear division at line r116. We may
imagine too that if Sachlikis had held the public interest for a
century or so his text would bave looked very much like our
manuscripts of Prodromos. Certainly the interpolated ending to
the Advice in the Montpellier MS, and its occasional groups
of inserted lines, show the beginnings of the individual varia
tion which has led, in Prodromos, to the chaos of Poem II.

Other Prodromic characteristics can be seen in Sachlikis;
they will be mentioned later. But the superficial resemblance
between the Byrantine poet’s description of his gourmandising
superiors and the picture of the jailers of Candia does not last
more than one reading Tt is as if the same cadences, the same
rhythms of complaint, have come down through the centuries,
changing so little that they obscure the real gulf between the
poets: Sachlikis 1s always superior to his circumstance; Ptocho-
prodromos 1s a beggarpoet amusing and facile, often more dan-
gerous, never noble. If we are to find the roots of Sachlikis’s
nouthetic poetry it is in the thought of a later epoch, which
(perhaps for historical reasons) is not represented in Byzantine
literature.

For dice - playing there are two loci classici in Italian litera-
ture. The famous simile that opens Book VI of the Purgato-
rio has left no trace in Sachlikis. But Petrarch’s De rime-
diis utriusque fortunae, (which was translated into Ita-
lian as early as 1427, with the title De’ rimedii dell’una
e dell” altra fortuna)®, contains a chapter «Del giuoco
de’ dadi prospero», on which it seems clear that the Cretan poet
has drawn. Petrarch talks of the bestiality that seizes gamblers
when they are at play—

**) F. Petrarca, De’ timedii dell’'una e dell’ altra fortuna, volga-
rizzali.. Bologna 1867.
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..e le faccie degli womini sono possedule da iracundia e da
tristizia, e tnerudelite per grida confuse; e gia non paiono faccie
d’ womo. Dove, non ¢ convenevolezza di costumi, non maodestia
di parole, non amore verso gli womint, non reverenzia verso Idio;
ma sono wi conlese e rancori et inganni ¢ Sperqiurt € rapine;
alla fine, alcuna volte fedile e omecidii e biastemmie del nome di
Dio... p. 143 (I. 27)
Compare Sachlikis—

‘0 Laptorns ooéysrar ndvra va {nyaredyy,

xal adixiav piloxond ndrvra va unyarevyy.

6 Laowoths dyavaxtd, Yvuverar, paviler,

v wfonv tov xal wor Xowrtov xal tovs dyovs Ufoiler

0 Laptothc 0bdév yypd, dv Ev xe duwap pouar,

Surel xal mdvt diprogxd 10 dvlegdr tov arduay [ 126 - 131
There are other passages, for 1nstance on the evanescence of
gambling profits, which show resemblances. Finally, Petrarch
ends the chapter

«[mperd, quale cosa ¢ piit mirabile che quello, che per prover-
bio, 8" ¢ delto per tulli, ma per conlinua esperienzia st comprende
meqlio ? civé: che tulli © maestri i questo giwoco sono nudi, po-
vert € mendichin.

The cretan poet expresses this in one couplet, and then ex-
pands the ideas of «nudi, poveri, e mendichi», though in this
case it is not the gambler, but his children, who are forced to
beg—

Oéletc va dfjs atov Lageory Eva xalov onuddiv;

‘Ono "var mdéa pdoropas, Evawv xal nhéa onuddey,

drotes yiverar mrwyoe, tédeta Eonpadey.
‘O pdorsoas 6 Laptotys...

1éc fo0diés xal moaypuareids Soes xe av &ysL 100 186,

xal 1a natdid Tov mudvovawy t@wy Xototiav@dv tés mbores.
I 168 - 175
In his chapter «Dell’ abondanza degli amici», ’etrarch writes
«..l" abbondanza degli amici viene coll” abbondanza dell’ allre
cose...cost, partendost la forluna da le, si mostrano quali erano
t tuoi amici, e quali della fortuna... l” aversild caccia via I’ ami-
co simulalo e fitlo». (I 50)
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This might serve as a précis of much of Sachlikis’s poem on
Friendship.

uvde xai &ndovrivaowy x° elyav peydlove pilovs

%" votepoy Enrwydvaoty %° &ydoaocty tovs @ilovs IT 105 - 106

7 pulaxy tods pliove 8¢ delyver ds; 16 mordiuy,

xt g v nérpay 10U yovoapiod Exeivy rovs ywoiler II 184 - 185
and

61 10ds pilovs Tobs xalovs 7 pulaxy rove delyver Il 263

It may be recorded that L.atin incunabula of the Rimedii
appeared in 1471, 1474, and 1492. (The Italian first edition ca-
me out in 1549)*. But it would be a fallacy in this case to use
147r as a terminus post quem for Sachlikis. After Dante,
there were probably more manuscripts in existence of Petrarch
than of any other Italian writer.

It is highly likely that Sachlikis knew the outstanding
example in Byzantine poetry of a prison - poem, «Verses of the
Grammaticos Michael Glykas», which he wrote when he was
imprisoned at the instance of a malicious enemy *. This poem
was written in 1156, and might be better known than it is, on
two counts. Firstly, for evidence that it gives of the influence
of the Ptochoprodromic poems, to which it is very close; second-
ly, for the use it makes of folk - motifs. Short of actual exist-
ence in a manuscript there can be no better proof of the anti-
quity of a folk - song than one which we find in Glykas’s Im-
prisonment?*.

No direct references to Glykas’s p>y:m may be found in
Sachlikis, but there is a general similarity in the sequence of
ideas which may be the result of more that the similarity of
theme. Both poems start with a condemnation of the vanities of
the world and their deception, both go on to the horrors of
prison, and both pass from generalities to the particular iniqui-
ty of gaolers; so that Glykas says that the worst imprecation
he knows is to wish someone —

els yécia éynpovoys orouard, pwoot xamxiaoiov 249

which may be compared with Sachlikis’s failure, after running
the gamut of wolves, crows, mad dogs, and Cynocephali, to

2) Ibid. vol, 1, pp. 41ff.
) BGV 1, pp. 18 - 37, and xiv - xx.
¢1) See above, chapter 1,

KPHTIKA XPONIKA 1a. 16



242 Gareth Morgan

find anything bad enough to compare with - gaolers.

The poem Battle of the Whores, as it now stands in
only one manuscript, is a fragment which has been tacked on
to the larger Assembly. But it may be a fragment simply
because it has in trammission lost its beginning aud end, or
because it was conceived as a fragment, as a short jeu 4’
esprit, an example of parody. Parody it certainly is; the who-
res, now divided in two parties, ride chargers and grasp lances,
charge and countercharge.

The greatest parody in Renaissauce Greek was Demetrius
Zeno’s translation of the Battle of Frogs and Mice™,
In some ways it can be said that it is one of the best translati-
ons of all time; for as the Homeric poem perfectly exposed the
latest ridiculousness of the early Greek epic, so Zeno’s poem
perfectly exposes the rather less latent ridiculousnes of late
Byzantine romance, There 1s a distinct resemblance between
syme parts of the two battles, and the way in which the champi-
ons are introduced. In Sachlikis

“Hide »” 5 Tlafodlawra pué 1o paolv 16 paigo,
xal mhalel nera Pvuod odv Yvuwpévov ravoor, 11 696 - 697
Kal 3 Mavotia Epraoe 100 Nixolo “~Aunoducw,

1ne fiorauévia Epidace amo 1oy duunoy duuov, Il 700 - 701
In Zeno

‘O Ywuopdayas Epitase pé 1° dypior rov nitos

%’ Eunijxze ywols mjonon atdr foodaxmv 1o nlijdos, 175

‘O Koaufopdays Eplane, roras dév tdr unodiler,

mafovee anglov axo v yijv, 1wor yoddov rov yeuilet. 197

But 1t 1s unlikely, on chronological grounds, that Sachlikis had
the Battle of Frogs and Mice in mind, Demetrius Zeno
was working as a typographer at Venice from 1524 to 1543 *;
so that unless he lived very long, and his poem was written
when he was very young, it would have been after the likely
date of the Battle of the Whores.

Another Cretan parody may be mentioned here, not because

¢ M. Crusius, Turcograecia pp 372 - 3532, For the same subject
in Western Europe see P. ILehmann, Die Parodie im Mittelalter
Munich 1922, p 4l.., «It can be said that the animal - fables of the Mid-
dle Ages are parodies of the romances of chivalry and adventures,

) E. Legrand, Bibliographie Hellénigque... XVe et XVIe Siécles
Paris 1885 ete. Vol. 1, pp. 180 etc. (see index).
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it has any immediate reference to Sachlikis, but because it
shows the existence of the genre towards the close of the fif-
teenth century. In 1909 was published from a Mount Athos codex
a poem of 139 lines*, whose language and the state of its rhymes
suggest the period of Picatoros and the Register of Noble
Women. It was published as a riddle, or a series of riddles;
other scholars suggested it was a nonsense - rhyme, and com-
pared prose nonsense - tales of today ‘. The poem is in fact a
parody of the genre of mystic poetry, (of which the greatest
example 1s Dante himself), where the poet finds himself in a
mysterious landscape, and, after various strange things have
happened to him, is given a vision of Heaven or Hell. The
Greek example of this style is Bergadis’s Apokopos. Where
Dante meets a greyhound and a leopard, Bergadis hunts a hind
that disappears from his sight. The Cretan poem is not an im-
mediate parody of Apokopos. Indeed it almost certainly pre
cedes it. Nevertheless, coincidences in the two works are strik-
ing enough to show at least that the nonsense - poem is alluding
to something very similar to the opening of Bergadis’s work.

Bergadis is fully armed

x” elya oy Ldaly pov onadiv, ato yéuir pov xovrdoey 7
The oaf’s equipment is rather more eccentric

Efala els 10y vdDudy pov 16 Eddivo diodxxur,

Enfjoa %' els 10 yépir pov 10 1oiytvo pafddxuy 53 - 54
The poet is riding across a
. . . Afddey doatouér oy 5
The oaf
Kaunor éneotndarovva molda nmldatiy xal uéya
xal uéoa Eysue vepd . | . 55 - 56

They both come to a tree: which in Bergadis’s poem shakes
under the attack of two mice; and in the other scatters dust in
all directions because it contains a whole threshingfloor, com-
plete with thresher. They both come to a well—
...elc pooidwy Eyxpeurod x° el; oxoretvov mmyddey 56
*Axoun dév éydowoa, Ywod Eeponnyddiy, 65

M A. lManadodonovhog- Kepapedg, Anpddeg Puvlavivov dopa
alviypnot@dec exnudepévov Sinynuatxds napaforiv tve. (Amoyoagia 1 (1909)
pp 56T - 573).

“) Koukoules and Kyriakidis, in Adgoygngia 2 (1910) pp.
195 - 198.
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And in the end Bergadis descends to Hell, where the guards ask him
«néPev nal dnd nob; tis eloar; 1 jvoedeis:» 77
The oaf climbs a beanstalk (or to be more precise, a gigantic
marrow plant) to the gates of Heaven, where he is asked
«Tic eloar; nodev Eplaves; ti Bélets; i yvoedeis :» 138
and here the poem breaks off.

To return to the Battle of the Whores: itisin my
opinion a parody of part of T heseus and the Marriage
of Emilia, itself a translation of Boccaccio’s Teseide*.
There is nothing to indicate whether the original or the Greek
translation is referred to. The only edition of the Greek work
came out in 1529 ‘", but this shows a form very different from
that of the Paris manuscript, which is probably earlier. The
Italian editions start from 1475, but in this case we have very
good evidence that the translation was not made from a printed
book; for no edition known to us has a group of six obviously
genuine stanzas that the Greek has translated .

The Battle satirizes the great contest in Book VIII of the
Teseide between the supporters of Palemon and of Arcitas,
the rivals for the hand of Emilia. Arcitas’s party prevails, but
in the hour of triumph his horse throws him and he is badly
hurt, Theseus, as master of the tournament, comes to him

Totes oy Bapudrwoay 8xel xara s toag

xal 10 yAwudy tov mpdowroy molitor dalloyooiasuévo
otya 10 Exardfoefar ué dpooepdy yao tdwo.

xal 16te Wowne (noevs, 6hot va ovraytoior

aviol mov énoléiusar, xal tére nale doile

rovs dhhovs mod Efoloxoviav xal vdx Ernolsuodoay
gwols v* doynoovy timotes ol ndrvies va wioaépouy,

L ]

“Lotoe xal ovvayPnoav nmodloi yiarpol orov témov,
xal xelvor ov énlvvaowy , , | IX 13, 22, 23

1) Treated in chapter b

Y) E. Legrand, Biblisgraphie... vol 1, pp. 206 - 7,

) F. Zambrini, Le opere volgare a stampa dei secoli XIII e
X1V Bologna 1818, col. 173.

“)J. Schmitt, La Théséide de Boccace et la Théséide grecque
(Bibliothéque de I’ école des hautes études 92 (1892) pp. 279 - 345) pp.
821 - 322, 340 - 311.
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In the Battle, Arcitas is played by the wife of Antonis Gou-
naris; she is thrown

Eyxoéuviaév v v dloyov xal laxtondinoéy v II 707
Mistress of the tournament is, of course, Koutayiotena,

nelever Kovrayiwrawa »° éfsoudrwoév v,

péovouy veoody, dooailovy v, 6lnv xal foéyovaiv .

‘Opiler Kovrtaywdrawa ra argéypovy els myv Xdpav,

of laBwuéves oi ’Aevéc va yrargevrotyv amy doav,

% ol GAec va ywixevogovor v xegav v agwgar 11 708 - 712
Here the poem breaks off. We may divine the end from the fact
that Arcitas makes his triumphal progress through Athens on
a carro, no doubt a close relative of that cart at whose tail
the whores of Candia were whipped around the town: and which
Sachlikis wished to see used for Koutayiotena herseif 90—

ova 0@ my Koviayidrawra orijc Bldorawvas 10 xdooog,

xal va 1y déovy xt 6 povronc dia va "y néya PBdagos 11 437 - 438

Since the Battle is a parody, it would be natural to expect
that the Assembly of the Whores is also a parody. But
it has not been possible to find a prototype: and perhaps it may
be thought that a poem of this sort, so clcsely connected with
its surroundigs, is more likely to have been an independent
work. Certainly it seems to stand on its own in Mediaeval and
Renaissance Greek, and we cannot point to any real precedents.

The idea of a council of women, which Aristophanes esta-
blished so firmly in satiric writing, is almost completely absent
in Mediaeval literature. T'here are of course some Provencal
courts of love; but they have no connexion with our subject.
The one well - known example of a satirical «council of women»
is the Concilium in Monte Romanico?®*, where the

80) For this whole business of the yBévrioua see ®. Kouvxouvdéc,
BuCavuvdv Blog xal nmodliuiopnds vol., 5, appendix, Athens 1952, pp. 6 - 9,
It is a common theme, and the ends of both Assembly and Potho-
tsoustounia recall passages in the I,iturgy of the Beard-
less Man (BGV 2 pp. 28 - 47)—

*Axroloare, dvdownoi, xaxob oxavel wyv Sujynowr, Tév onavéy 1oy mapdaon-

poy xalov va t1ov Pollwpuey Slot avidy mavies,,. 393
debive oly mdviss, v yavsuiday Tov mTUOETS 408
Oi 1otpxot va of magovy xai wwléas va o ddoovy, sic w0 dudsiv va ob
xawlovy.,. b67

8) ed. G. Waitz (Zeitschrift fiir deutsches Alterthum 7 (1849) pp.
160 - 167).
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satire is of a Church Synod. The council opens with a reading
from a Father of the Church—

...Praeceptor Ovidii docloris egreqgii
Lectrixz tam propicii fuil evangelii
Eva de Danubrio potens in officio
artis amatoriae wl affirmant aliae. 26 - 29

The Concilium does not seem to have left any progeny, but in
one thing at least it may be compared with the Assembly: the
ladies mentioned in it are real persons.

The same tradition of personal satire is seen in I,es evan-
giles de Connoilles®. The parody of ecclesiastic writing
is of the slightest. The six old women who are the «Ewvangel-
ists» have obscene and fanciful names. They produce capitula
of «advice to women», «adventures of women» and so on: and
at the end of each item 1s a learned comment by some real wo-
man, presumably of the anonymous author’s acquaintance.

In Byzantine literature, Mazaris® gives us certain inte-
resting, but perhaps superficial resemblances to Sachlikis. Ma-
zaris descends into Hell, and various characters from Byzantine
public life, recently dead, come to question him. Each is given
a rude, and often unintelligible, reference—

29y todrw nxev Ex 'alaflov Ilédov xal 6 1ac alyac modregoy
Meyyoidlns . . . Kal per’ adov 6 éx norauiwy

osvuarwy 'laneros éxsivos Ilordpos, 6 noos Ufoets

onrwo dewos . . . Zhv rolrw flvdey 6 Klavdidding

Exetvog O yoipwy ocodnacis ™ ., , . 14

It 1s not impossible that some memory of this might have been
in Sachlikis’s mind. Certainly the Italian words of bis gaoler’s
companions,

rva toaywdoly lauvixa xal va pé neoxavrdoovy,

xal 10te Afyovoe »” 8ué «Baivy unéfoe otv rodrror», 11 369-370
ring rather like Mazaris:

. w . 0 & Aarivwy Bagpdolouaioc Nrealaydoxos €xeivog,

xal arwvixis pé moooayogevoas « Maefévia pioés, I5

) Ies évangiles des Connoilles (Quenouilles) Lyon
1893 (edition of 66 copies).

) A. Ellissen, Analekten der mittel - und neugrichischen Litte-
ratur vol. 4 Leipzig 1860, pp. 187 - 362,

84) Zodmaois - sub » pasha! DC s, 1.
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This habit seems quite popular in Greek demotic poetry. We
remember Ptochoprodromos’s Rumanian

nofauny xpdlewy avvey®s 1o «Aéure xvotddarovs

10 «Zduvey xal 10 «Ntduvoen xal 10 «oretoom00TéWm».

IT 251 - 252

But the most striking analogy to the Assembly is found
yvet again in a work that appeared years alter it. The notorious
Tariffa delle puttane di Vinegia has been attribut-
ed in turn to Aretino and Veniero: neither attribution can be
correct ®*. It was published not long after 1535; only two copies
are known, T'he piece is in the form of a dialogue between a
Stranger and a Venetian Gentleman who advises him on the
whores of Venice, describing in turn the talents, and the price,
of each. (Our thoughts may turn to Nufrena,

. O6ov var dia ypdooo),
The more expensive are naturally given more space; but when
we come down to the half scudo range, the list sounds remarkab-
ly like Sachlikis;

Molte putlane in piccol passo abbracecio

Valeria, Bernardina, Sigismonda,
IKlena Pandalon, degna di laccio,
Malgherita, la Sarda, e quella monda
d’ ogni gratia, Vignona, e la Schiavona,
la Greca, la cui polla sempre inonda . . . p. 48
The succession of names, the variation with little phrases of
description,

5 Ayyediva Eréowosv 6a0d v énrovoav,

Enéowaer »° 1§ Adapnotary, evover xat v [erobooar,

Epracgey » 7 Zravpdxawra x Eodrdr e 10 mod “oa,

%" 1) Bagellonotla roéyorra, v’ arlud tys éxrvrovaa 11 486 - 459
the use of geographical names — "Eyotmdnisco, [Mlaoéviiawa,
'Aarovralidriooa — all these are the same, and show, not only
how close Sachlikis was to the writing of his age, but how he
may even have been in its forcfront.

Pothotsoustounia presents us with a complicated pro-
blem. The opening is an Acritic parody.

) ,a tariffa delle puttane di Vinegia ed. Anon pa-
ris 1883 (edition of 160 copies). See p. vi.
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ITgoyés Gpya ot onity g, 1is xovpfas 1ijs uaviioroag,

névie peydles molttixés Euewvav uer’ éxelvny,

Ilaldow Exparrjoaowy Eva Huepoviyih,

xal 10te anelv foyolacey Exeivo 10 maldowr,

Exaroav xal xavylotnoav dia réc dvdpayadéc rove'

xal pua an’ Exelves fjoytoe va Aéyp ra xald g

«Odx nignra molitixyy xdlliav maga éuévay.

Ay elney «Odx nionxa pavlioroiay va ué dedfip».

"AAly elne «llivw 10 »pasly map’ dvdoa 7 yvvaixa».

“Aldn elne «llivw 16 xgaoly, pavdilw xal uethow» *¢, 814 - 823

In the Escorial Acritas, the young Digenis goes to seek out
the lairs of Philopappous and the Apelates. The old robber
questions him, and then invites him to eat—

«2vpare apyvpov oeddiv va xdarily 6 xvgros Baoilne».

Toanélev fjotecay 6umods ra @dyovv xai va niovv,

xal xala &payav, xald fmav, xai éxaloypvyijoay,

dhhogs Eleye «’Ey® dnavi@d nevijvray,

arhoc Eleye « Hyaw dnavid éfdouijvra»,

dldos Eleye « ' Eyd dnovid Siaxoolovey . E 678 - 683
Sachlikis, in parodying Acritas, was following a path already

cut in the Prodromic poems: not only in the wellknown lines
‘(2 tls "Axoityc £regos dxel va eboédy t0te,
xal 1as modéas rov va Eunnke, va énfjoe 1 oafdiv tov®

III 164 - 165
but also in such things as

xai t0te va eldec, déonora, nandifuara rewrégov, III 193
and

xal anoxorioy ws dyovgos xai émidalnoy els péony,

xal oeioy 10v xovidowy tov, xal elnff 10 « AN cakétoe»,

xal xarefj, 10 Aéyovolv uves, els 16 nediov. IIT 373 - 375
(where the mysterious words conceal «Alim allah», — «God is

%) «The women of the medieval times appear to have spent much
of their time in these estuves (later stews) They met there as a
place of amusement, and often clubbed together provisions to make a
banquet... The earlier French popular literature introduces us to the
scenes that occurred on these occasions, but they are so coarse and dis-
reputable that I will not venture to describe them here«, (T, Wright,
Womankind in Western Europe, London 1869 p. 270).

57) This, with other examples, in A. X atCf¢, Elorathog Maxgep-
BoAitng xai "Axgitnic (Adnvd b4 (1960) pp. 134 - 176) pp. 146 - 148.
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great» —the warcry of the Saracen raiders).

Perhaps, too, Sachlikis had his tongue in his cheek when he
produced the enormous list of «impossibilities» at the beginning
of Advice to Franciscin®. Read seriously they seem
grotesquery quite out of place in the poem. Consider them as a
skit of the adynata of the love- poetry of the time, and they
become quite amusing *.

But after the Acritic opening, what shall we say of the fi-
gure of Pothotsoustounia, the Archwhore? She and Koutayio-
tena are heroic, gargantuan figures. The adjective is used deli-
berately, because it is to Rabelais that we automatically look
for characters of this sort. But Rabelais wrote well after Sachli-
kis. Searching back into previous centuries there is only one
figure of any stature; and she, the Wife of Bath, is so different
from the flamboyance of Pothotsoustounia that we must discard
any wild ideas of a connexion,

In Byzantine poetry there is one title, T he Beldam?®,
that attracts our notice. But this fourteenth - century poem by
Manuel Philes is of the wholly critical and vituperative kind,
and is of interest only insofar as it shows, with Philes’s other
poem, The Rose, a style familiar in some Iate Latin lyrics.
Boccaccio’s very rare poem I,a Ruffianella® has a pro-
mising title, and a promising beginning

Venite, pulzellette e belle donne

Quando ne sedici anni era in elale .
but it 1s an account only of a first lechery and not a career.

A historical notice provides one striking note to compare
with Sachlikis’s

aréow xal &w nai naviod xdpvw 10 xdumpud gov 828

%8) But compare an interesting parallel in the Ballades des
contre-veérités of Francois Villon, a poet with whom Sachlikis has
been compared; in my opinion, very wrongly.

%) D. Pétropoulos, La comparaison dans la chanson populaire
grecque Athens 1954. See pp. 98 - 103 for a study of the adynata
and an introduction to their bibliography.

80) “H yoats desiyys attributed to Manuel Philes, edited in B Thor-
lacius, op. cit. vol. 3, pp 65 - G8.

) G. Boccaccio, La Ruffianella <Lucca 1559+ (actually about
1850, in an edition of 25 copies parporting to be an exact reprint of the
original).
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A Venetian document of 1438 mentions at Candia
«ua molitiny 7mov xdvet 10 xduwua Efwm wal dvorytd» 2,

Finally, here again we are faced with a mystery; for the
only work that can be directly connected with the boastings of
Pothotsoustounia is a «New Farce» played at Rouen in the
year I5If5 °e,

The sottie® is a form of dialogue between four or five
persons, usually played on a scaffold in the open air at carnival
time in fifteenth — and sixteenth — century France. It probably
dates from the early fifteenth century, but the examples we
have are nearer 1500. Here is the opening of a Farce nou-
velle 4 cinq personages c’est assavoir: Troys
Brus et deulx Hermites.

La Vielle Bru commence :
Je suis nommee la Vieille Bru,
de toutes aultres gouvernante ;
tant a Meulenc comment a Manlte,
par tout j'ey moulu orge el gru.
J' ey ew U’ esperil si agu 5
I’ ey porte lance sy mennante,
homme ne craignois plain d’ argu.
Je suis nommee la Vieille Bru,
de loutes aullres gouwvernante,
gouvernee me suys en lemps deu, 10
7’ ey par tout combat alendu,
7" ey este a U’ assault enlrante
sans poinct demarcher, je me vante
ne doubtant corps grand ne membru.
Je suys nommee la Vieille Bru, 15
de toules aullres gowvernanle.
Tant a Meulenc comment a Mante,
7’ ey par tout mouwlu orge et gru.
Je suys nommee la Vieille Bru.
Sa, [illes, parles a moy dru, 20

) I, Apapnacloydov, Porierog Biflodnun part 2, p. 244, (Part
1 was printed at Constantinople in 1933). T have not been able to con-
sult this work, and quote from Koukoules,

e5) ., Picot, Receuil général de sotties (Société des Anciens Textes
Francais) Paris 1902, vol. 3, pp. 79 - 97.

%) Ibid. vol 1, introduction.
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faictes record de vostre affaire,

quel train voules lenir el faire.

Parles, vous, la plus coynoissante.
La premyere Biru

Ma [oy, dame la gouvernanle,
tunt que je soys fille vivante
je tiendray 1’ estal de brurye.

La Vieille Bru
It vous?

La Ile. Bru
Soublx volre seigneurye
de brus porleron le guydon;
mais « vous nous recommandons,
gqu’ il vous plaise nous gouverner,
nous tnstruyre el nous enseigner
la ow bien pour nous puissions estre

La Vieille Bru

Taisses vous, ma petite fille.
Je ne suys pas sy incensee
que vous ne soyez bien pencee
cheulx U osle ou je vous logeray
La Ile. Bru
Iin tout liew je vous suyuviray
ausst, dame la gouvernanle.
La Vieille Dru
Je suys assez recongnoissante
pouwr vous bien loger, par Sainct Bon.
Moy je scay bien ou il faict bon;
]’ ey este bru en lout pays,
la ow les brus sont obays.
J’ ey este bru gasecongnanle,
bru brefaonne, bru bretonnande . . .

261

25

30

70

75

and so on for twentyfive lines of towns where, as Crete is a

small place, we shall not follow her.

In the Cretan poem the resemblance is clear. For the recur-

ring couplet
Je swis nommee la Vieille Bru
de loutes aullres gouvernanle
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we have the exact equivalent

Eyd 'par 9 HoBorooverovrid, éydd ’par ) ywlonéda,

&yw “par drndvw els 6les ods, Fyd ‘nac éda xepd oas. 829 - 830
and

iyw uar ) Hoorooverovvid, éyd "nuar ¥ ypwlondda,

Eyad "par mowry molirexd), fyed ‘uar doytuaviiorpa, 852 - 853
For the account of the Old Whore’s prowess and recklessness,
we have

xal xhéarw Emdefidrega napa 18 xovofes Glec 831
b &, N f [ ] r

Eyw Ty pov glc 10 xaxd, yaiooftar va pavdiw 872
Eyw xat térowav ydotrar, Exw xal térotay rdéwy 875

and many other lines. T'he plot of the French poem, that the
two young prostitutes are coming as apprentices to the old wo-
man, is echoed in Sachlikis—

av élere 1é¢ tafes pov va ods tés founvedom,

ar Pélere va xdwrnre, va pddnre va Lijre | . . 8§33 - 824

av Vélete va pddere nids fjuovy padnuéry . . . 854
The wanderings of the Old Whore as she follows her trade,
find their equivalent, on a smaller scale, in Rethymno and
Candia.

"Euéva els 1o Pédepuroc éyefeviioani pe

xal ndlv Emdelstinxa, yvoilw els vy Xdoav. 884 - 887

These, and the whole spirit of the two poems, are much more
than coincidence. But, (and I quote the acknowledged authority
on the subject), «la sottie est un genre tout francais, et qui pa-
rait n’avoir eu que peu d’ influence sur les théiitres étrangers “®».
He goes on to mention vague similarities in Holland and Eng-
land, hardly going beyond the bare name: and specifically to
deny any connexion in Italy.

So we have another problem. I suggest that the link between
Rouen and Candia lies somewhere in the Feast of Fools for
which there is evidence in mediaeval Italy **: and that the Com-
media dell’ Arte did not spring to light as fully - armoured as is
sometimes assumed. It is a suggestion that is at least very dif-
ficult to disprove.

¢) Ibid. vol. 1, pp. iii {f.

) A, d” Ancona, Origini del teatro Italiano, Turin 189], vol. 2,
pp. 206 - 207.
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CHAPTER 5
THESEUS AND EMILIA

Bifliondilne

... Ounoov 100 sogddrarov Batrpayopvopuayia.
Dilouadne

Aév zdurer rovro yiar’ éué, 6t uidel fadela.
Biflionwring

Mallov pulet andovorara, yiatl éustaylwriodn,

xai anod oriyov Eupergor 1boa Egiuaoiatly,
dilopaltne

2'¢ olpa Evar; To Aowndr, ddés pov 10, unv apyfops . . .

This conversation i1s from a little dialogue printed at the
head of Deme:rius Zeno’s translation of the Battle of Frogs
and Mice', published at Venice in 1539. Even making allow-
ances for the advertising techniques of the day, we can see
that a new personality has entered Greek culture; the man with
inclination and money enough to wander into a bookshop and
ask what the latest novelties are, and yet not educated enough
to read ancient works in the original. The bookbuying habit
has arrived.

As far as Greek demotic poetry was concerned, it had arrived
very late. By 1485 an Italian of the same interests would have
been able to buy T he Art of Palmistry, Poggio’s Jokes,
The Triumphs of Virtue, The Wonders of Jeru-
salem, or any one of hundreds of other popular works for
eight or ten soldi?—two or three days’ pay for an ordinary
soldier, Yet it was not until 1515 that the first book in popular
Greek appeared, the Apocopos of Bergadis. For his first
venture Stefano di Sabio had found a best - seller, which was
continually reissued for two hundred years: and with this en-
couragement he and his colleagues went on printing modern

'' M. Crusius, Turcograecia Basle 1584, p. 372,

% H. F. Brown, The Venetian printing - press London 1891. Ap-
pendix VIII is the day - book of a Venetian p:inter - cum - bookseller
from 1484 to 1487.
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poetry until, by the end of the century, twenty - two different
titles had emerged.

This may not seem a very impressive total, but when the
economic difficulties are considered we may think it surprising
that it 1s high as it is. Even in Italian works an edition of a
thousand copies was a rarity until well into the sixteenth cen-
tury. In 1492 a popular edition of the Bible, which may after
all be considered a certain long - term seller, was printed in only
930 copies®. The venture of printing books for a much smaller
public in a time of constant stress and disturbance must always
have been financially hazardous. Even so it is very likely that
our lists are far from complete. Of the thirty - nine sixteenth
century editions recorded, no extant copies are known of four,
several are noted from a single exemplar, and all are rare.

About the mechanics of the book trade in Greek lands it is
next to impossible to find any details. The printer’s manuscript
of a portolan from the first half of the sixteenth century has a
publisher’s note suggesting that the price of the completed work
would be «a few soldi»*. We can only guess that there were
one or two bookshops in the larger towns, and that perhaps the
more popular works formed part of the stock of the pedlars who
wandered in the more remote districts. Erotocritos is dis-
tributed in this way even now 5.

The economic stringency which afflicted the Greek printers
of Venice has left its mark in the extreme conservatiam of their
products. The printing is mean, proof - reading unknown. The
texts follow on, each one copied from the last edition, until each
original error is magnified into complete nonsense, A real revi-
sion, like the Gradenigo Erophile, is quite outside the norm-
al course of events. Kven the layout, the number of lines to
the page, is often followed exactly from edition to edition. I
have before me an edition of Bertoldo printed in Athens
about the beginning of this century. It has illustrations identical

$) H. F. Brown, op. cit. p. 26

‘) A. Delatte, Les portulans grecs l.iege 1947, See pp. xiii - xiv,
The dialect may be Cretan.

5) I' Zegégpng ’Epwroxpitog Athens 1946. For interesting informa-
tion on Venetian books in Crete uas late as 1912, see A. "AAdeEiov, "H
Puviddda tot lNaddgou (K. X. Y (1955) 81 - 118) pp. 81 - 2; his praise of Ve-
netian typography is confined to that of religious works.
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with those of the first Venetian editions. The original woodcuts
must have worn out two or three times in the centuries: their
descendants are just hacked - out reproductions of the already
coarse originals.

More damaging was the publishers’ practice of «levelling»
their texts. Their potential customers, few as they were, were
divided into different dialect - groups. The instinct was to avoid
anything that might be not understood in any part of their
market, and to level away the local characteristics of any work.
Fortunately by far the larger proportion of the market was in
the Ionian islands and Crete, whose dialects are very alike, so
that not as much damage was caused as might have been expect-
ed. In the absence of any standard demotic Greek, the levelling
tended towards the use of out of - date forms, but where signs
of dialect remain they are almost inevitably Ionian. It is a reflex-
ion of the state of the Greek population of Crete in the sixteenth
century that it was considered so much less important than
the Greek population of the IHeptanese - a precedence exactly
opposite to that of the economic value to Venice of the two
halves of her dominion. Apart from Bergadis, the notable names
of the chap - books are Ionian—Dephanaras, Trivolis, Zeno. In
the seventeenth century the situation is entirely reversed. Now
it is Cretan works that dominate the Venetian book - trade.
Throughout the century there is only one new Ionian name?,
and the only rivalry to the Cretan poets is from the first minor
productions of the Danubian provinces- Michael Voivode
and The Murder of Stamcos Dacos. But by this time
the publishers are more sure of their status, and no so reluctant
to admit non - standard forms. Seventeenthcentury texts are on
the whole good linguistic witnesses: from those of the sixteenth
century it is next to impossible to obtain any reliable fact.

The same economic necessity is seen in the extent to which
publishers played safe. T'he proportion of best - sellers in the
works printed in the sixteenth century would make any modern
publisher very e¢nvious Of the twenty - two poems ten only
were never reprinted, and among these are some—Spaneas,
for example—whose failure after long popularity must have
puzzled their sponsors. T'he other twelve were reprinted frequent-

) Michael Sumakis, translator of Pastor Fido.
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ly, and by 1800, the date to which detailed records are avail-
able, had achieved between them eighty editions. One at least
(The King of Scotland), was being reprinted as late as
1848".

The easiest formula for success was to put into rhymed
couplets a story which was already known and popular. The
avidi'y with which rhyme was seized upon has already been
mentioned, and is illustrated in the quotation at the head of this
chapter. It was the fashionable thing The poet was a little proud
of his new achievement, he took pleasure in mentioning it :

.. .oxal va v drathBdio

160 da yoaupévor movnrerac, x eis oina va 1 fdiw, AT 2728
and

T6 elya el xal udwwyer andd diayeyoautiévor,

fodlopar va 10 falw yw els 10 otiaotouévoy ¥, (Imperios)
Of the eight sixteenth - century publications that can roughly
be called romances, five—Alexander, Apollonius of Ty-
re, Belisarius, Imperios, and Susanna,—follow this
formula of an old story rhymed anew. One, Jacob Trivolis’s
Tagiapiera (which had a sixth edition in 1782)? had an
original theme; and the other two, TThe King of Scotland
and T'heseus and Emilia, were taken from the works of
Boccaccio.

The Cretan contribution to this collection consisted of the
most successful and the least successful: Apollonius of
T yre was the paragon of the new rhymed romance, Theseus
and Emilia lay almost entirely outside it. Apollonius had
thirteen editions from 1534 to 1805, T heseus appeared only
once, in 1529, and is known in six copies ', one of which has

) IETOPIA | TOY | BAZIAEQE | THE | ZKQTIAE | ME THN PI-
FHEAN | THN | ITKAHTEPAZ. | EN BENETIA | "E« tijc "EAMvxic To-
noypapiag Nixohaov [MAuxij 1848 The last popular edition recorded by
Irmscher in his new study of Trivolis is dated 1806 See J. Irmschen
‘[axwfog Toifohng, IMompaca (Berliner byzantinische Arbeiten 1) Berlin
1966, pp. 5 - 10.

®) Quoted in 'Epwtéxprrog ed. £, Eavdouvdidng Introduction, p.
CLXXXIII, where the subject is treated in some detail.

9 J. Irmscher, op.cit pp. 1-3.

) Two in the British Museum, one at Copenbagen, one in Cepha-
lonia, (perhaps destroyed in the 1963 earthquake), and two at Athens.
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had all the pictures (and of course the verses on the back of
them) cut out.

Theseus' is a close translation of Boccaccio’s poem of
the same name, in twelve books and over twelve - hundred stan-
zas ottava rima. ‘I'he Greek poet has attempted to imitate
this by using an eight - lined stanza of which the last two lines
rhyme. The prologue, of 262 lines, and the arguments which
arc prefixed to each book, are in rhymed couplets.

Apart from the edition, there are two manuscripts. One, now
in the Vatican, is a simple copy of the edition. The other, at
Paris, contains very considerable differences from the printed
text. T'he relationship between them is obscure. But both con-
tain a rather curious mixture of Heptanesian and Cretan forms,
which, combined with an uneven archaism, make the linguistic
form of Theseus a very strange matter indeed. The Hepta-
nesian forms predominate, especially in the edition.

As always with texts of this period, there 1s only one way to
test the genuineness of dialect - forms. In the general course of
the work words of one dialect may be substituted for words of
another without leaving a trace. Only in the rhymes can it
sometimes be shown which is the original and which the intrud-
er, Theseus provides us with 1467 couplets to investigate.

The normal rhyme is a combination of vowel + consonant
(consonants or absence of consonant) + vowel (vowel with con-
sonant), which may be symbolized as VCV, a «three - elements
rhyme. In T heseus there are no less tiin 353 rliymes which
depart from this norm, as shown in the {[ollowing table, where
«*» i1s a faulty element:

. ] 177
ViE N 112
vC&# 15
T N 46
23 Wl 2
AV I

T'his ignores the final » in accusative singulars, which by abund-
ant evidence is purely artificial : it also ignores the forms of xd-

1) The bibliography is very small. See J. Schmitt, ILa Théséide
de Boccace et la Théséide grecque (Bibliothéque de 1’ lLicole des haut s
¢tudes 92 (1892) pp. 279 - 345).

KPHTIKA XPONIKA 1A° 17
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pevan, printed for xdve, and rhymed regularly with amoddvew, xa-
alapfdavw, ete.; modypa for modua, rhymed frequently with ép-
tdpa; fldaree for Bldprer, rhymed with abry; and some other
pedantic spellings of the same sort, and two or three obvious
misprints,

The rhyme is clearly based (against the stress) on the last
vowel, and only eighteen couplets are at fault here. This is so
small a proportion compared with the free treatment of the firs¢
vowel and the consonant, which fail 225 times and 157 times
respectively, that these eighteen cases must be suspect. In them
we find the following instances which are corrected by the use
of a Cretan form:

o010y — natéoywy (Cretan »aréoyw)
ategxtén — Laoiléwy (Cretan faociléw)
nuéoa - — péoay (Cretan éoa)
nAPAVTiXaA — mOLxAY (Cretan moixa)
nAQaUTixa — URHRAY (Cretan uaijxa)
ooy — dedijoouy (Cretan Pelijoov)

The confusion of unaccented «o» and «ov», which as we have
seen, was very easy in Cretan at this time, accounts for

nléo — Onoéov (twice)
anodtafdow — neodoov
oniow — moioovy (Cretan moioov)

ardov — Efydallovy.

Most significant of all these changes is the form of the third
person plural of the verb without the final ». This Cretan cha-
racteristic has completely disappeared from the body of the text,
and shows only in rhyme. As well as the instances quoted

already, where it has been concealed, the correct form is printed
in the couplets

1oa — éonnoa,

10a — apnodoa,

alalovid oov — rdooov,

XovoTéona — ovvipogEdaa,

Enmpos aov — dchoov,

xA00td MOV — xAUOV,

goyov — Aéyov.

Adverbs in w are found in the rbymes
anarw — xarakepfdrw,
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Groxdrw — doudrw,

(Cretan genitive plural; this rhyme occurs
twice).

andvw — aneddvo,
and five other cases. In the text gencrally the Heptanesian
forms in ov are more common: but the failure to use the obvi-
ous rhymes of xdrov and ydmov with the frequent possessives
in rov and wov seems a very strong argument against Hepta-
nesian origin '2,

In the same way the Cretan form of the present participle
without ¢ is preserved twice in rhymes; (elsewhere it is very
rare);

éopaldvia — mepvinna,

Eyatgovia — pulavia.

Finally may be noted the following miscellaneous instances
where a Cretan word improves the rhyme:

redne — dpuuaridy g (Supard ms)

dexos oov — Supanidv cov (duuaud cov)

pevyovy — dofedovv (dofevyouy)

dotixa — mixga (noixa)

(The manuscript has ragaviixa, which may derive from (7oixa)

Aéyer — prooeder (Utongvyst)

ovyrgopid tov — gvvanaviel tov (ovvanavid tov)

Aéyer — O yfator (OnBaiyor)

nAijdos — dvdos (ddog)

pevyet — deyooreder (Auyooredyet)

ouiEovy — naoregéoovy (xapreonfovy)

Sralétav — dxlov¥ijoav (dxlovdijtar)

Aéyet — axoder (Gxodyer)

Exavay — fdlar (fdavav)

When we consider the laxness of rhyme in Theseus,
these last examples must be considered as indications rather
than proof. But a three - element rhyme is still three times more
likely than a rhyme of two elements; and two elements over
eight times more common than one. In these circumstances, the
accumulation of probabilities comes very near proof, and there

17) Xauov — moléuov occurs in the edition, where the manuscript 'as
gapw — 7olsuo, Also in the edition we have the rbhyme <andrvov — drovs.
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1s an overwhelming case that T'heseus was written in Crete
and suffered in Venice or the Ionian islands a treatment far
more heavy and deliberate than usual, but differing only in
degree from the treatment of many other Cretan poems.

But it might seem that the very deliberateness of this treat-
ment would make easy the task of deciding the original form of
the text; for after all, with Theseus we have the immense
advantage that it is a close translation; and armed with a copy
of Teseida and the knowledge that thc poem is basically
Cretan we should be able to produce a text very close to its
first state, especially if we can show that the versions we pos-
sess are the products of measured and consistent recension. This
is what we cannot show. Consistency is the last virtue that can
be attributed to either manuscript or edition. Generally as
Schmitt has shown, the manuscript is much closer to the Ita-
lian. Yet in some cases it is the edition that preserves Boccac-
cio’s lines:

.« . lra le donzelle

a pié con la sua spada furioso

coperto dello scudo . . . I 74

. . . u& 10 onadi rov anelds blos Pvuod ysudrog,

& 10 oxovtdoe éoxénerov, oy noéoav Eumawvay §leg (P)

.. 1& 10 onad tov dnelos Glos Jvpod yeudroc,

ut 16 oxovidoe oxénsrov, o) péon pnmijxe o’ 6les. (V)
Generally the manuscript does not have the intrusive and mean-
ingless particle «yao» which is so characteristic of much of
Byzantine poetry and appears as a frequent line - filler in the
ed:tion. Yet both produce the phrase

Foontav ydo 185 ondlec rovg I 5o
which seems to be sheer perversity for

Eoontaoy 18 oxdles tovg,

a verb - form which is found only two stanzas below.
In the treatment of dialect forms the two versions are quite

random. On the whole it is the manuscript that keeps more
Cretan tendencies :

yn Gouvoa P i) dopvod Vv
éna P Edw V
rérec P T0TE V

But compare
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vd “veae'® V va elvai P
faxoa \% HaxoEeid P
ainy \% avily P

Still more disturbing is the evidence that both our versions
have consciously moved from a demotic original. T'he most not-
able is the confusion between toi¢ and s, There are two in-
stances in the same stanza (1. 9o);

t0v¢ Peovg s mapaxalody P

te0vs 1oV YOO napaxalovy vV
and

dua dpelov 10D xdotoov ToVE P

yea Opelov 100 xdotgov 13 \%

The only reasonable explanation is that both versions are con-
fusing the Cretan pronouns 1ol and 07, and that the lines must
read

1ol Yeodc 1ot magaxalodr,
and yta Opeloy 100 xmdargov to7.

In this stanza both forms could bear a possible meaning, So-
metimes however the confusion is due to carelessness;
Ma poi che I’ ira alquanto fu affreddata Teseida (1. 22)

K apod nwlla dvpd)tnxe »t dnéoacéy tovs mdlat P
., %t amépacé me mala V
(from) xt anépacé ron nalas.
As if this were not enough, we have another example showing
that the edition, at least, has not confined itself to the transfor-
mation of dialect into demotic, but has actually substituted
archaic forms for common Greek. A glimpse of this has already
been seem in the intrusive ydo quoted above (r.go). Now we
have
09 rodanelav draoreocic undé pwna Eeudva V 1. 60
where the manuscript’s mistake
ut rpanelay aragrepels,
shows that the original was the common and obvious
) 1oanelav axaptepels.
This naturally invalidates all chronological tests based on the
series od(x) — otdér — dév. Indeed, the proved random variation

13) Cretan form used only with »a Cf. The Rebel
. . vt "viae diyws pavdadss
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of forms in our two versions invalidates completely all such
linguistic tests not supported by rhyme, (as we have seen), or—
and this is rarely possible—by metre. The only metrically - sup-
ported linguistic test must be one in which the change of form
involves a difference in the number of syllables. The one test
that fulfils this requirement and at the same time provides
enough material to be significant involves the ratio between
occurrences of a disyllabic dtd and monosyllabic ded, yed, On this
test I'heseus is placed in the same group with Choumnos’s
poem (written before 1493)'", Apollonius of Tyre (1500),
The Mirror of Women, and Ass, Wolf, and Fox. If
we accept as a valid test the related figures of the change from
e dta to 6yta T'heseus is close only to Choumnos in this
group, and shows more affinity to Picatoros, who seems to come
slightly earlier. On this linguistic evidence, it seems best to
consider the date of Theseus as within a decade on either
side of 1480.

Our other indications {we can hardly call them evidence)
coincide quite well. It has been shown that the text used by the
Cretan poet was a manuscript, for it has six stanzas appearing
in no edition of the Italian' It if likely, therefore, that the
translation would not have been made very long after Boccacio’s
poem became easily accessible in the printed copies which start-
ed from 1475. Again, Sachlikis’s Battle of the Whores,
which as we have seen parodies Theseus, cannot be dated
very much after 1480: and there is a presumption, if no proof,
that the parody was based upon a native, and not an Italian,
work.

It is hard to know what hopes of success the publishers of
Theseus could have had. They were sending out upon their
new reading - public a book vastly longer and more expensive
than anything they had encountered before; adorned with obvi-
ously second - hand illustrations (they are from Lucanis’s Iliad
published three years before); and almost wholly lacking the
rhyme which was so important an attraction to the sixteenth -
century reader. To cap it all, they were presenting the work in

149) M. Mavovoaxoc 'O mowmuig Iedpyiog Xoituvog, votiapiog Xdav-
daxog (EEBZ 21 (19b1) pp. 280 - 282).
15) J. Schmitt, op. cit. pp 321 - 322, 340 - 341,
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a version that tried to change its popular language into a jargon
that must have been acceptable only to the most arrant pedants.
From our vantage- point T heseus seems destined to have
been a financial failure. It was not a complete aesthetic failure,
though its faults are egregious and painful.

The outstanding vice of T heseus is that it did not make
any attempt to assimilate Western and Greek poetic qualities.
The other close translation in Cretan poetry, Zeno, makes this
attempt; and by eliminating, for instance, classical allusions,
and introducing echoes of demotic ways of speech, Zeno goes
a long way towards making a marriage of Simon’s macabre
tragedy with the Cretan muse' T heseus fails completely on
this count. Every proper name is religiously reproduced, so that
«the help of Hymen» at a wedding (I’ aiuto d’> Imeneo) becomes
«the help of Minos» (I' aiuto di Mineo) . There is almost no
echo of demotic poetry.

In the verse, too, the failure is extensive; the translator does
not make full use of the synizesis for which the Cretan dialect
is so apt'?, and which is the greatest natural asset of Cretan
verse; and generally there is the strained groping quality of a
Byzantine verseform trying to follow the freedom of an Italian
poem. Only when T heseus abandons the self - contained line
of the Greek political and uses the free enjambement of Boccac-
cio’s verse, does the Cretan work rise to felicity, and occasional
beauty. The opening stanza of the second book is

Il sole avea due volle dissolule

le nevi en gli alli poggi, e allrettante
Zeffiro aveva le frondi rendute

e t be’ fiori alle spogliate piante,

poi che d’ Attena s’ eran dipartule
le greche navi, Africo spirante,

da cut Teseo co’ suoi furon porlali
nelli scitichi porti conquislati,

1) &, Mnovpnovdridng Aaixa ororgeia év @ <Zivows, (K. X, 7
(1963)) pp. 127 - 137.

17) Presumably another indication that the model was manuscript,
not edition.

18) Apt because of the number of forms ending in a vowel : 107, 7ai,
genitive plurals in - @ 3rd person plurals in -ov and -a, v as a relat.
ive, etc.
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The Cretan shows the translation at its greatest strength and
its greatest weakness:

Elyev 6 ijhiog dvo poode 1a yiovia "ralvydoet

andvw ora ynla Pouvvd, xal dlles tooes mdle

d Zépuoos ta pilla rov 1@y dévdowy elye ddbaet,

xal Ta Aovdotdia opogpa 1y yijv xaractolioar,

apwv Eulooey’ 6 Onoede & v lapmodr *Ahjra

pé 1a zapafia ra moldd, xdl mode v Zviia iéfn

pé wor ladr rov 1ov xaldv, xal xéodnoe 10v 1émov

1@r T Apalorov yuvvaixdrv, odyl ué Alyor xémov,
The running grace of the beginning is followed by the halting
banality of the rhymae.

At its best moments T'heseus comes near the qualities of
the Cypriot translations of Italian lyrics*. But these qualities
were of no account in Cretan poetry for a full century after
Theseus was written. It is a poem out of its time; yet it is
not impossible that its rare moments of success showed later
Cretan poets, even Cornaros himself, the capabilities of their
language, and helped to produce the courant verse of the seven-
teenth century.

Cornaros i1s mentioned deliberately; because whatever our
opinions may be about the influence of Theseus’s style upon
Erotocritos, it seems certain that some ideas found in Cor-
naros’s poem are taken from the earlier work. [t is significant
that these resemblances are nearly all found in the parts of
Erotocritos which diverge most from Paris e Viena,
the tournament and the battle before Athens.

The central episode of Theseus is the great tourney where
the princes of Greece array themselves alongside Arcitas and
Palamon in their contest for the hand of Emilia. The sixth book
is devoted entirely to the arrival of these princes and a descript-
ion of the appearance and pomp of each. This seems the inspi-
ration of the similar description in the second book of Eroto-
critos. In Theseus the treatment is more varied: some of
the warriors are dismissed in a single stanza or less, while the
more important characters are given five or six. Cornaros’s
account i1s more even, for his contestants are few enough for all

) Th. Siapkaras-Pitsillidés, Le pétrarquisme en Chypre:
poémes d’ amour en dialecte chypriote Athens 1952.
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to be treated individually, whereas Boccaccio’s are only fodder
for a confused Homeric battle. But the comparison of the Aphen-
topuli with the more famous of Theseus’s guests shows a strik-
ing similarity.

The headings which appear only in this part of Eroto-
critos—« Apevionovios e Mvtilijvnsy, ¢«Kapauavims» and so
on—are a regular feature throughout Theseus—e. g. «’ Hlder
6 "Ayauéuvwv, xal 6 Mevélaos xal Ilédos xal 6 Néorwp». After each
title the hero is named with his place of origin, his arms and
his horse are described, and some account is given of his escort
and the effect they make upon the onlookers. Often this is fol-
lowed by some anecdote from his history : this is the part deve
loped by Cornaros into the stories of desperate love represented
on the princes’ helms.

As an example of T'heseus’s method, we may take the
description of Nestor, in some ways the most magnificent of the
confestants:

"Ané wyy [Iokov Epdacev 6 Néotwo 1ot Nedéov.
"Axdua vids ebpioxerov, xol rovpeois “Aixlas.

Ta woxxivd rov udyovla yéuaocwy 16 dvdog

10 mpdrov mob 1ov Emaigve, liyo ‘tov anaguévo
T0iy0c ayovoas xal vboupas, 10 yodua yoveapiov,
1a noia Enolvnldaralay v éuoppra tov véov.

Mg térorav 1alny 6 xvons 1ov tov elye oroliauévo
ott arodl ovx ebploxerov va powdly per’ éxelvov.

“H @von o ndoav Euocoprav 1ov elye oroliopévor,
boo ra fvar dvrardy va medvud xopdoio,
Edyevixos nrov molla é& alua Bacidéwe,

wal wmy afed tov v moddyy va xovywy odx Hunidost
o0de v rolunonvy xagdid, v d6fav ijvneo elyev

éxeioe va Soxipaoty], va delly vy davdpeiar tov.
‘H Toyn »° 6la ta xala nmod 0{det nal Peoyerdet
nodia 100 gdepyéinos, »i dila 10U pelderdel,

"Irovtos o0Adooidepoc fjrov doparwuévos,

xal uer’ dofue v dopara 6Ao ‘ocav oxemaouévos.
Maiiora 160 Aovpixt tov fjrov 6lo yovodee,

xal oAy tov %) doparwora Flauney s v Hlioy,
"Ano Aiddoe’ aripnta xe @nd paoyaoirdol



266 Gareth Morgan

Eysuav dlopdvtiora s Empeney xadéva,
xal 1600 Adunav T’ dopara, 't xa¥’ éxdoiny dpav
el mdoa 10mov oxorewwdy Epeyyav s fHuéoav.

Kl paply uéya, Pavuactév, pavpns roiyas woaior,
ywols davdravony nord &x 10v ylipitgioudy rov,
dxaderov 6 Néarogas xovgréawxa oty oéhlav,
"fdora »” elc 10 yéoiy rov oidegov melaring.

‘R¢ yopilerar pdlxovas Srav Feffj iy axolgua,
éyvuilerov 0 Néorogas o yapa yeudros,

xal pé nodlods xaflallagiode dn’ Gracay ueolea,

— Epoppot xal evyevixol WOxauay ovvigopia.

Mée wérowav yao vy magonoidv, oty nédiy 1dv Kuxldnav
6Abyapos Eoéfnxev 6 Néorooas ué ddta.

‘O xadeelc Eladpaley and v nagonoidr wov,

6ot tov dnawvodoaot, moldy nufy 100 xduvovy.

Kal ndle adros dc 7itevpe xal fjrov naidesvpévos

riuntixd dngooxvva rovs x° Edetyve v afidv tov.

"Olovs étfua Euoopa, Soovs xt &v éfAéne,

xai ud tovg dhlovs 6 Onoedg €36y In tov s moémer. 1 30 - 34

The closest correspondence to this is the most magnificent
of Rotocritos’s adversaries, the Prince of Byzantium. Here is his
description rearranged in the same order.

200 Pijya 108 Bvlavriov 6 yioc 6 xavaxdons II 368
Epdvnue s drgdfaley 3 dpevieid v Eye,

xadévac tov Eyvddgioe xt dg uiv téve xaréyy

nws elv’ "Agpévinge Baoidios ynlod dévigov xldwvdor 403 - 405
“Hrove dgdxoc oty xagdid, oty dvvaue liovrdge, |
motd dév Epofiiitnxe neld yn xafalldot,

Epopeie xdmota @opeod, 7w Goot %t dv 1) Pwooiot,

elved 'vai, ndds va ylvyxe, d¢v Eépovor va movor!

“"Hlaure 1000, »* fjotoapie, mod xdde pds Paundve,

xt ) Aapmeodada 107 5 molddy v duogpid Wi yawver

ytatl 08y 7jro pmogerd xiavele va 100 oLiudap),

xal By 1 dyriva 1@ pgovyd va uyv wove Yaundoy. 413 - 420

T’ ddoyo =" 0 Pnyomoviiog ijrove xafalldoes
elye peyddn ddvaun, fro peyddys ydons 390 = 301

&liva xi Gyotedyovvroy xi s Pepido povyxoile 394
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Erotita Oda tdxavey ~Apévin: nod 17 opiler,
Xt OmOY Y yrwun Tov ygoixd, 1ol mpdies tov yrwollet

397 398
pé xaflalldoove etroor »” eixoor nelolddrec 369
%" oi xafalldg’ dniow viev duoppootodiouévor 373
“Odot rd pdria viws o’ adid orpépovy xal ovviyooiiot 435
adetaoar ws 10y eidaot »° Exduasiv rov om0 40T

Ilaee 010t Prya 10 (i, uéd yvdbon yaiper@ 7o,
Alya oaledyer 10 nopui, Aiya 10 xAiver xdrow,
énérero x° Epéumero oy dpevua Ty 1007, 407 - 408
But in any catalogue of knights there must be contrast and
variety. Immediately before the Prince of Byzantium comes the
Caraman, dressed in his lionskin upon his ferocious horse that
does not neigh, but bellows: immediately before Nestor comes
Cromus, upon his monster that later is to end the battle by
mauling Palemon in its teeth and causing his capture:

Eiog depudri Awoviagiol yaadiov évrvuévov
fnAdev 6 Kpduis Onoixgog, Euoppa aroliouévocg,
“Allotes 10v matéga tov eldav mov 10 éfdora,
ané 10v onotov fiafle wov Pdvaroy 6 léwv.

Me¢ nelarixe peilwrov Euoppo xai peydlo

xal dopara modld “uoppa fHrov doparwuévos.
Kiok paplv 16 Aéyact Zrovudve 100 dioundy,
nod 10vs ardodmovs Ergwye Wonep va frov @ide,

E1le yap 10 xepdhiv 10v Enatpore 0@ xai xeidey

Wonep 10 xapuver ud yoly Gviav xevrodor tabgovy,

xai diyws va yp arvamavon xad’ woa ylipuitpdvia

drdyaive pd piar poviy nov Edoralév rovs ndvrac.

“Aldores épawvéro oov 6 Bafiopds 1@y oxdlwy,

orvra Buafilovy oo rvyol wijs “Ilac &ls 1a onfhea,

Ovra @uone’ 0 dveuos ¥’ 1) Pdladoa povoxdver

xai 0égret xai 1a xduara 6la mepixvxddver, I 27 - 28
In both works the third member of this sequence is a rough

and ugly lord of the North, wearing crude and heavy arms; in
Erotocritos it is the Albanian®* lord of Patras, in Theseus

) I owe this suggestion to Mr. Hutchinson, who has now published
an article pointing the connexion with the Albanian occupation of Pa-
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it 1s Evander, King of Thessaly. Both are alone among their
comrades in having rusty arms.

The parallelism of these trios of villain, paragon, and rude
mountaineer, makes it certain that Theseus is the source of
this part of Erotocritos. Apart from this, the main resembl-
ance is in the account of the funeral of Aristos, which is in-
fluenced by the earlier description of the funeral of Arcitas.

Arcitas dies of the wound he has received in the tourney. He
dies uttering his lady’s name,

.. . uovoy 10 maonddinua ud xatapov tov Adyov

drlats, xal ué ransony povitla tdde Epy.

«"Eye dyard, "Epilea povy, i dAo nled dév elnev,

01" %) Wuyn %10 x0Dplds tov ud dvvacteiar Efyfxer, X 113
just as Erotocritos is supposed to have died in the forest—

10186 Mid oLyary vy udro v adud n’ dxovoa,

% elndowe ra yeldy rov «"Lydoa oe, *Agerovoas . 5. Q5L -2
But a similar passage is found in Orlando Furioso, and
it may well be a commonplace of Italian poetry 2.

In his funeral the resemblance to the last rites of Arcitas is
clearer:

. « . %al Wotoe va xduovot Gnéow otdv dovudva
gva »oéfflaro Eolwvo, tov xdlliov dmod ra frov,
T6rec Exivnoav mollol ndorogot va 10 molcovr,

&xel 0 GInoeve rols Wotoe ndv modyua va dpioovy,

To1e &notnev »° fpegav 1ov xpéffarov tifs doas,
faoidixov xal Epoopor, nmolda yovpya Oumods tov.
M¢é yaodiov 61dypvaor &otdlioev éxeivor.

I'o Guotoy axoun Emotxev ané xeivo 10 ydodio,

% Evwvoav xal orodijoact 1 Aelyavov v 'Aoxira,
xal 1otec andavow els avrorv wv Edecav éxelvor,
oteparwpévoy Enogpo ué ddevy otoliopévoy,

ué mlovatov yovooyditavov 6lov mepinleuévor.

L] & L] - L]

"Exetoe dloya pagia 6m0d ‘oav pulauuéva

tras, See R. Hutchinson, The Lord of Patras (K.X. 10 (1956) pp.
311 - 845),

M) E. Koiragdcg, Mekerpate mepi vdg ainydg ot "Epwroxgirov (TF 27)
Athens 1938. See p. 133.
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yea 10v "Aoxira Enogpa Sla ra xovfeoudoar,
dpuarwuéra Euoopa x v’ douara rov vévw,
Kal els xadéva xdderoy dndrov rov oioyérine,
Exel 18¢ modfeig Edeyvay 1®y moocordy mov xduvar,
oha xala éoiavoviac pé moocoyny meydlnv.
,FF - &{j‘ * 1" d T E « 2
Lxel dofagia Nipspar, 100xdold xal oalrigsg,
xal oobya 1a éfidarawrey 6 dtliog *doxirac.
Qddév dovrvayydloviav onovdala ra mepdoovy,
- b i b - ) #
frakdov Enogpa, awyard, pé fdos vanuérov,
[ L » N & 3 -
6 els pé v’ dllov mijyawre owua s fHurogoioar,

e a W . 4 y o~
s " dodwaay ol noosorol dnov 10 miuelovoav.

*Andro els 1ovs raddpovs tovs ol Paoilels of modrod
0y xpéfiflator dofxwaay, 1a ddxpva poorwuévor.

(XI 14 - 15, 25, 27 - 38)

. .xal 10 Loy dodiviace va xdpy v Yaphy tov,
xal o xufovpwy doyvod ra fBdly 10 xopuly Tov.
Maotéoor 10 10 ndrvovor {uyuov ano v Xdoa,

%' 8Egrederdd ity Puaotixad eloe liydnty doa

xal 1a maviégua rv. Gopara, @3 Noa narmuéva,

els T dloyov tov 1d “yave, xai ndvia unods 1d npaiva’
oy tov nagaflénaot, » dddnavga @osoioa,

nov didav movo xal zannd ‘¢ Soovs xi dv 1a Pwooton
Tov Baosikiot dha ° dloya, Yliuuéva moonaroiioa,

% Exelvor mod 1a oforace 6lduavoa @pogodoa,
"Fualwytijxay »’ fjodast rob Phya 1d4 @ovesdra,

%’ Eovyrgopidoay 10 vexpd xlaioviac els ) orodra,

) YA »al 0v novov viws delyrva usra xeiva,

%t 0niow 1d xovrdgin viws xwloogvord 0 dpiva.

K 6 Pijyas pé ra $hpuxa ud diyws v xoodva,

10 Acfparvo ovvigbpialey el mod 0 onxdva.

Etxoo’ ano rove podveuovs toi Phya tiunuéroe
ONHWOIOVOLYE T0 VEXQO Td Haloa @ousuérot,

(4. 1943 - 6, 1971 - 6, 1957 - 63)

Finally a word must be said about the famous similes of
Erotocritos. Comparisons have been made between them
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and the similes in (again) Orlando Furioso?®*: and (again) it is
probably a matter of loci communes. Yet in some ways it
may be thought that on this point Theseus is closer to
Erotocritos than Ariosto’s poem 1is. Certainly the Cretan
poem’s preoccupation with images of wind and storm is already
noticeable in Theseus. Four similes from the earlier poem,
though far surpassed by Cornaros in power and imagination,
may show how here too it is possible that K rotocrit os has
learned something from its predecessor:

Kal @ 10 Aovrapodmovlov mod § meiva 10 nevrdyst

xal ylverar nhéov wuaviaxo xal nhéov éfayotmuévo,

®t dua v eldy rinores payt Sia v’ dondfy

v teiya U dvayordver v an’ doefnv v Eye,

1a voyta rov, ta ddvia tov, 6la ta Eawoviler,

£l Ewaprey xt 6 Onoeds 2fAénovia 16y tomov . | I 42

Qdyxl alledds ora nmodfara 6 mewvaouévos Adxog

pnaivee ané my neiva 1ov oav va 1ov Avacacspéros,
dayxdrovias xal mviyovias, mor’ Eva mive dilov,

s va yoorde’ 1 yoUAd rov x° § medvpa 66 yp.

"Bl Exapve zal 0 Onoeds mpoc ra xoodota 1oL, I 74

"Av 7 oxAnowa xal 6 Fvuds, 9 dvrdoa xal 10 xodreg
tij¢ povoxwuédrns Yalassas, dvra v Epovaravouvy
ol protwpévol drveuot, xal xaraxdnxrovalir vy,

ol vabres Gvia mdvovor u’ dvidoa 1ov Aiédra

ovx 7jPed’ éotar rinores modc v dvidoav rodiy
0mo “yive oto Véargov, 6mov mor’ obxz ¥xovory, VIII 3

K s ylverar oy dddacoay &x 1° doos v° *Arevvivov,

oy fuhoe xal ywowoe éx v’ doos tod Ielwoov,

onod ta xvuara xrwroiv ud dvracrewa ora Podyy

xai yivovt' ano modowva donmoa @oar ta yuivia. . . VIII 6

GARETH MORGAN
[ Zvvsyllsrar oro éndusvo vaiiyos)

#)Ibid pp. 28, 30, etc,



