CHAPTER 6*
APOLLONIUS OF TYRE

Or ellis of Tyre Apollonius . . .

that is so horrible a tale jor to rede.
(Man of Law’s Prologue 81 - 84)

The theologian Pachomios Rhousanos®, writing from Crete
an open letter to the Printers of Venice, complains of their 1e-
luctance to publish worthwhile works of piety and religion.
Books of praise and devoticn are rare, he says, but

«tic 0 av aotduijoet 1ove dnwlelac " Anollwriove xal vrepnpd-

vove “Yameolovs xal Xdooriac dyapeis raprapiovs xal "EKowuxad oara-
vixd:»
In his choice of examples the monk undoubtedly influenced by
his taste for playing upon words; but, by luck or by judgment,
he has selected as his first target the book which above all
others had «Innumerable» editions. We know of twelve, there
might have been many more *, The printed tradition of Apol-
lonius lasted right down to the great hiatus in Greek typo-
graphy, the first third of the nineteenth century when the occu-
pation of Venice and the Greek Revolution between them smother-
ed the production of Greek folk - books. In the forties and
fifties others of the old repertoire were revived, first at Venice,
and then by the new presses of Athens. Apollonius was
never reprinted.

It had, however, survived three hundred years. The story of
Apollonius had survived in a current written form longer in
Greece than in any other part of Europe, so that its final disap-
pearance was in the land which had seen its birth.

Though the Hellenistic romance of Apollonius is not extant
in its original Greek, the Latin version made from it was one

*) «Cretan Poetry: Sources and Inspiration», ouvéyeia éx tijg oed 270.

1) B, Adpnpog, Al xatd tdhv turoypagwv tiig Bevetlag altndoeg 1ol
Kooapiov Aandvie xai tod [Moywpiov "Povedvov (NE 2 (190D)

?) Extant editions, all prinled at Venice, are dated: 1634, 1553,
1664, 1679, 1603, 1610, 1624, 1628, 1642, 1696, 1745, 1778. See E. Legrand
Bibliographie Hellénique (complete series in 4 4-5 - 2 volumes, Paris
1885 - 1928).
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of the most famous tales of the Middle Ages®. It survived some
eight centuries of written tradition before it was printed in 1475,
and has left over sixty manuscripts in the libraries of Europe.
It was translated with varying fidelity into most Furopean lan-
guages, and was incorporated in the great romantic collections
of the Gesta Romanorum, Godirey of Viterbo’s Memoria
Saeculorum, and Gower’'s Confessio Amantis, English
readers know it best as Shakespeare’s Pericles of Tyre:

It seems sad that Acontianos’s work, the last step in this
triumphal progress, should have received such hard treatment
at the hands oi its critics. Wagaer comments that «the language
is very difficult, and seems to be the bad jargon of the islands *,
and this judgment from so great a connoisseur of barbarism is
hardly refuted by Smyth’s answer that «on the contrary, the
poem is well written, in the Cretan dialect» 5. Krumbacher is
austerely silent. Haupt mutters «poetically worthless, linguistic-
ally crude»®. Klebs says that its only characteristic attribute is
a broad garrulity. It is a sign of the indestructible vitality of
the Apollonius legend that it should live for three centuries
among the Greek people in the Cretan version?’,

The morosenness of these comments comes perhaps not so
much from informed judgment as from a lack of knowledge of
Cretan dialect and convention, and a pardonable despair at the
vilely - printed inanities of the Venetian chap - books Apollon®
ius does not rank with Erotocritos in fluency of narrative,
freedom of imagery, vigour of language: but in all these it car:
ries the seeds of the mature Cretan style of the seventeenth
century.

It has long ago been shown that the source of Acontian-
0s’s poem 1s the Apollonio di T iro of Antonio Pucci, who

9 The exhaustive survey of the Apollonius - legend is E. Klebs,
Die Erzdhlung von Apollonius aus Tyrus, Berlin 1899. Klebs supplanted
the mauny lesser works that he refers to, and since his time there has
been hardly any new contribution to the subject.

) W. Wagner, Mediaeval Greek texts (The Philological Society’s
extra volume, London 1870) Prolegomena p. xviii.

) A. H. Smyth, Shakespeare's Pericles and Apollonius of Tyre
Philadelphia, p. 45.

) M. Haupt, Opuscula, Leipzig 1876, vol. 3, p. 27.
) E. Klebs, op. cit. p. 466,
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lived from 1309 until 1383°% The apparentage is obvious in
detail as well as, or rather more than, in general pattern. Puc-
ci’s poem is In 309 stanzas of ottava rima, divided into six
books. Each book is conceived (though how much this is con-
vention and how much reality is hard to say) as a «lay», a can-
tare, to an audience of signori, and the breaks between
books are deliberately made at the most interesting points of
the story. Thus Book I ends with Apollonius cast upon the
rocks of Tripolis with no help in sight; Book II ends as his
identity is revealed to the messenger who has come to recall
him to his kingdom. Of this structure there is no trace in the
Cretan poem. The story is continuous, in the narrative form
usual to Byzantine and later Greek romance?®,

Sometimes, it shows memories of the older unrhymed Greek
Apollonius'. This is said to have been derived from an Ita-
lian prose version in Tuscan dialect; but at some points it too
seems to be aware of Pucci’s poem. However this may be, the
date of the unrhymed poem is not affected. From its language
it 1s a late Byzantine product, and the commonly accepted da-
ting at c. 1400 is satisfactory enough. We can be certain,
though, that here again we meet a poem which was intended
for performance rather than reading. This can be seen from the
signs in it of link - tune construction®, and from the fact that

8) Enciclopedia Italiana s. v. Pucci, Antonio. For Pucci’s version,
E. Klebs op. cit. pp. 411 ff. Extant editions date from 1486 and thcre
were three reprints before 1500 (A. H. Smyth op. cit. p. 89 Even
earlier than this is the one found in a Paduan bookseller’s accounts
from the year 1480. «Apollonio di Tiro, (vulgare)>. See R. Fulin Do-
cumenti per servire alla storia della tipografia veneziana (Archivio Ve-
neto XXIII. 2, (1882) p. 390 - 405). The earliest edition available to me
was printed at Venice in (probably) 1560.

%) A plot of Apollonius of Tyre is given in chapter 8.

10) Newly edited by A. A. Janssen, Narratio neograeca Apollonii
Tyrii (Indagationes Noviomagenses 2) Amsterdam - Antwerp 1954, which
has the relevant bibliography.

1t) gym O v aydany cov xal dia iy dovisvely oov

1y Emoixnes els 10 Aovigdy, 205

ta ordusva aod fdwxev 6 wipic Mapxidvy

syw va wa mlspdve ¢60 - 661

xai va v xpovw sis yapds, lopdoiy va gogstiow

dendoly mapa 16 mopveiov. 749 - 760
And elsewhere (see 11, 800, 745, 628 etc.).
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the memories of it in the rime of Apollonius are confined to one
section of the story (as if Acontianos had heard only the first
evening of a bard’s performance) and are of the sort more easily
explained by recollection than comparison.

Verbal similarities are rare; for the older

va umfjyovy 10 xepdAy tov andrw els 1a ngoyLovia 43
we find
xal unftav ra xepdlia 1ws dndvw ora xovidpia 103

The reward that Antiochus offers for Apollonius’s head is in
both poems a hundred gold pieces —

va &n yovoivovs éxatov . . . 108
vd “yp Exatov ypvoa dovxdra . . . 218

Pucci’s villain offers «a thousand bezants».

In two other places Acontianos corresponds with the Greek
bard, and not the Italian. In both Greek versions Apollonius
returns from Antioch to Tyre and sails away again before the
assassin Taliarcus is set upon his trail. In the Italian this order
is reversed. Finally, when the wandering prince arrives at Tar-
sus with his cargo of grain, in the Greek poems he immediately
gives the food to the starving inhabitants. Pucci makes him

sell it to them at cost price,

. . venderollo per quel ch’io lo comprai . . .
and only later does he have a change of heart and refund their
money.

The Creran poem is far from being a translation, or even a
close copy, of Pucci’s romance. The plot remains, often in close
detail: but the treatment, the weight given to different episo-
des, the whole psychology of the piece is changed. This diffe-
rence of attitude may best be illustrated by a comparison of a
fairly long episode, the finding of Apollonius by the fishermen.
In Pucci, this is the beginning of the second canto, after the
usual invocation to Heaven and address to the audience:

& st come del mare venne d uscire
parve che fussi forato di stampa

tutto dal capo al pie filava sangue

& sua sventura in tal maniera langue.

Al mar si volse & piangendo dicea
0 crudel mare perche non m’ uccidesti



Cretan Poetry: Sources and Inspiration

dapoi che cio che in questo mondo havea
per gran fortuna al mondo mi logliesti,
poi che diserto m’ hai forluna rea,

di scampar me gran peccato facesti

e affogalo si sare per dolore

che non che 'l vidde il detto pescatore.

Et quando il pescalore Apollon vide
andd ver lur con un Ilrislo manlello,

& Apollonio con pielose stride

si raccomanda d lui come a [ratello,
il buon homo con lut il mantel divide
& ei si leva & cuopresi con ello

che sol non v’ era di saldo una spanna
& seco sel mend alla capanna.

Disse il pescator non ¢’ é che mangiare
se noi non cominciamo un allro giwoco,
de duoi partiti 1" uwn li convien fare,

0 vuot pescare, 0 accendere il fuoco
disse Apollonio che non sa pescare,

ne cucinare, che mai non fu cuoco,

ma quel che ti piace lu m’ insegnerai,
& 10 fard quel che comanderai.

Dapoi che del pescar tu non t° inlendi
disse quel pescator, i0 v’ andro io

ch’t ti prometto che il cor tu m’ accendi
di voglia di servire il tuo desio,

d' tu instanto un gran fuoco raccendi
che 10 lo trovi acceso al tornar mio,

ma sel troppo aspetlare li rincresce
posati tanto ch’io rechi del pesce.

Et poi st mosse con sue vangaiuole

& andd in parte che molti ne prese,

& quando vide che n’ha quanti e’ vuole,
er ritornd ad Apollon corlese,

& fra se stesso alquanto sene duole,

che Apollonio il fuoco non accese,
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& egli disse, padre io mi i scuso,
con ctosia cosa ch’io non ne sia USo

K¢ aunaiter tor 6 dvenos »' 3 Hdlacoa 1ov fydret
o’ Eva yaodxt o0& yxpepurov andvow tove fdrvee,

Twvac ovddr Eundpeoe an’ flove vad ylvidopy

naoa 6 ~Anroldddvioc EEw arfy yij va ddoyp.

K¢ and 1ov tdoor ydvnrov xeitetar xaxwuévos
Gréow o’ Erva yovpyovda dear anoPauéros,

"And 16 Podyoc fjrore Glos Efeydapuévog,

covaovue 08y 1ol Eovpepes M NTOY xAUWUEVOL,

Kal tic va ppy 10 lvan?y) xal tic va unv 1o =Adyp,
va xe(tetar 6 fagopvigoc vilyy iy 1éoy Fldym;
"Awvye " Anolhdnie, xal 7od “vae ol dovlevraddec,

oi dpyovres 1rs yweas oov, oi axotfiés ouades;

Io% “vat 10 orpdua 1duogpoy 6ot covy padnuévos,
x €0 elc tova yovpyovda xelreoar Lapwuérog,

% Eyeis 10 Bodyos ovvigogud, thy ddlasoa xovid aov,
noooxépulo va xelreoar dndrvw ora nallid cov;:

Ma oav 0 Guos dév fjlelev xaddolov va 16v ydop
oywa v alwéyy eic waods fNAdey dxel va prdoy),

x &ldev 1ov “Anolddvioy ade Evar el Veuévog
grobuakev 6 yépovias s froy xapuwuévos.,

‘Enovecév 1ove molha »° Exlawyer 6 xaiiuévos

« Koipa oto vioy tov duogpov va xeitetar avippévos [»
Kai pet’ atteivo o “wlacyev, xal ndvetey 9 puyij tov,
flénet nal magasdlevys, xal xtdna 1 layxi tov,
"Eyldxnoe pé 1) yapd, »° fpsper Evlapdxia,
nrvgoflodd xal dprer ora dndve ord yaodxia,
"Bolpwoéy 1ove xovia oyta va 1oy nwvodoy,

iug va aéyy 6 Geds xal va worve ylvidoy.

Kai uippr nalioyovvéla tov, xsivyr dnod @doet
Efyale xal oxendler tov orfpy xovéyy dnd Ywoet.
Aautv axgoovyiipege, dvoiyet xal 10 e Tov,

xal 1ov paopd otoydlerar mo xdderov dumpds tov.
Aéyer rov' « Av10 16 1’ Exapes 6 Gids vd oé nlepdopy
xal v aldviov Lwhy 010 1élos va cod dday,

"Eod “oovyv 6n6 ylMitwoes anjuegov 1y Lwij pov

xt Qréotnoés ue AmO vEXQOVY 3’ TjPEQES THY PuyY UOLY
Aéyer 0 wapds' «va oéfeocar 1ov Kdgiov viyns ydon,
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mov u’ Epegev &x 10 movgvov EdM va midow wdoe»,
"Aneiv axgoovvipepe fjrove ueonuéor’

eldev xal foioxero paxga &x ra dixd rov péon.
Eldev xal dév éunopeie nled oav fjrov puadnuévos

vd ‘vau el toony drvyia mwyos xal fopiouévog,

% eldev 10 e evploxetoy xavtolov &) dvuévos,

%t apyivyoey and xapdids x’ Exdaiyey 6 xaiuévos.
Mg yiliovs dvactevayuods onxdverar, xadiler,

xal npos wy Ydlacoav Pweet, xal 16rec doyiviler
«* 2 ddlaocoa, 1éoov xaxov Exapes els éuéva,

xal va p’ dphopgs &ydvuvorv »° ftic mrwyorv ora Eéva.
['idvia downov 82 p’ Emviyes, ddvarov va pot dddopye;
Koiua peydlov u’ Exauec g va ud ylvrddons I»
Q¢ eldev 160ny 6 paods My Wanv xai 10 xldua,
¢ xal avrod tad pdna tov &x 10v xaiuov édodua,
Ma nale v mapnyopd «“Aua "yec 1ooy ydon

xal yAMrwoes, avijusve xal nd va mdow Pdot

K dpre wotéooy v lond, x° iric umopel va Poovue,
xal d6fale 1wov Kdprov »° Epyopar va yevroiuey,
"Enijyev »” Emwaocey mokd toco mod va tds pddoy,
éyvptoe »° els doduvia Wfhale va w pdot, (313 - 370)

It 1s interesting to note that Pucci and Acontianos claim to
be very much in the same position:

... Mi fu recato in questa linqua prima

perche ciascun si bella storia inlendu
& io d voi ve 'ho contalo in rima

perche diletlo ciaschedun ne prenda . . . (in fine)
. va yodyw 10 fovdidnra xal va v’ avathifdiw

16da yoauuévoy novneras x° els plpa va 10 fdalwm. (26 - 27)

Kal tovro éxwwijdyxa dia 1ra moldd rov nady

x” &fala o160 Popaixdé xadévas va 1o pady (1867 - 1868)

and it is true that both are expressing in a new popular style
that which had been the preserve of only a small part of the
people. But the century and a half which passed between Ita-
lian poem and Greek poem do not mean simply that there was
a time - lag of one hundred and fifty years between the cultures
of metropolitan Italy and provincial Crete. The popular virtues
of the Cretan poem are much further removed from the Middle
Ages. This fisherman episode shows just how real, how drama-

KPHTIKA XPONIKA 14° 25
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tically true Acontianos’s poem is when compared with its model.

The hero is torn and flayed from head to foot by the assault
of the rocks. In the Italian he merely stands up and laments:
the Cretan interprets the fact and casts him unconscious on the
shore, while the contrast between good fortune and bad, between
what he was and what he is, is left in the mouth of the poet,
Very properly, because this is the whole theme and unity of the
poem. The wheel of fortune that Apollonius has in com-
mon with Erotocritos?®

xal nale 6 xoxlos Eorpeywe xal ydpiogy Grdrvw 9
and

pna odv 6 xxdoc tov xatpol moldés popoéc yvoilet

Eavdoroopa xt Gvdroda x' glc yalaoudv doyile 111 - 112

—this is the real morality of the work, if morality it may be
called : and it is precisely the same as Pucci’s attitude when in
Tripoli Apollonius is recalled to his rightful kingdom—

.. et stamo in su la ruota conlentati;
preghiamo ¢ Dio che la ruota non volga
che poi nel fondo noi non sian trovali !

In those days of corsairs there must have been many Cretans
who had seen a corpse on the shore; and that is the natural
sequence of the Cretan version. But now the Italian is almost
courtly. Apollonius’s attitude to the fisherman i1s shaded by a
slight but pervasive sense of superiority. It is emphasized that
he talks «come a fratello»: the fisherman is «il buon huomo»—
in the same faintly condescending sense as «my good man»,
Cretan manners would have found this utterly remote. As for
the idea that a Greek gentleman would not know how to light
a fire and cook some fish, this would have been so ridiculous to
his audience that Acontianos has very sensibly left it out. Puc-
ci’s readers were close enough to the courtly conventions to
accept a helpless prince as a poetic possibility.

In the Italian the fisherman follows S. Martin and splits his
cloak with the castaway. Again the romantic impracticality is
shunned by Acontianos. His man is too sensible, and too Chri-
stian, and prefers to give his cloak whole, This rustic kindness

12) See Erotocritos notes p. 378, for plentiful examples from
Byzantine and Cretan poetry.
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runs through the encounter. It is only when Apollonius has
eaten, (the invitation is «yia mdoe va draxovyPijc» — «help yourselfs)
that the fisherman asks, and then with most characteristic
Greek directness
«8d® o’ tobta ta uéon
e Ervyev 1 uoiod oov éditic va of péoy ;»

The same simplicity may be seen when Archistrata has been
revived and is lodged in the physician’s house. The Italian
poem provides her with an array of maids and the food of her
choice—

In una zambra in sun’ un ricco lello
fece metter la donna & ben servire
& delle cameriere al suo diletlo

che fedelmente debbinla wbbidire
delle vivande non havier difetto

che mestier le facevon per guarire,

& dalle donne di quella cittade

era ben vicitala in veritade.

She 1s treated as a princess, and it is a princess that she receiv-
es formal visits from the local ladies. In the Greek it is very
different. There is no excess of luxury, and the motives for vi-
siting her are simple curiosity and neighbourly charity:

Kal ywa va myy xndéypovor xducoav ) fyoddoar,
xatl oroduay afiov tijc upijc yia Adyov s derpdoar,
xal ué 1a Idia dxgifa oé owmmordv eioi'in,
xt Ao vy ony doowonidy favgegey x° Eyéothy.
"Exel avepalavovyray yia va vive Fwooiot
yoi Goyovriaces, yid onmddyvos s va v magnyopoiot
| 1009 - 1014
Just as in these instances out - of - date and foreign attitudes
have been assimilated to the Cretan scene, so in a few places
foreign facts have been naturalised. In Pucci’s poem Apollonius
makes his name at Archistratos’s court by winning the game of
palla, «hand - ball». In Acontianos, his excellence is at danc-
ing, and it is his solo improvisations that excite admiration, just
as they would in a modern pentozali. And when Pucci’s
Tarsia goes out to play to the people of Mytilene—a scene which
provides the frontispiece of the Italian poem’s early editions—
she plays upon a viol, seated upon a platform, to an audience
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sitting as at a recital of chamber - music. The Cretan gives her
a native lyra* and sends her down to the market - place to
sing couplets, arydloya, to the passers - by.

There, her best songs are laments, uotgoldyia, which move
everyone to tears. In this there is no exaggeration. 1 myself
have seen an old Cretan washerwoman in tears after her son
had read to her the laments of Abraham’s Sacrifice; and
great as is the modern awe of death and its surround, it must
be small compared with the emotion it produced in older times.
Buondelmonti, writing about 1420, has left us this account of a
Cretan’s funeral '“.

«After the man had left this life, singers went to his home,
and standing before the corpse among the womenfolk burst out
in lamentations. Then everyone was silent until they had prais-
ed the dead man in song. All the women took turns, and so-
metimes cursed the Fates. Finally they gave a last farewell, and
allowed themselves to be taken weary to their houses. Then at
last came that long night which they voluntarily live, a year or
more, without light like animals on the ground. There on the
ground they eat, and late and early never stop calling in shrill
lament upon the man who has now descended to the shades. For
three or four years they shun the church, and choose to be in
darkness and in solitude».

This is not very different from the Prince in the darkness
and filth of a ship’s bilge.

Such dirges and laments are one of the chief adornments of
Acontianos’s poem. They are suggested in the Italian. Apollo-
nius’s lament on the seashore has already been quoted. It is as
if the Cretan work has taken the suggestions of the more liter-
ary Italian and clothed them in the dread associations of the
mirologi—

"Quuéva, 10 raiddxi pov, 10 Pdoooc »’ 1 680 uov,
anarvroyy, xAngovouid, 6movoovve 16 P@; MOV, 1463 - 1464

13) So called in one variant reading (V 1411); in any case the xifdpa
must be a 1yra because it is expressly stated that it is played with
a bow (1408).

) C. Bondelmontius, Descriptio Cretae (ed E. Legrand in
Description des Iles de 1' Archipel (Publications de 1’ Kcole des Lan-
gues Orientales Vivantes, serie 4e, vol, 14, Paris 1897)). See pp. 116 - 117,
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Iadi pov, xavaxdon pov, ddooos i dnavroyh pov Ougia H25H

. . oY Téroto yio dév elda,
6ot rov elya Pdpgoc pov, dnavioyy xi éinida., *Epwrt. 1478-9

The plot provides enough opportunities for these laments, and
to the modern reader it may seem that they are overweighted.
The Cretan of the sixteenth century would have seen them ag
something very different; as passages that combined the most
violent human emotions with the most familiar of aesthetic ex-
periences. The laments of Apollonius provide at the same
time some of its best poetry and one of the most important
reasons for its long popularity.

The same cannot be said for the other main source of inter-
ruption to the narrative, the poet’s moral and theological com-
ments. The conversion to Christianity of this pagan history
forms a fascinating study on its own. Pucci, for instance, blithe-
ly combines Archistrata’s desire to become a servant of God
with her entry into a temple of Diana. But, of all the versions
of Apollonius it is the unrthymed Greek poem that makes
the most consistent and detailed attempt to provide a Christian
complexion **. Allusions to the Scriptures are rife. The Neptun-
alia of Mytilene become Easter, Apollonius visits the church of
S. John the Divine at Ephesus, and Archistrata is Abbess of
the Convent of S. Thecla. It seems very likely that Acontianos’s
religious interpolations stem from the earlier Greek version.
They are nothing like as sweeping as those of the unrhymed
poem. Apollonius is set on the road to the convent by no such
excess as the vision of an angel, but by a simple dream. Even
the most tedious moral precepts are given in an epigrammatic,
almost poetical, style —

Tédorepa peravordpara, &’ dxorn ddv Edlov,
eixoot wwévie otd oolddl Doreoa 1d Fodidlov, 1439 - 1440

But generally it can be said that the poet’s own comments are
excrescences on the poem. That this might not be the judgment
of a Cretan reader can be seen from the fact that «Lives of the
Saints», and «A Letter of our Lord Jesus Christ» may still be
bought at the tobacco - kiosks for a drachma apiece: and Ma-
rino - Zane Bunialis’s verse pamphlet «An act of cjlompuct-

') For a detailed account, see A, A. Janssen op. cit. pp. 256 - 26.
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ion useful to every Christian», which was first pu-
blished at Venice in 1684, is still hawked entire on the streets
of Candia ™.

While Acontianos has made many additions to the narration
of the simple story, he has also pruned much away. It can be
said unequivocally that all the omissions strengthen the plot.
There is in the Italian a description running to a dozen stanzas
of the celebrations at Mytilene after ‘T'enagoras’s marriage to
Tarsia. This is completely missing in the Cretan, and rightly
so; it holds up the course of a climax which can afford no delay.

Again, the scene in the hold of the galley is brilliantly im-
proved by Acontianos. He minimises the narration of Tarsia’s
first visit to Apollonius and concentrates upon the dramatically
important second one. Pucci describes the first in detail and so
stales our interest in the second. The revelation of Tarsia’s iden-
tity is handled by the Italian poem in an artificial bumbling
narrative that embraces almost the whole story in seventy or
eighty lines. The Greek deals with it in eight lines of natural
outburst

«" Avadepa 10 onltv oov, Zroayyilie 1vodvyo,

Smoveovy ¥ xaxiy pwov doyn of rodra ra maddvw !

*Avadepa vy potod pov, davadeua iy woa

6 xtipns wov Svia u’ Epnue oty idwxn oov ywoa !

“Av 10fevpey 6 xdons pov, ddv ué "delev dgioe,

000& roounfewy fjlefe trac va pod uiknoy,

K’ 5a nd xaracrd¥nxa 6loc va p’ dveidifov

o’ 1600 xarapoovéuara xal va ud xonaviovy. 1539 - 15646
which are in the exact cadence of folk - poetry. There is a whole
body of modern mantinades on like themes

*Avadepd 1 ) ouiyun xe dvadepa my woa . .

*Avdadend oe, poipd mov, poiod u’ avddeud oe . . . "
and this whole passage is so close to the folk - idiom that some

of the actual words have been retained in a modern folk - ver-
sion of the story - a very rare occurrence '®,

15) (M. Z. Movviadifc) Pulhada tic Yuyfic, Heracleion, n. d.
(1930 - 1940 ?)

17y II, II. Bafoulég, 'O xonuxde ipayoudiomig, Canea 1950, pp.
90, 103.

18) See, chapter 8.
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In this scene may be noted an interesting change in psycho-
logy between Italian and Greek. When Apollonius was shown
the grave which purported to be his daughter’s he had said

«(xid 1o non credo che let morta sia :

ma fe é morta, per mar voglio andare

come fortuna mi vorrd quidare».
Now when he is attracted by Tarsia’s personality on her first
visit to him,

«s’io faro mai in allro slalo,

per tuo padre & signor lener mi puoi . . .»
These moments of dramatic irony are quite absent from the
Greek. May it be said that same quality seems to be lacking in
Erotocritos? Certainly Cornaros seems to be following
Acontianos’s example i1n tautening and simplifying his model,
The way in which the two great tournaments of Paris et Vi-
enne become one in KErotocritos, and the omission of the
five dreams of the Western romance, show in the seventeenth
century exactly the same principles as had been laid down at
the very beginning of the sixteenth.

There may seem to be yet another resemblance in the com-
position of Apollonius and Erotocritos: that neither
was content with a single source. Cornaros used ideas from
Theseus inserted in his quite different narrative'?, and even
for the main plot of his romance seems to have used two differ-
ent versions of Paris et Vienne?®. Acontianos, it has already
been shown, had some knowledge of the earlier Greek poem,
as well as of his main source, Pucci. T'he situation becomes a
little more complicated when we examine the two new episodes
in the Cretan pcem; the tournament and the tale of Polydorus,

The second may even be a later interpolation, so uneasily
does it fit with the course of the narrative. Tarsia’s treatment

18) Sce chapter 5.

20) G, Morgan, French and Italian influences in the Erotocrltos
(K. X. T (1953) pp, 201 - 228). See p. 228, In this article I suggested that,
however unlikely it seemed. it might be preferable to believe that there
was an Italian Paris e Viena that combined elements from both
the French and Italian versions that we know. Thi swas always improb-
able. Now that Cornaros has been shown to have had his Teseide
at hand while he was writing, it seems quite possible that he should
have been using two forms of Paris e Viena simultaneously.
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at the hands of Strangilios and Dionida is compared with the
way in which Polydorus, youngest son of Priam, was murdered
for his money by his brother - in - law, Polymestor of Thrace, to
whose care he had been entrusted **. The reminiscence is appro-
priate; bat the ancient story has been set in Tarsus (only in this
episode called T'dgota) to show how a tradition of inhospitality
has survived. It seems quite out of character for a fifteenth -
century writer to change classical legend in this way, and the
probable solution is that there has been some confusion between
the Italian «Tracia» and «Tarsia»,

The other insertion is more mysterious. T'he tournament in
which Apollonius defeats the knights of Archistratus’s realm,
and so shows his nobility, is clearly a genuine, and successful
part of the Cretan poem. Yet it exists in no other part of the
Apollonius corpus except in Pericles of Tyre, where
Shakespeare, too, departs from his named authority, John
Gower **. In Pericles, the tournament takes the place of the ga-
me of ball in the standard story: and at dinner the prince excels
not at harping, but at dancing. The dancing may well be
coincidence, induced in the English drama by stage requirements,
but the tournament seems to be the product of a certain dis-

1) The immediate source of the story was presumably an Italian
work. It is certainly not taken from the Byzantine account in Tzetzes
(3. 75. 249 ff), nor from Vergil or Ovid (Aeneid 3. 45ff Metamor.
phoses 13, 429 ff), for it combines points from both. Vergil does nof
mention the name Polymestor (the Greek has Polynestor) and Ovid has
the body cast into the sea, not <o pdpay daxoxdrws,

) Pericles of Tyre, Act 2, Scene 2, Each knight appears
with his shield, which has a most unheraldic device and motto:

¢, .. a withered branch that’s only green at top,
the motlo <In hac spe vivos.

A pretly moral;
from the rejected state wherein he is,
he hopes by you his fortunes yet may flourish»,

Compare the Lord of Egripos:

"Hvo pua Boboy, x=° ijrosys vepo xpovoralliaouévo,
x' Eva dsvipd avadia Tl yhuévo papauévo,
diywg Plaorovs diyws adovs diywe xapmotc xai uijla,
%> 1jdsiyve awe Esoalvovviar of xldvor xal 1a pilla,
"Hoar xai ypaupaca yovoa sic 100 Ssvigod 1) pfom,
Wy mapandveoiy vol viol xai 16v xanudy tov Afo,

‘Epwrt 2 207 - 212
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satisfaction with Archistratus’s easy acceptance of this unknown
son - in - law. ‘T'his uneasiness is particulary noticeable in the
French versions. In the oldest «the princely wooers ..are rejected,
They declare war. The princess asks Apollonius if he can fight.
In the battle he distinguishes himself and saves the old king» **.
A sixteenth - century prose version makes Apollonius save the
king’s life in a boar - hunt **, and a closely - related ballad of
Jourdain de Blaives has the hero repel a Saracen inva-
sion and slay the infidel leader **. However we may explain it,
it is clear that the Cretan poem’s tournament is representing
the tradition of an alternative, and equally satisfactory, plot. We
have yet another demonstration of the period’s literary unity.
Again, as with Pothotsoustounia we are forced to accept
that neighbouring literary ideas come from opposite ends of
Hurope *,

) A H. Smyth, op. cit. p. 8l.
#) E. Klebs, op. cit. p. 416.

#) A. H. Smyth, op. cit, p. 81.
*) See above, ehapter 4.
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CHAPTER 7
THE APPEAL OF CONSTANTINOPLE

The fall of Constantinople onm May 29th 1453 was a cata-
strophe for the Greek lands under Western rule. Though their
students now turned to Florence and Padua instead of to her
impoverished colleges, yet in the folklore of the islands Con-
stantinople was still the centre of the universe, the place of
sophistication and authority, «The City» of the world. The end
of Constantinople was the end of their hopes to return to By-
zantine rule.

In Crete, the most rebellious of the Frankish lands, the me-
mory of Byzantium was still fresh. The Cretan nobility was
always proud of its descent from the twelve Byzantine lords
whom Alexis I had sent out to possess the island. Charters and
concessions from the Imperial Court were jealously handed down
and copied . Forgeries were carefully made to include one fami-
ly or another in the close circle, and Cretan nobles placed on
their arms the two - headed eagle of Byzantium ®.

The soldiers and sailors, first of John Vatatses (1230) and
then of Michael Palaeologue (1261), had fought side by side with
the Cretans in their rebellions®; and when, in 1278, the Chorta-
tzi were forced to flee from the island after their unsuccessful
revolt, they took with them so many patriots that twenly years
afterwards they were able to provide a regiment of three thou-
sand Cretans to fight the Turks in Asia Minor ‘. Venetian peace
treaties stipulated that the Cretans must abandon all hope of
union with the Empire, but even so, when John Callergis pro-
claimed rebellion in 1364, it was the Byzantine flag he raised ®.

Cretan churches were dated by the reigns of Byzantine em-
perors®, but the spiritual connexion with the city was not stron-

) E Gerland, Histoire de la noblesse crétoiee au moyen idge Pa-
ris 1907, passim.

2) £ Eovdoudidng 'H évetozpauria év Kpvy (TF 34, Athens 1939),
p. 56.

8) Ibid. pp. 31, 45.

49) Pachymeres (CSBH II, 209. bff),

5) Z. Eavdovdidne, op.cit. p. 100.

%) G. Gerola, Monumenti Veneti in Creta, Venice 1305, vol. 4, p. 395.
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ger than the commercial bonds. When the news of the disaster
comes to the Commune of Venice, among the scenes of despair
it is estimated that while the Sereme Republic has lost two
hundred thousand ducats in the pillage, a hundred thousand
more have been lost by her «feudati e citadini» of the Isle of
Candia?’.

Such an event was naturally the inspiration of many literary
works. Of these one of the best, and indirectly one of the most
infiuential, was the ’dvaxdlyua jc Kwvoravuvovndlews — the
«A ppeal of Constantinople» ®,

It is a poem in 118 unrhymed political verses which shows
a quite unassimilated mixture of opposite styles; of the uneven
archaism of Byzantine moral poetry side by side with the unaf-
fected idiom of the folksong.

A ship is coming down from the Bosporus, off Tenedos?,
whea a galley hails her and asks for her news. The encounter
between two ships 1s a common element in many folksongs,
though normally it is the prelude to battle, not conversation—

Manaivovy %’ Elauvav ra xovma Legfa o1 Mvtidivy,
« Zrdoov xapdfi Eaxovord . . .» K 249.2

The news is that Constantinople has fallen, the supreme cata-
strophe, the «hail of thunderbolts», the «beart of the whirlwind».
The compound adjective is found in an Acritic song from Crete
Zadv 1y dorganoydlalnyy elv’ 3§ moprnamEiav tov K 305
Constantine the Emperor is dead.
Before he dies he sees how his allies are all in flight. He

shouts to the Cretans to cut off his head, to save it from defi
lement. The words are the same as those used by the patriot

) G. Thomas, (Sitz. kon. bay. Akad. Wiss. (philos - philol. Klas-
se) 1868) p. 37.

8) First published in E. Legrand, Collection de Monuments pour
servir a 1’ étude de la langue néo = hellénique, nouvelle série, no. b,
Paris 1875; and then {as an appendix) in A, Engovydxic, 'O Kpnuxog
nohepog, Trieste, 1908,

9) The place would be significant to a Cretan audience. Tenedos had
been depopulated for military reasons in 1383, and its inhabitants settl-
ed in Euboea and Crete. Measures were taken to settle them over the
island, and a suburb of Candia was known as Tenedia. (F. Thiriet,
Vénise et 1’ occupation de Ténedos au XIVe siecle, (Mélanges d’ archéo-
logie et d’ histoire de 1’ Ecole Francgaise 4 Rome 65 (1953) pp. 219 - 245)).
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Vlachothanasis three hundred vears later at Naupactos ', or by
Michelis Vlachos in Crete', and the treatment that Constantine
sceks to avert is the same treatment as the klephts’ remains
actually suffered,
ra x6wovry 10 xepalwr pov, ra panfovr els xovidowr,
va oxicovy myr xagdiav pov, ra @pdarv 1a cwdixd pov,
va mody ano 1 aiud pov, AK 53 - 5H
The sun must not shine upon such evil
“Hlte pov arvdredde narviod, o’ ovlor 10v udopov @éyye,
xal yvve 1ls axiivésc cov o’ Ghnyv v olxovuéry AK 5T - 58
The Cretan feast - songs extant show variants of this in the
famous song about the slaves of Barbary:
“Hltg pov, xai @eyydpt pov, xal »00Hoyvosvty pov,
6’ ovlov 1OV xoop’ dvdigtde, o’ oblyy v olxovuéry,
o1@ Mnapunapgéow tic avlréc, jlie, uyv arareidys,
xt dv avateidpe, e pov, rva yogyofaoiléyys,
yia da foayov ol yiayiivéc oov mod 10 oxdafid 1a ddxpva.
K 332. 1
The women of Constantinople are being led away as slaves,
to perform menial tasks on the estates of their masters. Com-
pare these haughty maidens with the Albanians of the Morea
three and a half centuries later:
Tot Adha ué ra xpva reod, ué tic fapeids xvpddes,
e tic 1oavés dpyoviiooes, tic xalopadnuéres,
mov dév xaradeydvrave 1 yic va 1y maroovy,
70 pognyay ¥ovead oxovitd xal xOxxiva calfdota,
xal 1hpa nds xardviyoav xonélles orovs payiddes !
Déovovy fapélia pé repo xai fvla Lakouéves,
viyovr oi "Ellnves vepd, pwua va avpwdoive 12,
Constantinople, the heritage of the Byzantine Emperors, has
fallen, to a youth who i1s the precursor of Antichrist, the first
agent of that reign of evil which is to precede the Second Com-
ing and the Age of Gold.
The Appeal is in the form of a «threnos» or «monody» **,

1) N.I'. IoAieng, "Exhoyai.. no 62, Athens 1932,

1) K. 37.

1) N. I'. olitng, op. cit. no. 12,

18) Generally speaking, «threnos» is used of verse, and «monody» of
prose, but this is not universally true.
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a form characteristic of Byzantine literature, though not exclus-
ive to it. Its descent from the «I,amentations» of Jeremiah is
always clear. The prophet’s own words are often incorporated,
sometimes with acknowledgement, more frequently without. One
of the most characteristic features is the apostrophe or reference,
often dragged in most inappropriately, to Zion and its daught-
ers. Such a lament might be upon the death of an individual,
upon calamity or massacre, or even, as in Procopius, upon the
collapse of the dome of S. Sophia; but by far the most common
was the lament on the fall of a city**, published sometimes as
an independent work, sometimes as an excursus in an otherwise
straightforward narrative. Some of these are quite general jere-
miads, while others embody historical, often evewitness, ac-
counts. In this tradition is the Appeal, whose sources, fortu-
nately for our understanding of the way in which popular history
is made, may readily be traced.

When Constantinople fell, one of its residents most sought
after by the Turks was Isidore, Cardinal of Ruthenia, who was
in the city as Pope Nicholas V’s legate for the reconciliation of
the churches proposed in the Synod of Florence. In the confus-
ion, he changed clothes with a beggar, whose corpse was found
and subj:cted to all ignominy; was then captured, and, not being
recognised, bought his liberty for a few pieces of silver. When
he reached safety, he wrote a LLetter toall Christians's,
«datum Cretae in domibus residentiae nostrae», on July 8th.,

I453.
This letter has a formal condemnation of Mahomet Il as the

1) e. g,
Syracuse (Theodosius the monk, PG 135, 53)
Salonica, in 904 (John Cameniates, PG 109, H25)
in 1180 (Eustathius of Salonica, PG 136, 9)
in 1230 (John Anagnostes, CSBH)
in 1343 (Demetrius Cydonius, PG 109, 639)
in 1430 (three anonymous works, ed. En. Adpnpoc (Néos
"Elknvopvnuwv 1908)
Athens (Anon. ed. G Destunis, Persami vy Attichyeskoy Athiny,
St Patersburg, 1881)
Constantinople, in 1204, Nicetas Choniates, OSBH).
'!) Edited together with the letters of Leonard of Chios and Gode-
fridus Langus, in J- B 1’ Iicuy in Narrationes de Capta Constanti-
nopoli. Paris 1823.
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archenemy of Christianity, and its call to Christians everywhere
to unite in defiance of the Turk, (whose supposed weakness is
revealed in detail), is the first ancestor of similar appeals in the
Lament of Constantinople assigned to Emmanuel
Georgillas ', in Jacques du Clercq’s Journal', in Lauro Qui
rini’s Letter to the Pope', and in many sub:.ejueant
works. But the body of the text consists of a description of the
fall of the City and the pillage that followed:; this account is
undoubtedly used in the Appeal of Constantinople.

The Cardinal names Mahomet II as «Antichristi praecursor»,
just as the Appeal calls him «nroédoouos *Avuyeisrovs. The
epithet had been applied, many centuries before, to apostasy in
general, and the Arian heresy in particular '* then to the trea-
chery of the Fourth Crusade® : but it is in Isidore that it finds
its first expression in this context,

The list of the enslaved is remarkably alike in both works.
Isidore has:

«...tam nobiles quam populares, tam monachos et monachas
consecratos, quam etiam alios simplices populares. Et feminas
virtute praeditas et nobilitate, vituperose el indecorate detraclas...
Adulescentulos vero el adulescentulas, pueros el puellas, a paren-
tibus segregebal, et divisim eos vendebal».

In Cretan,
“Aoyovies, dpyovidrovior, Goydvriooes meydlec,
ebyevinds xal @ooryues, axotfavadpepuévec,
avéylvxes, navépnues, Dravdoes xal ynoddes,
xal xaloygiés xal yovixdc magPéres, fyovuérves,
dvepos O8v tic Edide, ijliog otx EBAsmév ws,
éwarkay xt aveyvadidaoe elc 17 dywa wovaotijora,
nondynoav dvyleds @3 waradixacuéves,
s va tés ndoovy oy Tovoxid, oxhdfes rva roviyPotoy

AK T1 - 78

%) In Wilhem Wagner, Medieval Greek Texts. (The Philolo
gical Society’s Extra Volume, London 1870).

‘") In J. A. Buchon, Chroniques et Mémoires pour servir a 1’ hi-
stoire de France, vol. X, Paris 1838,

) In G. Degli Agostini, Istoria degli Scrittori Veneziani, Ve-
nice 1752, vol. I, pp. 205 ff.

19) 5. Alexander of Alexandria (PG 18. 672) and Athanasius (PG 25.
409, 26 13).

20) Nicetas Choniates, (CSBH).
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In the description of the devastation of S. Sophia, there are
these correspordences :

a) ... iumagines...pedibus conculcarunt, delurparunt,
el diripuerunt . . .
. v wafovr rac elxovac,
vd oxifovy, va xatanarotr 1d ‘Adyoovea feyyélia,
b) ...el erucem Christi...dejecerunt el diripuerunt . . .
rva xavvfoilovy 1005 araveovs, va tovs xararlaxilovy
c) ...sacris corporibus Sanclorum, quae laniabant et vastaband.
.. xal v dyiov ta leiyara
d) ...sacras el sanclas stolas . . .
Iy gDxOouRaiy 1wy
e) Similia his, et in sacra pepla, hos est paramenta
ecclesiaslica . . .
. 1a wénla s 1oanélag
tijs movapid:, 1 oentils, 1d xatheowuéva,
1A oxevn 1d mavdyia ., .

And finally Isidore’s polished horror, «Sed cum memoriae
tradidero, totus tremo» is matched in
orav el vodv va Boundd rijs [dlews 1a »dlly
oreralw xal 6dvgouat xal 1rrw els 10 orijios .

None of these resemblances is conclusive in itself: considered
together, they show that the Appeal was written with the
letter in mind, if not in hand. The Cardinal gave a special in-
Junction that his words should be copied and broadcast. It is
almost certain that they achieved wide distribution in Crete,
where they were composed, and it is likely that they were trans-
lated into Greek, Wider fame than this was stolen from him
by his companion and subordinate in Constantinople, Ieonard
of Chios, Archbishop of Mytilene, whose letter to the Pope De
capta Constantinopoli® dated August 16th, 1453, was
plagiarised by Dolfin, and thus found its way into the historical
tradition of Western Europe.

IL.eonard was the first to mention Constantine Palaeologue’s
famous appeal to his friends to kill him rather than let him fall
into the hands of the Turks: «O quispiam...ne Majestas vafris

M InJ-BL Ecuy op. cit,
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viris succumbat, meo gladio me transfigat» In view of Isidore's
silence on this point, which would have suited so well the tenor
of his exhortation, we may condemn it out of hand as a lie. Of
the other tradition, that the Emperor’s head was cut off by
Mahomet, we can be little more certain; but we can at least see
that it was a current belief in Crete shortly after the disaster,
for in the Appeal we find it in poetic combination with Leo-
nard’s fabrication. The Emperor, as if forewarned, fears that the
Turks will cut off his head—
va xGpovy 10 xepdt mov, ra unifovy o0& xovidot

and his call to his comrades is therefore not to run him through
with the sword, but to forestall the enemy, and take the royal
head to Crete.

Who were these Cretans whom Constantine saw in flight?

For Phrantzes writes with admiration of the Cretan marines
who held a tower of the wall long after rhe city had been taken **,

Nicolo Barbaro ?® was surgeon of the Venetian flotilla from
the Black Sea which was caught in the Golden Horn by the
siege. He describes the escape on May 2gth of those seven ships
that broke the chain barring the harbour and sailed from the
City:

., ..al mezo di econ 1l aiulo de misser domino dio, Misser
Aluviace Diedo, el capelanio de la Tana, si [exe vela con la sua
galia, e poi la galia de ser Jeruolemo Morexint, e poi la galia de
Trebiconda vizo patron ser Dolfin Dolfin . . . pot si leva la galia
sulil de misser Cabriel Triviean . . .».

One which did not escape was:

«la galia di Candia patron misser Zacaria Griont el cavalier,
quela si [o prexa, poi driedo quesle galie si levo lre nave di Can-
dia, le qual son, ser Zuan Venier, ser Anlonio Filamali el ga-
lina*», In his list of Venetian gentlemen who were saved he

') Phrantzes. (CSBH).

% N Barbaro, Giornale dell’ Assedio di Constantinopoli, ed E.
Cornet, Vienna, 1856.

) «El galina» probably conceals the Cretan shipowner of the family
of Yalinas, who is mentioned in a note in a British Museum manuscript
(Adds 30460); where the three ships are those of Yalinas, Filomati, and
Sguros. This note is, 1 believe, quoted in I'' M, "Apapnatldéylou,
Pwrierog Biflwolnxn part 2, which has not been available to me.
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gives also the names of two brothers, Zuan and Alexandro Lo-
lin, sons of «ser Angelo di Candia».

These ships were at Negropont 1n four days, and we may
presume at Candia shortly afterwards. Aboard them were not
only their depleted crews, but some part of the four hundred
old men and women who had swum from the carnage of the
city as the ships lay offshore **. In this way the news of calam-
ity was in Crete made more poignant by the company of those
who had survived it.

Was it from these that the poet of the Appeal got the
details of pillage unmentioned by Isidore and I.eonard — the
churches turned into stables, the use of the communion vessels
for banqueting ? Here we must look back to Nicetas Choniates’s
description of the earlier fall of the City *, to the crusaders of
1204, who were to him so much worse than the Turks. They
too were the forerunners of Antichrist, who «wa riualef doyeia
rovrwy dwapgnalovies . | . eis oltwy xavd xai olvwy xepdouara talg
éaviov toanéfais magépegov» and whose «#Huiovoi e xal dmolidyia
oeoayuéva uéyor 1@v advrwy slofjyovro 1ol ved»; and here again is
distinct reminiscence of the Appeal’s opening line: «é&v ote-
rawnoic Poijvor xal cdal xai xlavduoi, év 1otddots ddvouoi».

Sometimes we can be moved by the sincerity of the eyewitn-
ess accounts; subsequent historians with their wanton distortion
of fact, induce little but despair. It was natural for the folk -
tradition to weave its legend around the fall. The weeping of
the icons, the unknown queen at her liturgy, the priest reading
the scriptures — all these were swift embroideries; the story of
the communion vessels being taken up into heaven was extant
before 1455*. When the imagination passes from the circum-
stantial to the central episodes, we can only be amazed at the
way in which, for instance, the Emperor’s death comes in turn
from wounds in the head, and in the shoulder, by suicide and
by asphyxiation, in valour and in cowardice. It is useless to
regret the fact that not one of our eyewitnesses in Constantino-
ple was near the centre of events; the Italians being in Galata,

26) See the narrative of Jacques Fdaldy (Tetaldi) in E. Marténe _
U. Durand, Thesaurus novus anecdotorum, vol. I, 1819 - 1825, Paris,

1717.
%) CSBH, pp. 757 ff.
27) In the Lament of Constantinople. See chapter 8.

KPHTIKA XPONIKA IA' 20
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the Slavs at the Adrianople gate, and Phrantzes, by his own
admission, in a ward distant from the attac». We must accept
that our history of these things is traditional first, and accurate
only by accident.

OI these historians **, Ducas takes first place. His style was
easy, and his vocabulary made concessions to the demotic: he
was used by Phrantzes, by Critobulos of Imbros and by the poet
of the Lament. He was translated into Italian in his own
lifetime, and thus became for Western Kurope the standard
Greek authority on the last days of the Empire. It is all the
more regrettable, therefore, to find that his account is based
partly on so unhistorical a writer as the poet of the Appeal
has been shown to be.

Constantine’s

wowete 10 xepdlt pov, Xowuarvel Pwpaior,

becomes «ovx ot ric Aowstiavos il Aafelv thy xepaldy pov dn’
éuov ;», This is found in no other source. And the Emperor’s
foreboding that his head might be spitted on a pike (a fate
which actually befell the head of the beggar taken to be Isidore)
1s converted by Ducas to fact. The royal head is nailed up in a
public square, and afterwards strips of the skin are sent as to-
kens to the rulers of the East. Phrantzes, who might well have
taken part in the ceremony, records that the Emperor was given
Ghristian buriel with all honour. No other authority mentions
this nailing - up, while the more simple tradition of the decapi-
tation was known to du Clercq, Chalcocondyles, Pusculus #, and
to the much later Hierax ®.

Ducas, of course, has read his Choniates: and so for him,
for Phrantzes, and for Critobulos, the communion vessels are
used for the looter’s banquets. Only the more popular «d{oxovs»,
instead of «doyela», suggests a memory of the Appeal®. Such
a memory is more abvious, when alone among the historians he

%) The four Greek accounts of the capture are reprinted with notes
in the quinsentenary edition of Néa ‘Eoria (1 June 1953). The Italian ver-
sion of Ducas is printed with the original in the CSBH edition.

#) Ed. A. Ellissen, Analekten der mittel. und neugr. Litteratur,
teil ITI, Leipzig 1857.

%) K. N. s5athas, Bibliotheca Graeca Medii Aevi, vol 1., Venice,
1872.

8) dioxondmoa K 70,
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brings in an account of the legend of the angel who was to
appear in S. Sophia in the hour of its capture, and hand a sword
to a young man who was to drive away the Turks and become
the new Emperor. And when the Sultan’s entry into the church
is described, and he tells a muezzin to give the call to prayer, the
infidel priest a described in the phrase «mgédoopos *Avuyolarov».

Perhaps the most certain evidence of borrowing is in the nar-
ration of the enslavement of the Greek men and women. Among
the captives are «mapPévoe, ds ody fdpa fjlioc», so characteristic-
ally a phrase from popular poetry® that we are not surprised
when Critobulos afters it, (in a context even more like that of
the Appeal) to «yvraixas véas xal owpoorvac, ebyeveis 18 »nal 1w
el yeyovérwy, 1a molrla oixzovpoivsus xal 0ddé iy allioy mooeldoidoag
noté», Another variant is in the monody of Manuel Christony-
mos * — «napPévovs éx mapVerdvwy Eepyouévas, ai un 6 w mord
forl molis fjdeoars,

The last writer also makes use of another theme of the
Appeal, the call to the Sun not to shine upon Constantino-
ple; this is used in two other late monodies —one an anony-
mous fragment, and the other by John Eugenicos the Deacon *'.

I.astly must be mentioned a little threnos in forty - eight
lines whose demotic associations are plentifully shown in spite
of a conscientious use of «ye», .. xai», and «adrvv»., ‘Thic earns
its fame for three lines, one quite good,

ardodv tayds 6 Ydvaros, t@r yvvasxar aloyuvvy,
one astonishingly bad,
Maiw te unyvos tas %9 naralauBdvet ravgy,
and one blasphemous
TAAL EEeyéoinre, Xowoté, s &E Tnavov xal olvov,
but it also seems to show some influence of the Appeal. It
mentions Constantine the Great as the founder sf the City®

82) See A. Passow, Popularia Carmina Graeciae Recentioris. Leip
zig 1860. nos. 378, H17, 519,

) A, Adpnpog, Movwdiow xai Qpijvor mepi tiic Ghwoewg Kovoravi-
vounohewg (Néog “Erdlnvopviuov (1908)).

84) Thid.

38) It might be noted that this sort of historical reference is chara-
cteristic of the Italian poems of this genre; A, Medin- I, Frati, La-
menti Storici dei Secoli XIV, XV, e XVI, voll. 3, Bologna, 1887 - 1890,
has three poems on the fall of Constantinople. One of these, written by
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xal tavmyy énwvonacey el dvoua tolovtoy

and has the significant
xhovoUuai, ovvragdrtopar, ovvéyouar 1y Avay
Svdvuovuévov pov, Aowndv, t@v &v oot yevouévowr,

It would be possible, if rather tedious, to devise a scheme
which showed the apparentage of themes and ornaments in the
various «ILaments» for Constantinople; and in turn to show their
relationship to the laments for clder happenings. The main re-
sult would be to demonstrate how very conventional the genre
is, and how little it can be depended on for historic. In such a
plan, the Appeal of Constantinople would have a very
important place. This poem of mixed literary merit, saved for us
in a sinzle manuscript horribly scrawled by some foreigner, has
originated a myth which is to become reputable history. It has
taken the old theme of the virtues of a warrior’s head, and appli-
ed it to Constantine Dragatzis in his last battle; then handed on
the story in such a convincing form that later historians have
adopted it and made it truth.

The reason for the disproportionate influence of this not very
great poem may be the fact that it did make an attempt to
combine history with folksong. It was a naive attempt; the two
streams flowed separately and did not mix. But when compared
with works of similar subjects which do not make this attempt
- with the lament of Tamburlaine® (r402), or the Battle
of Varna® (1444) —the Appeal of Constaninople
stands out as a successful and memorable poem, « Memorable» is
a deliberate description, for it is not only the main themes of the
Appeal that are handed down in later works. It is more than
coincidence that the rare adjective «lightningseared», which the
Appeal uses for Constantinople, is in the ILament applied
to «tiie di1y» and «noblewomen», ’This involuntary quotation is
the best complikent that can be paid to the Cretan poem.

the Venetian Frate Bernardino Cingalano, before 1500, has:
«fh poy Constantinopel fu nomata
Da Constantin imperador possente,
Perche da lui la fu edificalas».
Another mentions Justinian as the builder of S, Sophia, and all abound
in erudite hstoriea] allusion
¥ W. Wagner, Carmina graeca medii aevi, Leipzig 1874 pp. 23-31:
) E Legrand, Coll, de mon N. S. b pp. b1 - 84.
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CHAPTER 8
NERONPHILE, TARSIA, AND DOLCETTA

As an epilogue, we turn again to the theme of disintegration.
The first chapters of this work dealt with the decline and frag-
mentation of the old Byzantine poetry; the rest with the recon-
struction of Cretan poetry from varying materials, the process
which was to lead in its perfection to the masterpieces of the
seventeenth century. Now, ué 100 xaipod v didduara, the build-
ing begins to crumble; and this chapter must be considered as a
study in decay. This decay is less damaging than the first be-
cause we still possess in print many of the original works; and
from a study of the way in which they are changed we may
even gain vatuable information about the nature of popular
poetry.

The popularity of Chortatzes’s tragedy Erophile has now
lasted at least three centuries. We know — and it is one of our
rare pieces of information about the Cretan theatre — that «it
was performed several times in Candia, and was always success-
ful»'. Qur informant is Nicholas Comnenos Papadopoulos, the
historian of the Gymnasium of Padua where Chortatzes’s neph-
ews were educated. He was speaking from memory, and as he
left Candia in 1665, at the age of fourteen?, these perfcrmances
must have taken place during the siege of the city and the last
struggles of Crete against the Turks.

The repeated editions of Erophile through the eighte-
enth and nineteenth centuries tell their own tale, and there is
twentieth — century evidence of some sort of performance in a
much—popularised form during the carnival season in Epirus and
Thessaly®. Meanwhile in Crete itself, the home of the tragedy,
the tradition had not been lost. From Ano Meros, in the provin-
ce of Amari, a poem of some ninety lines published in 1909*

1) N. C. Papadupulus, Historia Gumnasii Patavini, Venice 1726
vol. 2, p. 306.

) K. N. 2adag, Neoshlnvixn Piholoyia, Athens 1868, p 474

5) 2. Eavdovdidng ed. 'Epogily, Athens 1928, p. xxxii.

4) Anon, (N. I'. Blaotdg;) ‘"Anoondoputa éx tijc "Egogilng (Kpnuxog
Aods 1 (1809) T702).
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covers in disjointed fashion most of the plot, and there is a
presumption that the whole story was known to the reciter in
prose: in this way it was told to the grammarian Hatzida-
kis when he was a child in Myrthio, on another side of Psilo-
ritis®.

A new version, covering almost all the story, and including
some seventy lines of verse, has recently been published®. It
was collected among the Greek - speaking Turks who left Crete
in the exchange of populations in 1923 and are now settled in
the province of Smyrna. The Turks of Crete knew the folksongs
and traditions of the island. Their singers and lyrists performed
the FErotocritos just as the Greeks did: the poem was so
well - known that it was translated into Turkich in 1873 7. There
is even presumption that further research into the poetry of this
very important group would reveal material so far unrecorded.
It is unlikely that it would include the patriotic and revolution-
ary songs which form so large a part of the standard collections
of Cretan folk - poetry. In their place might be expected poems
of Turkish sympathy, such as the rather ambiguous song of
Glymidis Ali which has slipped into Kriaris’s collection?®,
Many, perhaps most, of the Cretan «T'urks» were in fact Greeks
who had been forced by the savage and continuous persecutions
of the nineteenth century to become Mohammedans.

Such are the antecedents of the tale of Panaretos and
Neronphile, which follows. The prose parts are given in an
abbreviated translation:

«Once there was a very rich king, who could not beget a
child. In the spoils from a successful war he found a beautiful
boy, Panaretos, whom he adopted as his heir; but on his return
he found that his wife had given birth to a girl, Nerophile. The
children were brought up as brother and sister, but one day the

5) Erophile, introduction, p. xxxi.

) E. I. AovAyepdxncg, Anuotmai napouilayail tiig "Epwngilng xai tiic
BooxomoVhog, (K.X. 10 (1956) 241 - 272), where there is copius and intelligent
comment; and, also newly published, with very interesting details about
performance, a folk - version from Amphilochia. See I'. 8. Zwpac¢, Ha-
viapertog (EEBZ) 27 (1957) 110-126) and p. 68, above.

) N Topadaxng ‘O 'Epwtoxpitoc xai ol ToUpxor (Aptjpog 1 (1937)
136 - 137).

8) K. 68.
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secret was revealed to them by an old woman, and they fell in
love.

The King suspected them, and one day saw them kissing in
Panaretos’s bedroom. He sent Ponaretos as messenger to cffer
two suitors to Nerophile. She was sitting in a window, telling
her Nurse of a dream she had the night before :

The lines of Erophile are placed for comparison opposite
the verse?. (See next page):

®) The text as given by Mr Dulgerakis: my own copy, made some
years ago, differs on some points,
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NEP. Ma v Ilavdpero dwpd xi” &oyerar 'dev duéva
xt' elvae U auudthia viov xlita xal mapanoveuéva.

NEP. Havagere, Iavapere, [lavage v yoyy pov,
yia ofva Eyevviinxe o1dv xdopo 10 xooui pov,
["ia aéva Eyevvi)dnxa, yia oéva da moddvw,
yia oéra da 1ov dpvydd vy xdopo tov dndvw.

ot

ITAN. dvo moofeveits ool pégvw yw, yAvxeta wov Nepowupily
undé oty wia divew Povdy, undd oy dAdny dyeile.
NEP, Avo moofeverés uot péovovve, Ilavagere, xal né uov,
nowos glv’ 6 mad xalvregos, va ddow to” dpediés pov., 10
IIAN. 4& fdvw "y edyapiatha otdv Era xal orov dilo,
toa “yw xal 10v ma uixpod, toa xal 10 ueydlo,
NEp. [llavdgste, Ilavdgere, arokide 10§ wuyijc pov,
gldd ‘va drewpo faot, mod rpavial’ 1o xopui mov,
Avo meorotéora nlovpiord, nmeolooa mlovuiouéva, 15
o” &va ynldraro devipl frave pwlenéva.
K.’ énépacev 6 xvvnyds i’ éoxdtwoe 10 &va,
#t’ Enouewve 10 Inlvxd udvo xt” auovaydvrov,
xal éyvpios 1a viyta tov, yid va opayij dnardvrov,
I'ia va opayjj, yia va aiveyjj, yia ton zapdids ta uéony, 20
yia va opayj] xt’ éxgtvo wia yid 10 dixd tov Talol.
IIAN. O wvone pdc 1o xvrnyoc xi” dueic 1a megiotépua,
x00n, xal vd ‘1o flolerd xal va yevobue raioia.
The King sees this, and sends for the Nurse:
BAZ, T¢ ovupovio éaéwpaue va uady wyry alndeaa,
#t" 6 ovufovios éxddero i’ &leye nagapiha. 25
“Ape xal pége wotb mve ) oxpdpa, mov Pagyiérar,
S 0TQ ®OVEA xapdpara, oy xdrver, 02 Pwoyiéae,
The King hands Panaretos to the executioner. While Nerom-
phile is coming, she says to the Nurse:
NEP, O xdgnc pov uov uivvae va toéyw va anyaivw,
dév elyaue 010 onitt pag yetodrepo oav xeivo.
2mvhd pov tpioxardeary xal toloxarapauéry, 30
yeati ota fdidn tov yialot dév eloar fovliaouévy,
She comes to her father :
Tyv opdded oov fjxovoa xal iy ynlémmrd cov
%' nova va 8@, dpevrdxt pov, xi’ elvid v’ 10 Félyud cov.
BAE. Kald¢ 1) dvyaréga pov, xalds mre, va xdpow,



NENA
EPQ®,
ITAN.

EpPQ®.
EPQ®,

ITAN.

BAZ,

EPQ®,

EPQ®,

BPQ®,

EPQ®.

MANT.

EPQ®,

BAZ,

Cretan Poetry: Sources and Inspiration 409
Ma v Havdoero dwod xai pé vy oa unaiver,
x Eyet xAto 10 modowmo, Ty Sy dhhauévy. 3. 235-6
Ma tov Ilavdgero wod »° Epyerar oa Flipuévo 3. 45
x” Eyet 10 mpdowmo xAro . . . 3. 62
Havdoere, Ilavdoere, lardpete, woyh pov 5. b23
pua yy opoopi ‘mar yy doxyun, Iavdpete poyij pov,
yia oévav Eyevviidnxe 010y xdopoy 16 xoput pov 3, 149- 150
dvo mooleviée yia Adyov oov tob qéoaot, Keod mov, 3. 95
oé tovto diagopa xiauia 0& Hélw va ol fdlw,
yeari xallia dév elv’ 6 yeic tiflore’ anod v dllo, 2, 21-22
Avo megrotéota mhovuiora pod paiverove, Néva,
o’ &va yylotaro devipo x” 0doov pwlsuéva, 2, 147 -8

natl 16 Lo ) podgny tov mods toi] xapdids ta uépn
panyvet xt avrd xal opdleral yid v axoifor rov raipr. 2. 157-8
Aovmms umy elv’ 0 xpic pov rgoudoow xal pofovuac,

% Euelc 1a meprotéota avrd xt 6udde oxotwdetue, 2. 161-2
Mailwog yiarl pot unvvoe ué wv “Apudde, xpivw
(yiati G¥owmno yeigdrego v Eyop’ anod xeivo), 5. 277-8

“£2 onit 1groxardgaro, onitt xarapapévo,

yudvia ota fdivly tob yialod dév eloar fovliouéve; 5, 1-2
Tov Gpiouodv dypoixnoa tijc “Yynldmids aov,
%’ foda va uddw 6 Lyuid, ol *vau 10 Hédyud oov. 5. 325 -6

Kaldg 1oy dfio pov yaungd, xalds tove va xduw,
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va xduw 1d moemovuera aroy E3ix0 gov yauo,

» 2 ’ [ S - 1 ] #
Ac xdpwupe, dpevidxe pov, 1oVt 1 poua va dfijoy,

oa onida diyws ddvaun oréxer va 1) yepiop.
ITiyawe, anfyawy’ ano 'nd, xaxy xal ealvuéry,

xt’ duéva 1 Pvyaréoa wov elvar Eeroelapéry.

YAvoiEe Fvyaréoa pov Exeivo 10 fagéle

Aéw xi” avid 10 ydotopa xald @avij cov Péle,

‘H Néva pov 8ulfosye »i” &y molla 1pondow,
I'a 16 966, dpevidne pov, xai nds ¥ dvaoxendow,

K¢’ drveoxendler zal dwoel, elvia va 0] ) xaiiuévy,

Kelvyy myy doa Lwvravy fro y(i}) amodauévy.
Kéon pov 62 o& Aéw undid, »bon 68 o’ dvoudlw
uoy® dmovo xi’ dvémioro xal oxvlo ¥a oé xpdlw.
Kepddi pov doaidraro, xepdlt mhovuiouévo.,
1’ dmopetvdot 100 x0ouLod mol 10 “yETE QLyUéVO,

Té Aoviapi® pov 16 *dwxa xal 1@ oxvli® pov fowon,

yeatl d&v djrove moenmd ydupa va 10 mhaxdoay.

*Nods facihid “tave aaudi, "vovs uéya faciiéa,
dnod ‘to peyaldrepos dpévins naga céva.

Tot Toauovvrdva Pacihid, mod “ere ueydlor pilor.
Exelvovrd "tove maidi, 0 demloxaxopoipne,

Kovio v dveondocte 1) yAdos’™ and ra yeidn ;
xovtd xal d&v épdviake, yluxeid pov Neowupiin ;
K¢ 6vié vy dveomodoave i) yhdoo’ dmo v dyeiin,
dvd 1oeis popds épdviate, ylvxeia pov Nepwppily
"Ena “vau #i” 1) wapdodla vrov, 3§ molvuarwuévy,
dmovy parddnxe yia od xi' fjrove moveuévy.

‘Enad "vau i’ Efyale xal b, oxvia, my éduxn oov,
va )y doulfere 1a Své, odv 16y movy] 1) Yuyn oov.,
To yavileodnt 1L° Efyale an’ doyvoo povxdot,
ynia - ynla 10 nérake xal o) xapda Wn éfagn.
Kal ovidv Etewiynoe Efyijxe meototépt,

LI 1 # # 1 ¥ I
xt" an’ vy apaudvny tov xapdid, 10 mAOVULGTO TS TALPL,

Zevydoe Eyevinave xal mérafav oudoe.

K.’ 6 Baoilids ds va 1a “0ff ta Paduace, xal mdlt
xade 1ayv, ndde mowi xal xdie drofioddv,
floxovio xi” édwgovoave xeivo T’ dmouevaot.
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xadws twyaiver, ofuepo 10y duoppdy tov yduo. 4. 647 - 8
Bovly ooil didw, " Apévrpa pov, mpl 6 xéomos 10 ypoixioy,
oa onida diyws dvvaun v' dpifoete va ofijoy 2.33-34

Ta npduara dnod fploxovviar o’ &rovro 10 Parcédle,

oiuwaoe, dé ta, ydotoua nlijoto avij oov Péle. 5. 367-8
T quudua pov dechovo,

xal mods avto 10 ydoiopna rooudacov va ergagpovot. H, 381 -2

Mooedy’ /) Néva ano dd, xal ndetdtepa tpopdoow 5. 331

82 wdpr pov, pa xdor ahio yidvia va o’ évoudlw,

%t Oyt Peptov alvamro x dnmovo va o¢ xpdlw ; H. 435- 6
['lvxwtaré pov modowno, xepakt tiunguévo,

0D VoL T ATOUOVAQL 00V XO0OUL TO OXOVMUEVO.

Ooopn Eyivy 1@ oxvili®, 1@ loviaptd pov Spdoy,

yiatl d&v #jto 10 mpend ydua va 10 xovxddoy, 5. 417-420

Ty yhisoadr tov xai fydvovy my xal yduar my matovs,

xal peta 1ovTa 16° dxovoa T avtid va nfj « Epwpiin» 5,148-9
xal 1a moixvd tov yeily

dvo 1pels popés dvoitaot va movow « Kowepily», 5, 161 -2

xolvw 9 ayamnuévy

va v’ 4 xapdia wov mdvia ton u’ Efdora puilauévy.

Tovry *vae’ »” Efyake xal ob 1hga iy Edixn cov

xal ouife mve per” adry v wyy movyj H) oy cov. 5. 405 - 8
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How does a work of sophisticated poetry became a folk-poem?
The first essential 1s that it should contain folk - themes, so
that it 1s close to tales and poems already in the popular reper-
toire. Its motifs must be archetypal to survive. The plot of
Erophile, with its king’s son living incognito in another
king’s court, its persecuted lovers, the warning dream, the pre-
sentation of mutilated limbs within a casket, and the suicide of
the heroine, meets this requirement. These, and not the philo-
sophy, are the bones of Erophile, and it is these that are re-
tained in the abbreviated versions of Smyrna and Amari. Mo-
reover, these folk - motifs already present draw to themselves
others from the popular corpus. The king without an heir who
at last begets a daughter; the children who are brought up as
brother and sister until a mysterious old woman tells them the
truth; the king’s abuse of his daughter (cf. Aretusa in prison):
all these are elements unknown to the tragedy. A comparable
treatment is found in the fragmentary version of Digenis col-
lected from Crete about 1870 '. Its own heroic themes of wooing,
the building of a tomb, and death, have been contaminated
with the enchantment - theme from Charzanis., And very
like the Smyrna version is the epilogue in which the lovers are
turned into a reed and a laurel, so that a princess, seeing them,
exclaims :—

«l'ia 10éc ra 1a pagyidlina xai ra papyroleuéra,
xai fewviava ayamwrtovoay xal 1woa medauéra»

The same «expansion» is seen in the way the abbreviated
versions adopt certain characteristics of folk - poetry. The Mes-
senger’s words, that Panaretos’s lips

dvo tpeis pogds avoifaoty va novoy « Eowpiln»
are expanded to a question by Erophile and an answer by the
King. The line

yia oévay EyevyInxe 616y xoopo 160 xopul pov
is expanded with an echoing couplet in exactly the same way
as one mantinada echoes another.

With the expansion of the themes goes the disintegration of
the poetry. As the interest turns more and more to the plot of
the story, as it becomes more of a folk - tale and less of a folk-

19) See chapter 2.
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poem, the flow of the poetry is lost, and it becomes the excep
tion to find two consecutive lines recognisable from the original.
A greater propcrtion of the lines is of the «memorable», almost
magical kind familiar from folk - poetry—

Iavagere, [Havagere, HHaraoere, ywuyy pov
and

2nlre pov 1010%a1doaTo, ORiTL XATAPAUEIO

—Dboth these retained from the tragedy. And from the general
fund of folk - song :

To yavileodxs 1on fyale an’ doyvod povxdot,

ynla ynld 10 nérate xal otf) xaodid ms fdoe.
Similarly one of the few lines of verse in the abbreviation of
Digenis is the universal

pacilonrotda ayravieywe ano ynld malare.

Even the lines that are preserved are dislocated from their
original order, are given to different characters, are spoken in
different situations. A very much less developed state of the
same phenomenon is seen in the modern version of The Fair
Shepherdess gathered from Naxos, where some five hun-
dred lines are abbreviated to less than a hundred ''. Here very
few lines are added, and in general the order is much the Ssame
as that of the original. But some dislocations have been made,
and one couplet in particular, (89 - 9o, Naxos 3¢ - 31), 1s spoken
at quite a different point in the plot, which it seems to change.
The much better preservation of I'he Fair Shepherdess
is mainly due to the fact that it is closer in time to its printed
source *?, but it may also be partly explained by its eleven - syl-
labled metre, which is not as liable as the political verse to
fluent variation't,

After the expansion of the themes and the disintegration of
the poetry, the third element in this process may be called the
«integration of the approach». It is a characteristic of the best

1) II. Mapxdxne, "H Booxomothe, odv Snpouxn napollayn oy
*Aneipavito (Nafov) (Pilokoyixn mowroypovia 1947, 137 - 114).

12) See A. B, Otxovopidov, Tpla Epya tijg ®pmuxilc Aoyoteyviag &v
*Angpatov - Nakov (KX T (1953) 110 - 118), 114.

18) Newly published Cretan wversions of The Fair Shepher-
d ess, with full bibliography, are in E, I, AovAyegdxng op. cit.
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folk - poetry, (closely connected with its tendency to speech
instead of narrative), to centre the interest upon one point, and
to tell the story in its relation to the chosen centre. In the West
Cretan version of the well- known theme of The Husband’s
Return', the centre of interest is the wife and her constancy.
She bids her husband farewell, and he tells her

"A elypw piva pfy loverpic, xal ypdvo unv allatpe,

%t 0 Aelmw 10 vipartgdyporo oty mopra Uy mpofdiyc
The next words in the song are

"Hodsy 6 wijras ra Aoverfj, it 6 yodvos ya »* dlldéy,

noev xal 10 vroavrodyooro atfjy mbora va mpofdly,
and wben she goes to the gate, her husband comes to meet her.
There is no mention of his travels, of what he has done for
thirty years. The interest is concentrated upon one point and
everything else is subordinated.

Erophile is not an «integrated» play. It is arguable that
the real hero of the play is the King, the father torn between
his love for his daughter and his psychopathic rage at the dis-
honour she has brought him. The nominal heroine is a colour-
less person whose character has no variety, no richness of texture
to capture anything but our most sentimental sympathy.

The action of the play, however, has a centre, the scene
in which Erophile is given the casket containing Panaretos’s
head, hands, and heart: and it is this scene that has become the
unifying element of the folk - versions. Going backwards from
this point 1in the play we find that the moment from which it
springs 1s Erophile’s dream, and all that goes before it is stage-
setting, preparation for the central acltion. Going forward from
it, Erophile’s suicide is the immediate result and all that comes
after is an epilogue outside the interest. In the Smyrna version
(if we exclude the folk - lore accretion of the «two doves») the
range is precisely this - from dream to suicide. In the Amari
version, which is not so highly developed, the episode of the
king’s murder is preserved, but the story still starts from the
dreem. Within this range neither version has anything super-
fluous except (in that now published) the explanation that Pa-

1) N. Wdyog, B0 dnpuodn dopora Iehomovvijoou xai Kpviine Athens
1930, pp. 70 - T1.
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naretos was in fact of royal birth. And this, in itself one of the
archetypal folk - lore themes present in Erophile (where its
significance to the plot is almost nothing) is made even more
mythical by the introduction of the mysterious King of the
North Wind - 100 Toaucvvidra facdid, who is a far - off echo of
Panaretos’s father King Thrasvmachus.

In their different degrees both versions have «integrated»
their approach to Krophile, have given it a unity. The Naxian
Fair Shepherdess can show no such integration, for the
simple reason that the original is so unified as not to admit of
tautening. The elements of the fragmentary Digenis, howe-
ver, are all centred upon one theme; the love of Digenis, pursued
exactly from his wooing to his death, with only the tacked - on
folk - lore epilogue outside the interest. The rest of the epic is
ignored.

But pethaps the best - preserved instance we have of this inte
gration of approach is found in the folk - versions of Apollo-
nius of T'yre', a subject which requires some more detailed
attention because of the comparative unfamiliarity of the story.
In its Cretan form the plot may be summarised as follows:

«King Antiochus of Antioch has committed incest with his
daughter. To prevent her marriage he demands that all her sui-
tors shall find the answer to a riddle, or otherwise be executed.
Many die, but finally Prince Apollonius of Tyre, answers cor-
rectly, so revealing the King’s dishonour. Antiochus tries to
murder him, but Apollonius escapes with a single galley.

He comes to Tarsus in time to relieve a disastrous famine,
and is much honoured; but its lord, Strangilios, is forced to
send him away, for fear of Antiochus’s anger. Apollonius is
caught in a storm, his ship sunk, and he, the only survivor,
flung up on the coast of Tripolis.

There he is befriended by a fisherman, and makes his way
to the court, where his skill at dancing and playing bring him
the post of tutor to the Princess Archistrata. They fall in love,
and after many doubts in the King’s mind Apollonius has to
prove his nobility in a tournament. He wins and is married.

Now messengers bring the news that Antiochus is dead, and
Apollonius has been chosen to succeed to his throne. But on the

15) See chapter 6.
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voyage a great storm arises. Archistrata gives birth to a daugh-
ter, and apparently dies. Her body is thrown in a rich chest into
the sea, and is washed up on the shore. A physician sees that
she is alive, and revives her; and she first becomes a nun, and
then abbess of a convent nearby.

Meanwhile Apollonius has sailed to Tarsus. His baby is
christened Tarsia, and given to the care of Strangilivs and his
wife Dionida. She is brought up as their child, not knowing her
true hirth until it is revealed by her old nurse upon her death-
bed. Soon after, Dionida becomes jealous of Tarsia because she
has become more beautiful than her own daughter, and she per-
suades her husband to have her killed. A peasant is sent to kill
her on the shore, but a pirate - galley suddenly appears and
captures her. The peasant escapes, and claims that he has per-
formed his tack.

Tarsia 1s sold to Macarios, a whoremaster of Mytilene., But
her virtues keep her virgin, and she gains money for her master
only by singing and playing the lyre'®, She is befriended by the
lord of the country, Tenagoras.

A pollonius returns to Tarsus, 1s told that his daughter is
dead, and is shown her grave. (This appears from the later nar-
rative). In despair he puts to sea, and by chance arrives at My-
tilene. Tarsia is sent for to entertain him and rescue him from
his melancholy. At first he speaks harshly, and even strikes
her, but from her words realises who she is. There is great re-
joicing, and Tarsia and Tenagoras aré married.

In a dream Apollonius is told to go to a certain convent to
give tranks. When he gets there, he sees the chest in which
Archistrata had been cast from the ship, and which has been
hung up as an offering. At last the abbess recognises him for
her husband.

He and his family sail on to Antioch and to T'yre, where
Apollonius reassumes his honours, and then to Tarsus, where
Stragilios and his wife are executed, and Tenagoras left as lord.
Afterwards Apollonius and Archistrata sail back to Tripolis,
where they live happily ever after».

It 1s readily seen that this plot justifies the existence of the

1%) Called both x«ldga and Zdga, but it is apparently played with a
bow. See chapter 6, footnote.
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Zacynthos proverb, used of a person who has suffered greatly,
«énépace 100 " Amollwrviov ra facavas 7, It is loose and episodic,
and Apollonius, the central figure, is forgotten during the whole
stories of Archistrata and of Tarsia. Therefore it is not surpris-
ing, that, justas Panaretos and Neromphile takes one
integrating approach and abandons all the surrounding details,
so all four folk - versions of Apollonius are in fact narratives
of the tale of Tarsia.

There are many folk - tales which deal with this and similar
stories '*, but of these only four preserve the names of some of
the characters, and also contain some verse. The first of these,
collected in Cythera, has only four lines of verse amidst its prose
narration'”. T'wo more, of which both are Cretan and one i1s
from Phourphouras, a village in Amari, very near to the place
where the FKrophile version was found, are almost exactly
alike, and of about 180 lines?®. The Phourphouras version has
the important information that at some points the reciter admitt-
ed that she has forgotten many lines, and supplied prose links.
I.astly comes a poem from Heracleion itself, of fifty lines with
prose links?'.

We may proceed to an analysis of these four versions: *?

«There are king and queen, Apollonius
and Archistrata, and the time comes for

them to go on a journey. -
Archistrata gives birth, seems dead,

and is thrown into the sea in a chust. CPVH
She is revived by an abbot C

17} See Acoypagia 2 (1910) p. 451.

1) See R. M. Dawkins, Forty - five stories from the Dodecanese,
Cambridge 1950,

19) ¥, E, Zradnc, To nopapith tol "Amollwviov (with N, Politis’s
commentary) Avoypogia 1 (1909) pp 71 - 8Bl.

) [I. I', BAaootog, Néomw avoxalipeig mounoeme Asnpdviy ®EMTixou
dearpov "Anoldaviog noi "Apyiotparn (with N. Politis’s (7} comments) (Kon-
uxoe Aaog 1 (18909) pp. 38 - 44, and ANON. "Anollwviog xai "Apyiorpdain
ibid. 101 - 103, published by A. Voreadis.

1) B, E. Tradne, Zvufoly eig 10 moinpa 1ol "Amodlloviov zol tig
*Apyotpang (Aaoypogia 1 (1910) pp. 683 - 5).

72) C=Cythera; P=Phourphouras; V=Cretan version published by
Voreadis; H=Heracleion. When these letters are italic the plot-ele-
ment referred to is in verse.

KPHTIKA XPONIKA 1A 27
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(or by some fishermen)
and becomes a nun.

Tarsia is left with her nurse to be
brought up by Strangilios and his wife

Strangilios’s ugly daughter is jealous,
and her parents arrange that a slave
should take Tarsia out in a boat and
drown her. The slave has pity on her, and
lets her land. She is stolen by brigands,
and sold to a whoremaster. She keeps her
virginity and is befriended by the prince
(or A prince sings Tarsia a mantinada
and makes her foster - parents angry. She
is given to a shepherd to be killed, but
pirates descend.
She keeps her virginity, but is forced
to sing and play to make money).

Apollonius returns to Tarsus
with a load of corn
and is told that his child is dead.

He sails away wherever the ship will
take him
(or He is shown Tarsia’s supposed tomb,
whence a mysterious voice tells him to
go to Venice
and he sails away.

T'arsia is brought aboard the ship to
rouse him from his melancholy.

He treats her harshly.
She sings, to a guitar
(or a spinet)
that she had been nine years with her
nurse in Tarsus
when a prince sang her a mantinada, and
she was harshly treated by her foster
—parents. Her nurse had been poisoned,
and T'arsia was given to a shepherd to be
killed. But she was taken by pirates, and
has been three years in captivity.

«Her father is Apollonius and her mother

CPVH

CPVH
PVH
¢ PYVH

PV H
PVH
CPVH

PV

PV
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Archistrata», CPV

and Apollonius recognises her. CPVH
He gives her to the prince in marriage. CPV
They go to the convent, and Archistrata

is found». CVH

The centre which the folk - versions have selected is the
great moment of the recognition of father and daughter. Using
the method adopted with Panaretos and Neromphile
and going back in the narrative, we find that the point from
which this climax comes is the birth of Tarsia and the «death»
of Archistrata: and, apart from an insignificant prologue in the
Cythera story, that is the beginning of our four folk - versions.
Going forward from the recognition, its natural result and the
close of the story of Tarsia is her marriage to the prince: and
it is here that, in effect, our two best versions (PV) end. For
the Voreadis poem deals with the later discovery of Archistrata
in a perfunctory and undetailed fashion (three lines) wich might
just as well be prose. T'he approach is integrated, and the rembl-
ing original begins to take a shape and magnitude.

An interesting attempt at further integration has been made
in H. The opening of the other two verse - narratives is in the
familiar form

Apovxpaoteite va odc nd roayotdt 16° “Aoyiorprdras
nod mijoe " Anorkdvioc xi Eyévvyoe o) orodra.

which gives a misleading but normal op-ning, The Heracleion
version takes the lines which in the others lead to the great
climax of the recognition, and whose importance as the centre
of the story is emphasized by the fact that they are the only
verses retained in C:
‘O xdons u’ " Anolddvios »° § pdva p’ "Aoyiotpdra,

so that the whole piece is given the unity of being narrated in
the first person. Actually the convention breaks down with the
reciter’s memory — which would show, even in the absence of
the original, which form is older — but the persistence of the
integrative method is significant.

I have used the Song of Tarsia to illustrate one point
in the development of Panaretos and Neromphile. The
other factors of this development may also be seen: the expans-
ion, which brings in the motif of the «voice from the tomb»;
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and the disintegration of the verse. Very few lines from Apol-
lonius are recognisable. We may note

*Avddena 10 onit oov, 2Zrpayxilie wodvvo,
dmovoovy 1) xaxy pov apyn érovra va maltdvm,
*Avdadepa ) nolpa pov, dvadepa )y @pa
6 ndons pov Svre u’ dpyxe oy Edixi) cov ywoa.
AT 1539 - 15642
to be compared with the Cythera version’s
*Avadepa, Zrooyxdlie, éoéva xai my wea,
oy @ denxre 6 marépas pov oy {duwxi) cov ymoa,
And
*Anédavey 1) Tdoowa, »° Exawey )y xapdid pas
adv vdyev méogr 10 xaxo dndvew otd matdid uag
AT 1453 - 1454
which corresponds with
‘H Tdoowd cov andBarve, »° Exaws v xupdid pov,
oay riye oi&’ 6 Oioc pwra va xdyy 1a mawdid pov
P 75 - 76 ; similar in V.

But probably the most important result of this investigation
is that by the seventeenth century Tarsia was already inde-
pendent of A pollonius. In the «Rhyme» Tarsia plays the
lyre: in the two best folk - versions she plays the spinet®. And
«spinets had already been abandoned at the end of the seven-
teenth century» ?*. This fortunate evidence throws new light on
the conditions of composition of these romances. It suggests, for
instance, that Tarsia’s poetic independence of its model may
reflect a period when the improvisation of bards upon known
stories was much more spontaneous and original than we know
in Greece today. It suggests too that lost romances of the Frank-
ish period may underlie many presentday folk - songs. OI these
the most notable and certain is undoubtedly the romance of
Dolcetta and Fiorentino.

The themes of Dolcetta and Fiorentino have more
magic in them than those of T'arsia. They are in their present
state so close to folk - tale that it would be very difficult to sift
the motifs ringed about the titles King Leper and King
Scaldhead, and analyse their relation to the original roman-

13) gawértto P omsoléivio V,
24) Encyclopaedia Americana, New York 1949, s. v. «Piano».
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ce ., But the existence of this romance may be clearly proved
by the application of the principles learnt from Tarsia and
Panaretos and Neromphile to three folk - versions with
a comparatively large proportion of verse.

The best of these comes yet again from Amari, from the vil-
lage of Chordaki **: so that all three of the romances that have
come down to us have been gathered from a circle of mountains
about five miles in diameter. It is from the Vlastos collection,
and was recited by Maria Stratidaki in 1887. It consists of a
long story in prose, with some 130 lines of verse in sizable pas-
sages. The second wversion is described simply as «from East
Crete», and is a prose story with about seventy lines of verse
from the parts included in the Chordaki text, but with consider-
able wvariations?. The third is from Athens?®. It has about
thirty lines of verse in short fragments among the prose.

The basic story of the romance, in a form fairly near what
it must have originally had, may be told as follows :

«A king is a scald - pate, and the only cure 1s the blood of a
prince. So he sends a fleet of his pirates, who with fine music
entice aboard Fiorentino, only son of a great king, and take
bim to their master.

The king, shuts him in a tower, where he i1s attended by the
king’s daughter. She helps him to escape, and as they sail away

#3) A preliminary bibliography is given by N Politis in a book -
review in Aooypagia 2 (1910) pp. 146 - 8. For versions of the story see
R.M Dawkins, Modern Greek Folktales. Oxford 1953, p. 333, who is
not quite accurate in saying that «in all the versions the latter part of
the story is for the most part told in verse» Some versions have very
little verse. Dawkins has missed the Sitia version mentioned below, and
some four or five less imporfant ones.

B IL I, Bhaotdg "O pehwoonorégavo; (Konuxoc hedc 1 (1909) pp.
8 -9, 104 - 8). The tille is taken from the name mentioned in the first
line of verse, and has no other connection wilh the story. Vlastos says
that in his collection (of which the greater part is still unpublished) he
has another versgion of the same story under the name of Dardan
Datlas.

) E. Bhacoaxsg, To mupopvdht ot Aempoi Pochid (Kpnuxoe lodg
1 (1909) pp. 135 - 6, 167). Very close to this is the version from Sitia
(E. loaxadaxn, Advia woii Zrewaxod leod, Athens 1938, pp. 10-12),
which, however, does not include any prose.

) A, Kopunodpoyhov, ‘lotopia v "Adnvidv, Athens 1889. See
vol. 1, pp. 311 - 4.
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together, the queen lays a curse upon them: that when Fioren-
tino is kissed by his mother he shall forget the princess, and
his memory shall be restored only by a slap from his mother’s
hand.

When they reach the land of the great king, Fiorentino goes
ahead to prepare for the princess’s reception. He falls asleep:
his mother kisses him, and he forgets his betrothed.

Fiorentino and two friends go hunting, and see the princess.
One of them secretly sends her money to receive him, but she
sends him away by a ruse, and the same trick is played on the
second. When Ficrentino sends her money he is trapped in
honey with which the princess has covered her stairs, and is
sent away in disgrace,

The three friends realise the deception and summon her to
court. There she tells the king that Fiorentino has been saved
by her help, and stakes her life against his on the truth of ber
claim. The queen is prevailed upon to slap her son’s face. He
comes to his senses and remembers the princess. He is forgiven,
and the pair are married with great celebrations».

In the absence of the original we find it difficult to examine
the verbal relations of our three versions with their prototype.
The disintegration of their verse must be guessed at from their
degree of variation. The expansion of the poetry does not seem
to have gone very far, and we have no parallelism to compare
with that of the L.esbos version, three of whose five couplets run

Gvudoce, Dlovowvrive won, uéoa ot) gduagd pov

oodooraiov ot adula, Emprc »ai pali pov;

Ovudor Dlovowvtive uov, ja ida 6& Fvudn

nov yivyxis fov xlnod tol yw mposxvrned oL

Ovudar Dlovprriive wov, ja lda 88 Svudo

oy pivgxie éov lepvd, ol yi xovlifnod oo ;
In fact the fluency and skill of the poetry is considerable, and
occasionally shows signs of a style rather different from folk -
song. In
BAE, Hape T wotléra 10 onaili.
TZQ. [lape 10 »t Graré Zov,

“One 6pilets naue 1o, oxlafos elv’ édixis Sov.

¥ P. Kretschmer, Der heutige Lesbische Dialekt, Vienna 1905.
See p. 486
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the division of the line points to (though by no means proves)
a sophisticated origin. Its rather theatrical style is repeated in

"Ev tov édd mov mpofale, 1oy Kworay duavity.

We may compare Fortunatos Act 1. 360 — «Ma & wor 0@
nov ngofale» —and Erophile Act III. 329 — «& 10v 0@ mov
npbfale» *, Both these evidences of a non - folk origin are absent
in £ and A ®.

The expansion of the themes can be seen much more clear-
ly. It is most marked in the East Cretan tale. There the queen
is a witch, and the lovers escape by stealing her combs with the
combings of her hair, her soap, and her basin. The combs be-
come thickets in the pursuers’ path, the combings hills and fo-
rests, the soap mud, and the water from the basin a river, In
X, the Queen’s curse has acquired two parallel variants, one of
which is that the princess shall forget Fiorentino the moment
his father kisses her. This is an obviously nonsensical expans-
ion. The Athens version 1s almost free from such elements, but
it is impossible to estimate how much this owes to the editor’s
habit of «preparing» his folk - tales *2.

The third principle of our metamorphosis, the integration of
the approach, is clear and easy. As a plot, the tale falls into two
divisions, half in one kingdom, half in the other. But it is obvi-
ous that all three folk - versions have concentrated their attent-
ion upon the dramatic climax, the court scene where Dolcetta
brings about the restoration of Fiorentino’s memory. The mom-
ent from which the action flows to this court scene is not that
of Dolcetta’s deception of the three friends, for this triple de-
ception is a self - contained episode with its own development
and action. Rather, it is the moment — in itself a minor climax,
a turning - point of the plot — when by chance the three discov-
er the deception and decide to summon the princess to court,
Fiorentino is apparently to be married: and one of his friends
seems and—

«Ti &yere Méloo - orépave xal yaunloxotrdalews»
—and has to admit that he has no money to buy fine raiment

20) For other examples see Erophile Glossary s. v, & though
some of the references are not correct.

81) X - Chordaki; E - East Crete; A - Athens.

2) See Aaoypmeia 4 (1912 - 3) pp. 341 - 3, 760 - 4,
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for the feast, because he had spent it all on the courtesan Dol-
cetta.

So the action moves; now, in the best version, almost all in
verse. T'he earlier half of the story is told by Dolcetta to the
king, and so tied in to the integrated narrative. The action
ends, immediately after the recognition, and the pardoning of
Fiorentino, with the simple couplet

Kal 16te 1005 &otécave tobs dvd twve dudd:,
»" Eumxave x' ol dAlot dvo ol pilot tov xovundoor,

It seems that the end of the unity, of the folk - poem, in this
case coincides with the end of the romance. But we must re-
member the way in which Apollonius and Archistrata sailed
half the Mediterranean to tie the loose ends of their story. And
it is tempting to think that Dolcetta and Fiorentino in some
way solved the problem of the leper - king.

There 1s no doubt that this king is the Sultan of Cairo, and
that his daughter is Dolcetta, though hér name in X becomes
Georgetta, in E Ciolcetta (Toolroéra), and in other versions even
Dulciana and Falcetta. And Fiorentino is constant almost every-
where®, T'he other names are more doubtful. Fiorentino’s
country is in E referred to as «tfj Talathés ra uéon». The inter-
changeability of 4 and p, and the Cretan pronunciation of ¢ for
v suggest Taranto, and in this case X’s "Aperroragdror (referring
to the three friends) might stand for “Apevroragarvrivor. But "A4-
pevioflagawvor — «l,ords Baron» — is an attractive conjecture. In
E the two companions are called Stephanos and Yannis, in X
ounly the first, Melissostephanos is named. In Sitia the names
are Mesostephanos and Mesocostas, presumably from the Vene-
tian «Miser» **, The Athens version preserves much fuller nam-
es: the first is Stathinos Daleras, and the second Giordano
Davellas. Finally in E, the name of Fiorentino’s mother 1s giv-
en as [igyoylyyroddipa; a curiosity which might well conceal
«Heliodora».

The form of the folk - versions and the predominantly Ita-
lian names can leave no doubt of the existence of the romance
of Dolcetta and Fiorentino, and of its dating at least

83) But «Vorvodinos» in Laconia. See A. Ofpog, O Ppudor tob Muorpdg
(Hovednvore 19 (19049) p. 189).
#) But compare «<Melisso» in Decameron IX. 9.
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as far back as the seventeenth century. In some ways the six-
teenth, or even the fifteenth century is more probable: later
than this, a work of so widespread an appeal would almost cer-
tainly have been printed. All our evidence points to Crete as
the place of origin: the existence there of the best versions, the
high quality of the verse, and the points of resemblance with
Cretan drama*s. It is fair that we should join this name to those
of two certainly Cretan heroines, and so end our tale of Nerom-
phile, Tarsia, and Dolcetta.

®8) Since 1 wrote this, Professor Manussakas has told me that as
long ago as 1945 he recognised the existence of a sophisticated work
behind the folk - tale of Fiorentino, and sketched ont an essay en-
titled «An unknown drama of the Cretan theatres. One must, I think,
admit the existence of a Cretan theatre in the sixteenth century. E ro-
phile is unlikely to have sprung full - armoured into existence; and
as far back as 1541 it is recorded that Cretan actors were imported to
Venice to take part in the production of a Veneto - Greek comedy by
the Heptanesian Caravias (K. N. Z2adac¢, ‘lotopixdv Soxiptov mepi 1o
tedtpov xai wic pouvowrdic tdv BuCavuvav, Venice 1879, vol. 1, p. 410). But
it is very improbable that a Cretan comedy should be so very different
from those extant. Katsurbos, Stathis, and Fortunatos are
all Italian, Plautine, Manandrian comedies, observing the unities. The
tale of Dolcetta and Fiorentino is a quite different sort of

plot moving through time and space as a romantic, almost Alexandrian,
narration.
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APPENDIX |
THE PHANURAKIS MS.

The painter, Mr. Thomas Phanurakis of Heracleion, has very
kindly allowed me to borrow and copy a notebook that is one of
the most interesting documents of folksong that I have seen. It is
written almost entirely by one Manusos Polentas, of Askyphou in
the White Mountains, during 1926 when he was a prisoner in
the jail at Kalami, on Suda Bay. This is the prison that accom-
modates all the sheep - thieves and brigands of Western Crete.
Six months or so at Kalami seems to be part of the career of
most men one encounters in the Madares.

Obviously Polentas, quite uneducated and with spelling so
little contaminated by accepted ideas that it mirrors almost ex-
actly the phonetic tricks of West Cretan dialect, set out to write
as many songs as he and his fellow - prisoners knew. The result
is amazingly rich. There are over a hundred and fifty feast -
songs, twenty journey - songs, 1250 mantinades, the first 934 lin-
es of Daskaloyannis, and a dozen or so historical ballads;
one of these has been written in later by another man, at Asky-
phou (where the book clearly passed round various friends and
relations) and refers to an ambush in the mountains in 193o0.

The poems are interspersed with some full - page drawings
of folk - themes, in ink and coloured pencil: a mermaid, Erotas,
Saint George, Adam and Eve, a swordfish, and so on.

The main value of the manuscript is that it shows the extent
of the common West Cretan repertoire. Individual items of in-
terest include a new song on Caramusas (1680), an eleven - syl-
labled version of Tataris, and an Acritic beast - slaying wish
a reference to a threeheaded monster playing on a tambur, as
Digenis himself does in Cypriot songs. Very important is Po.
lentas’s division of the songs into tune - groups. Only once is
any doubt shown about which tune is used for a song.
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428 Gareth Morgan

A.Castiglione, A history of medicine, New York 1947.
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M. Crusius, Turcograecia, Basle 1584,
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viomagenses 2), Amsterdam - Antwerp 1954.
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F. Thiriet, Vénise et I' occupation de Ténédos au XIVe siécle (Mclan-
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I, II. BaBouvAécg, ‘O xonrixdc roayovdisrs, Canea 1950.
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vara 10 (1910) o. 211 - 216).

E. Bhoooaxic, To mapauide 1w iempod faoilia (Kpnuxog Aooc 1 (1909)
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rvioe xat “Apyorpary (Kpnuxoe Aacog 1 (1909) o, 858 - 44).
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423 - 432),
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o 280 - 282)
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(1954 o. 32 - 44).
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fNaZov) (Prukokoyixn IHpwroypovea 1947 o, 137 - 144),

M. O Mepd:ié, Toapoidia wijs Povuslne, Athens 1931.

Munappra-ITavelashioc To rpayoide rof Adaoxaloyidvyy éx8 B. Aaovp-
dag, Heracleinon 1947.

D, Mrovumrouv ki dnc, Aaina orotysin gp rp «fnyvarves (K, X, T {1953] a.
127 - 137).
K onrizsy loyoreyvia, Athens 1955,

M.-Z. Mrouvveakfjc, Pviiada e yvypijs:, Heracleion n. d. (1930 - 407).
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Z. Zavdovdidng Zvufolal sic rov Weiberspiegel (BZ 16 (1907) pp. 470 -
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523 - H732).
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667 - b73).
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(1909) o. 242 x.£).
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K. N. 2atac, Neosdlnvixy piloloyia, Athens 1868,

“‘lotoptxoy Ooxiutov mept tod Pedrpov xal tfs povoixijs 1@y Bulay-
nrwy, Venice 1879.

I', Zegpégnc, ’Kowroxpiros, Athens 1946,
K. Zronocg, (0Of Movooiigoy ("Hpegordywov 1892, Heracleion).
E.Znavaxncg, exd. Mwusia xpnuixijc ioropiag, Heracleion 1940 - 1958.

2. E Zxatne To mapauit vot *Anollwviov (with N, Politis’s commen-
tary) (Acoypoagia 1 (1910) o. 68 - 81.
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Xpovixd "Hpaxheiov, 5/6, 12/6, 19/6, 1949,

N.B. Topadaxng, ‘O Epwrdxpiroc xai of Tovoxor (Agiigog 1 (1937) .
136 - 137).
Zvufoln sls was vomwwvvplag vob Zslivov (Konuxa 1 (1930) o.
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