The sixteenth-century Cretan playwright
Georgios Chortatsis as a parodist

Anastasia Markomihelaki

IEn 1993, a children’s book by Eugene Trivizas was published in
ngland, illustrated with vivid, colourful pictures by Helen
Oxenbury, entitled The Three Little Wolves and the Big Bad
Pig, a title that, needless to say, immediately recalls the
universally known fairy-story The Three Little Piglets and the
Big Bad Wolf; yet in the new tale things function in quite the
opposite direction from that of the original story. In other words:
"It was time for the three little wolves to go out into the world,
so they set off and built themselves a splendid brick house." (As
one can see, things start from where they ended up in the original
story — i.e. from the brick house.) "But they hadn’t reckoned on
the big bad pig who soon came along and blew their house down."
("So he huffed and he puffed and he puffed and he huffed, but
the house didn’t fall down" is the phrase that we recognize as
coming from the original story.)

The little wolves retaliated by building a stronger house, but that
didn’t deter the pig, who resorted to ever more violent methods of
demolition. It was only a chance encounter with a flamingo bird
that put an end to hostilities in an entirely unexpected and
satisfactory way.!

In fact, what happened is that after the failure of the
strongest possible building materials used, the three little
wolves decided to fall back on some rather unusual materials,
provided by that flamingo bird: in their new house, "one wall
was of marigolds, one wall of daffodils, one wall of pink roses
and one wall of cherry blossom. The ceiling was made of
sunflowers and the floor was a carpet of daisies." So, when the

I The summary is taken from the cover of the book. See Trivizas and
Oxenbury 1993.
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big bad pig took a deep breath ready to huff and puff, he liked
the scent of the flowers so much that "instead of huffing and
puffing, he began to sniff.” The result was that "his heart
became tender and he realised how horrible he had been in the
past. In other words, he became a big good pig. He started to sing
and to dance the tarantella," eventually becoming very good
friends with his previous victims.

So everything in the old fairy-tale (starting with its very
title) has been reversed in the new one, and especially the end
and the message of the original story.

Soon after its publication, Trivizas’s Three Little Wolves
became a best-selling book in both the UK and the USA, thus
proving the popularity that a successful remaking (albeit in
reverse) of a favourite story may acquire; proving, in other
words, the popularity often achieved by literary parody.

*

Parody in literature means the exaggerated imitation and
modification of the form or content (subject-matter, syntax,
vocabulary or style) of a given literary text; an imitation which
aims at the double-edged task of reform and ridicule. By
changing these characteristics of the parodied text, we usually
end up with their reversal in the parody text; a reversal that
usually constitutes a comic incongruity between the original and
its parody.2 The changes made to the parodied text may of course
vary from parody to parody, as to their range and sort: they may
be changes to the subject-matter, to the grammar or syntax, to the
lexicon, or to metre and rhyme if we have a verse parody, etc.
(Rose 1993: 47-8).

In the last decades of Venetian rule in Crete, the island
experienced a flourishing in letters and the arts, which has led
scholars to talk of a "Great Age" as far as literature is concerned.

2 For these definitions of Parody, see the Princeton Encyclopedia 1986, s.v.,
and Rose 1993, ch. 1. "Ways of defining parody” (especially p. 45 for a
summary of the whole discussion).
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The period of flowering was marked by the presence of new
genres, influenced by the Italian Renaissance. This influence was
considerably promoted by the changes that took place in Cretan
society over those years, changes that led to the forming of a
prosperous and "clearly Greek" society, "mature enough to grasp
the messages of the Renaissance movement" (Alexiou 1985: 49).
Of that society the intellectuals formed a small but active part,
and contributed to the lively cultural environment of sixteenth-
and seventeenth-century Cretan cities. Poets such as Georgios
Chortatsis, Vitsentzos Kornaros and Markantonios Foskolos
lived and wrote their works in the towns of Rethymno and
Kastro (Iraklio). Among them, the first, Chortatsis, is generally
considered the most influential and interesting playwright of
the period. His three surviving plays are representative of the
three genres of Renaissance drama: one tragedy, one comedy and
one pastoral drama. In addition, there has also survived a
number of interludes (intermezzi) written by him. Unfortunately,
despite extensive research, scholars have not succeeded in
identifying him with certainty, but on the evidence of his plays,
he seems educated, having the culture of an Italian scholar.

Apart from Chortatsis's comedy, two more specimens of this
genre have come down to us: the anonymous Stathis, and the one
by M. Foskolos, entitled Fortounatos. All three of them,
although clearly based on the Italian Renaissance commedia
erudita, in using the same stock characters, intrigue and motifs in
the plot, do not seem to have any specific model among the
erudita plays.

The main common features in the plots of these three
surviving Cretan comedies are: the pair of young lovers, who
suffer because of the wish of the girl’s parent to marry her off or
simply to exploit her by giving her to some wealthy old man,
and the discovery that one of the young lovers is in fact the long-
lost child of a leading character in the play. Most of the easily-
recognizable stock characters of the Italian commedia erudita
are also to be found here: the hungry and gluttonous servants, the
multilingual teacher, the silly enamoured old man, the braggart
soldier and the avaricious match-makers.3

3 For a recent and informative introduction to the three comedies
(playwrights, plot, characters, editions etc.), see Vincent 1991.
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Recent research on the comedies has revealed and described
a number of devices or modes in which the playwrights express
the comic elements of their plays: in other words, the elements
which give each comedy its particular comic stamp, and throw
light on its possible dependence upon the Italian Renaissance
theories of laughter and the ridiculous.4

Going from the most recent comedy to the oldest one — in order
to conclude with Chortatsis's Katsourbos, the actual subject of
this paper — I will begin with the comic modes of Fortounatos
(dated 1655). In fact, this play does not reveal any specific
laughter-provoking techniques, apart from the long lists of
insulting and funny adjectives used for the harsh ridiculing of
individual characters. The comedy also abounds in coprology and
sexual innuendo, but there is no evidence that a conscious pattern
of the use of the comic is followed.

On the other hand, the unknown poet of the comedy Stathis
(dated at the end of the sixteenth or beginning of the seven-
teenth century) aims at the ridiculous in a more specific and
conscious way, that is with the employment of purely comic
rhetorical figures, and of the element of the unexpected. What,
in addition, is more characteristic in Stathis, is that characters
representing respected members of the family and society never
become objects of ridicule, thus keeping the play in accordance
with the theoretical instructions that harsh ridiculing should be
reserved for heroes belonging to the lower classes.

Finally Katsourbos (Chortatsis’s own comedy, dated in the
last two decades of the sixteenth century) presents by far the
most interesting and varied comic devices. The surprise resulting
from an unexpected statement is the first such technique. But
Chortatsis also emphasizes a series of techniques (apart from
the abuse, indecent or silly utterances and slapstick jokes common
to all comedies) which make his handling of the ridiculous more
sophisticated than in the other two comic plays.

Katsourbos displays the best exploitation, among Cretan
comedies, of rhetoric in the service of the ridiculous. In this
comedy, we not only find those rhetorical figures prescribed by

4 For a detailed description of the comic in the Cretan comedies see
Markomihelaki-Mintzas 1991: chapter 2, "Laughter", and Markomihelaki
1992,
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the theorists as the most suitable for comedy, but we also
encounter rhetorical figures which should belong to more
sophisticated literary genres, and are used here exclusively in
comic contexts. So figures like apostrophe, the sophisticated
metaphor, or the rhetorical scheme of the monologue, normally
belonging to tragedy, are used by Chortatsis in clearly comic
environments, thus becoming even more laughable than the comic
figures themselves.

There is finally a group of scenes, to which I will return later
on, characterized by a subtle irony towards the prostitutes and
match-makers of the play, where Chortatsis teaches morality
(comedy’s main aim according to Cinquecento theorists), through
the reversal and ridiculing of what public opinion considers as
proper and moral.

As I hope to have shown in this brief account of the modes of
the comic in the Cretan comedies, there is a considerable degree
of differentiation in the number and handling of, and in the
importance given to, the comic elements from one comedy to
another, starting with the sophisticated Katsourbos and ending
with the cruder Fortounatos.

This paper aims to add to this discussion and description of
the comic in the Cretan comedies one more dimension which has
not been noticed so far: that of parody, which is to be found in the
varied comic devices of Katsourbos, but not in the simpler
treatment of the comic in Stathis and in Fortounatos.

*

Katsourbos

Katsourbos is not of course exclusively a parody in itself. As it
belongs to the Renaissance dramatic genre of comedy, it has to
follow this genre’s own rules and specific characteristics. Parody
exists in this play only as an additional quality, introduced in
order to embellish and enrich the comedy and to enhance its
comic attributes.

Parody in Katsourbos functions in two ways. The first con-
forms with the earlier quoted definitions, as some parts of this
comedy show "signals” of parodying another older, specific work
of Cretan literature. This manner of parody is directed from one
text to another. But there is also a treatment of parody by
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Chortatsis which is directed from one part of the play to
another: namely, there are speeches in the comedy which aim at
parodying other serious speeches or utterances, by consciously
using their syntax and style but for lower and ridiculous subjects.
In other words, we have Katsourbos (the play) parodying
Katsourbos (the play). And since parody means reversal, I will
also reverse the above order and examine first the cases where
Chortatsis parodies his own heroes, and then the case where he
parodies the work of a literary antecedent of his.

A. Katsourbos parodies Katsourbos

Signals of parody are given from the very first verses of the
comedy, and prevail in the whole of the first scene, reaching a
climax towards the end of the dialogue between the enamoured
young Master Nikolos and his gluttonous servant Katsarapos.

In the Appendix are printed: on the left-hand page the
parodied utterances of Nikolos, and on the right the parody of
these utterances. The correspondence between parodied and
parodying verses is indicated by the numbers printed in bold. I
offer the following comments on the examples:

1. Here we have Nikolos’s love symptoms parodied by his servant, who is
supposed to be in love with a "okpodrd"” (sow).

2. Notice the similar beginning of Nikolos’s apostrophe and of his
servant’s parody: "TIpdBake (appear)...", as well as the rhyme "kepd pou
- kowad pou" (my lady — my belly), which parodies Nikolos's "kepds
pou - kapdids pou" (my lady — my heart); cf. the rhyme "koiaid pou -
kapdid pou” (my belly — my heart).

3. In addition to "mpdBare”, other common or similar words or
expressions in parodying and parodied verses are printed in italics. The
parody becomes more acute at the end of the scene with the parallel
distichs sung by master and servant, where the similar or common
beginnings of the distichs emphasize the parody even more.

Yet some of Nikolos’s utterances will be parodied in other
scenes as well, not only by his servant, who has heard them, but
also by his rival in love, the wealthy old man Armenis, who
describes a series of love symptoms, quite inferior and unromantic
in comparison to Nikolos’s own love symptoms. In that case, only
the audience is capable of getting the signal of the parody,
which functions unbeknown to Armenis.
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Note to the Appendix:

1. Instead of Nikolos’s romantic symptoms, such as trembling, lamenting his
fate, being in a state of vexation, Armenis experiences rather practical and
everyday problems due to his love for the same girl: he cannot count his
money properly, cannot get dressed properly, walks like a madman, talks
like a stammerer, and — above all - he cannot eat and he cannot go to the
lavatory even twice a week.

And whereas Armenis’s parody belongs to the same act (first act)
as that of Nikolos’s parodied speeches, another parodic
treatment of this latter hero will take place two acts later (Act
3, scene 3): Katsarapos will return on stage with a parody of the
image of Venus and Cupid, used by Nikolos in the first scene of
the play.

Note to the Appendix:

3. The favourite Renaissance image of the goddess of love and beauty
"Appos{Tn" and of her son ""Epws", is ridiculed in Katsarapos's mention
of "IIiomopd{Tn" (a play on the word "mop&1i", fart) and her son, Hunger.
In addition, the rhyme "TTwomopd{Tns - YerpiTns” can be said to act as a
parodic play with the rhyme "A¢podltns - metpiTns"” of the Prologue,
which refers to the same image of Venus and Cupid.

B. Katsourbos parodies Sachlikis’s Advice to Frantziskis

After acquiring some familiarity with the literary production of
Venetian Crete that preceded the "Great Age" of Cretan
Renaissance literature, I noticed that, despite the major differ-
ences in their models, subject-matter, character, and style, one
could still trace some common elements between works of the first
and works of the second period of Cretan literature. Extensive
comparisons between the three Renaissance comedies and those
works of "early Cretan literature" with a comic or satirical tone
or content,® led me eventually to the detection of striking simil-
arities between the subject matter of some scenes of Katsourbos
and the third part of an advisory poem, written at the end of the

5 The course of these comparisons is described in the introduction to my
article "Ov ZupBourés Tou PpavtT{ioky kot M avTioTpody Toug"
(in Agpiépwpa orTov kadnyntii N.M. HavaywTdkn, forthcoming).
From this article I take section B (Katsourbos parodies the Advice to
Frantziskis) of the present paper.
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fourteenth century by the Cretan nobleman Stefanos Sachlikis,
the earliest Cretan poet known to us from the Venetian period.

Sachlikis, consequently characterised as "the father of
Cretan literature”, "was born in Kastro around 1331. His parents
were of Greek origin, but it is possible that they had become
Roman Catholics. His father belonged to the well-to-do
bourgeoisie of Kastro and had a fief of more than four and a half
serventarie in different parts of Crete. His main activities were
in leasing out land. He was also a member of the Senate.” As is
evidenced by his literary works as well as by the documents of
that period in the Venetian Archive, Sachlikis lived an event-
ful life, which saw the loss of a large part of his fortune, and
some period of imprisonment. The poet described his life in his
verse Autobiography, in his didactic poems "On friends”, "On
jail" and the Advice to Frantziskis, and in his satirical poems on
the prostitutes of Kastro, who were in fact responsible for many
of his troubles.®

A common point of reference between Katsourbos and the
satirical works of Sachlikis is to be found in the depiction of the
prostitutes and the description of their world and life style. Four
of Sachlikis’s satirical poems are dedicated to their ridicule and
castigation ("About the Whores", "The Council of the Whores",
"The Tournament of the Whores" and the "Praise of Potho-
tsoutsounia”), while half of his didactic work Advice also refers
to them. On the other hand, Katsourbos is the only one of the
three comedies that contains four female characters engaged in
some way in this job, Poulissena being the most representative of
all.” By contrast, in Stathis and Fortounatos, the depiction of
this category of women is far less shocking, and is confined
simply to the role of lovers’ go-between.

6 For the most recent and comprehensive introductory presentation of the
life and works of 5. Sachlikis, see A. van Gemert, "Literary Antecedents",
in Holton 1991 (and especially the section "Stefanos Sachlikis", pp. 51-6),
from where the quotation on Sachlikis’s biography is taken.

7 Poulissena is a widow and foster-mother of Kassandra, Nikolos’s
beloved. After the death of her husband, Poulissena, with the aid of two
older women in the job (Arkolia and Anneza, both appearing in the play),
chose this way of life in order to earn money and amuse herself. It seems
that her maidservant Annousa is also engaged in the same job.
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The differences between the depiction of whores in
Sachlikis’s clearly satirical songs and in his advisory poem are
various: in the first poems (belonging to Sachlikis’s first period
of literary production) the language is more obscene and the
depictions more realistic; satire is more acute, and personal, since
the whores appear with their real names. On the contrary, in
the Advice to Frantziskis (a work from the second period of his
literary activity), the intensity is toned down, satire is reduced,
and it is not personal, as the prostitutes appear anonymously;
also, their manners and morals are depicted from some distance,
since the aim of the poet here is to advise the young Frantziskis
on the dangers he should avoid in life, and not to take revenge on
any individual whore for what she did to him. From this point
of view, the depiction of prostitutes in Katsourbos (realistic, but
without real names, and bound by the conventions of Italian
comedy) approaches Sachlikis’s advisory poem rather than his
vengeful, satirical ones. In addition, Katsourbos and the Advice
share the same metre (iambic fifteen-syllable) and the same
form of rhyme - since here for the first time Sachlikis uses
couplet rhyme, which, compared with the satirical, sneering
nature of the polystich of his first poems on whores, is quieter
and more aloof (van Gemert 1991: 55).

Yet, as we shall see later on, the aim of the depiction differs
considerably between Katsourbos and the Advice.

In the Advice, the poet advises Franziskis to avoid three
bad habits and great dangers: the night life of the large town,
gambling, and the "secret” whores (such as Chortatsis’s heroine
Poulissena to some degree). This third subject occupies exactly
half of the total poem and examines a series of some seven
individual subjects concerning the whores (vv. 225-403):8

- their ways of setting their cap at a man (229-42);

— their unfaithfulness to their lovers (231-62);

- their hypocritical behaviour towards the lovers (263-80);

— their habit of splitting on their lovers to the authorities of the
town (281-324);

8 The numbering corresponds to the text as edited by Vitti 1960 from the
Neapolitan codex.
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— their complaints that the lover compromised their reputation
(325-46);

— the role of their mothers (345-71); and

— the venereal diseases that men may contract from them (372-9).

In the Advice, therefore, the whores’ conduct is presented by
the poet as a danger to avoid; the advice of the poet is directed
against the whores.

In Katsourbos, on the contrary, things work quite the other
way round; the point of view is completely reversed here: there
is a group of scenes, interspersed in the acts of the play, where
the prostitutes and match-makers themselves present their
indecent manners as a way of life worth following (Scenes A.2,
B.7, and C.5, 6, 7). More specifically:

— in scene A.2, Poulissena explains to her maidservant ways in
which prostitutes should work, dwelling mainly on their hypo-
critical behaviour and the lies they should tell their lovers, a
characteristic on which Sachlikis had insisted as well, but from
the opposite point of view.

- in scene B.7, these explanations of Poulissena will become more
systematic and will take the form of advice (but how different
from the advice of Sachlikis!); the form of instruction by the old
whore, Arkolia, to the younger one, Poulissena, now that the
latter is about to introduce her foster-daughter to the job.

Arkolia gives Poulissena a series of pieces of advice, all of
which have their reversed equivalent in the Sachlikian poem.
(In the Appendix, parodied and parodying verses are again
printed on facing pages. The exact correspondences are indicated
by the numbers printed in bold. %)

Yet apart from these similarities in the subject-matter
discussed thus far, the two works examined here reveal also
some similarities in style and vocabulary, which make even

9 Apart from the prostitutes’ own views on their job and life style, there
are also some more connections between the Advice and other parts of
Katsourbos, such as the gifts and money that whores demand from their
lovers (Kats. A 315-18 and Adv. 259-60, 306-7, and 354), and the
hypocrisy of women, stressed by the servant Katsarapos (A 87-94).
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more probable the connections between them, and the function of
these connections in generating parody.

Common words in the two works are "¢dpata” and
"kopndparta” (lies and deception), as well as "oipyouriopara”
and "poutooutcoyna”, that is the mincing manner of the whores
towards their lovers. The latter word appears exclusively in the
two works examined here (Adv. 345, Kats. C 239), at least
according to Kriaras’s Lexicon (1A’, p. 77). Common to both texts
is the characterisation "meAerds" (crazy) (Adv. 237, 366, Kats. D
410) for the men who fall victim to these women, and also the
whores’ interest in their client’s purse ("oakodal") (Adv. 396,
Kats. A 196). Finally, we find in both plays the standard rhyme
"arffera - mapapdOa” and the vivid description of the women’s
manners with the use of many verbs in the same verse (the
"asyndeton” figure of speech: Adv. 322, Kats. C 313-16).

In addition, however, to all these similarities, we can also
discern a parallelism in the composition of the examined
extracts as a whole: what in fact happens in Katsourbos is that
the hypocrisy of the whores and the deception of their lovers -
the main danger that Sachlikis wanted Frantziskis to avoid -
find here their practical application, from a reversed point of
view, in the advice of Arkolia, and in the plan for the cheating
of the ridiculous old lover Armenis.10

We have so far been talking about the reversal of the Advice
subject-matter in the comedy Katsourbos, which shares common
elements in style, vocabulary, metre and rhyme with the first
text. Can we, consequently, talk of parody? Of the parodic use of
the Sachlikian poem by a playwright who lived some two
centuries later? Indeed, parts of the Advice, that is of a text
written with a serious intention, are used in the comic context of
another work, namely of a Renaissance comedy, written with a
view to satire and ridicule. The ways in which we have seen
Chortatsis using (as I believe) the Advice are compatible with
the techniques of parody described by Fred W. Householder and
M.A. Rose: from the types of parody explained by the first
scholar, in Katsourbos we discern case "(3), where a writer

10 For borrowings of Katsourbos from Italian Renaissance comedies,
concerning the depiction of the prostitutes, see Aposkiti 1994: 179-81,
where the author examines the motif of the women’s religiosity.
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imitates (a) the sound and form of the original or (b) the general
sense of he original" (Householder 1944: 6); from the changes "to
the coherence of the text quoted", as classified by Margaret Rose,
the Cretan comedy exhibits (1)(b), "changes to the message of
the original, of a more ironic, or satiric and comic character"
(Rose 1993: 37).

As far as we know, none of Sachlikis’s works was ever
published; they have come down to us in three manuscripts, all
of them dated in the sixteenth century, the century in which
Chortatsis lived and wrote his plays; it is probable that the
Cretan playwright could have had access to Sachlikis’s poems,
unlike his wider audience who consequently may not have
recognised in Katsourbos the original parodied text. Yet such a
fact does not reduce the importance of the use of the Advice in
the Cretan comedy: Chortatsis finds in this poem "ready-made”
material for some of the scenes of his play: he finds the views of
public opinion about the whores, expressed in rhyming couplets,
in fifteen-syllable verses, divided into individual subjects, with
specific figures of speech and characteristic words, and he — with
his distinguished poetic genius — uses this opinion from a reverse
point of view, by employing parody techiniques, in order to vary
his comic elements even more.

However, Chortatsis’s acquaintance with parody does not
stop with Katsourbos; instances of parody are also to be found in
the playwright’s pastoral drama Panoria.

Panoria

Pastoral drama is an offshoot of the third genre of Italian
Renaissance drama, that is of tragicomedy. Tragicomedy was
born out of the need felt by some playwrights to free drama from
the excesses of both tragedy and comedy, and to "prevent the
listeners from falling into the excessive melancholy of tragedy or
the excessive lewdness of comedy", as the genre’s main defender,
Giambattista Guarini, characteristically says (Sidnell 1991:
153). Consequently it takes from both these genres only those
components which would not lead to any excess but "which can
unite with decorum and verisimilitude in a single dramatic
form" (Sidnell 1991: 159). So tragicomedy comprises serious
personages, who encounter "danger but not death”, and comic
ones, who cause "laughter that is not lewd" (Sidnell 1991: 153).
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Panoria, the only surviving Cretan pastoral drama in the
Greek language,!! appears to be a very well written play which
consciously follows the rules of the genre as set forth by its main
theoreticians G.G. Cinthio and G.B. Guarini.12

When examining parody in Panoria, we return to the first
way in which parody was used by the poet in his comedy
Katsourbos; in his pastoral we find again the parodic treatment
of some serious characters’ speeches by other heroes of a more
comic nature.

In this play two young shepherds, the wealthy and
handsome Gyparis and his friend Alexis, experience a desperate
love for two beautiful young girls, Panoria and Athousa respect-
ively, who are so busy hunting on the mountains that they turn
down any proposal of marriage. The ugly old woman Frosini, an
echo of the comedies” match-makers, promises to help the young
shepherds, who also have the support of Panoria’s father
Giannoulis, in order to sway the girls’ opinion, as will eventual-
ly happen with the help of the goddess Venus (Aphrodite). So,
among the characters borrowed from tragedy we count the four
young heroes (girls and boys), and among those who remind us of
comic heroes, we number the aged Frosini and Giannoulis. And it
is precisely the desperate monologues and dialogues of these
enamoured men (belonging to the serious component of the play),
that are parodied by the discussions of the elderly characters
(discussions belonging to the comic component of the pastoral).

Panoria parodies Panoria

The only purely comic scene of Panoria, a dialogue between
Giannoulis and Frosini, is placed right in the middle of the play
and acts as comic relief between various sloppy dialogues on love
and marriage: in fact, it is a "duet” of insults and abuse between
the characters, which can function as a parody of the young
shepherds' duet of laments, which took place earlier in the

11 One more specimen of Cretan pastoral drama has come down to us,
Antonio Pandimo’s L’Amorosa Fede, which is written in Italian. For an
introduction to all surviving Cretan works of a pastoral character, see R.
Bancroft-Marcus, “The pastoral mode”, in Holton 1991: 79-102.

12 For a fuller discussion of the relation of Panoria to the tragicomedy
theories of the Cinquecento, see Markomihelaki, forthcoming.
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play. In the Appendix, extracts from scene A.2 — with the
laments of Gyparis and Alexis — and from the above-mentioned
scene C.3 — which echoes the general "sound and form" of the
previous one, but from a comic and ridiculing point of view — are
printed on facing pages.

Some conclusions

Coming to the end of this search for traces of parody in the
Chortatsian plays,13 it is time to see whether the title given to
this paper can be at all justified. Can the talented playwright
Chortatsis also be characterised as a competent parodist? Yes, 1
would answer, since we saw him parodying both another artist’s
work and his own plays.

It is remarkable that he set out to reverse Sachlikis’s serious
advice on avoiding the indecent manners of the whores, and to
turn it into advice on how to live as a "proper” and "decent"
whore. It is even more remarkable that he parodies his own
heroes and their speeches.

As to this latter kind of parody, it is worth mentioning that
Chortatsis tends to parody only his enamoured young men (in
both Katsourbos and Panoria) and their, usually boring,
descriptions of love sufferings. In other words, he parodies only
serious, and not funny, speeches and characters;!4 thus he is
consciously aiming at lightening the serious-romantic components
of these two plays in favour of their comic ones.

But once we have accepted Chortatsis in his new role, that of
the parodist, the question which immediately follows is, "what
kind of a parodist?" As Margaret Rose describes them, there
have been in general two main theories about the nature of the
attitude of the parodist to the text quoted: according to the first,
the parodist’s purpose is to mock the chosen text; and according
to the second, the parodist is motivated by sympathy with the

13 1t is of course self-evident why Chortatsis’s third play, the tragedy
Erofili, was excluded from this examination. Parody could never have a
{)lace in such a serious genre as tragedy.

4 One could also assign to parody the comic misunderstandings of the
Schoolmaster’s Latin, but this is a device directly borrowed from the
Italian commedia erudita and, consequently, it may not constitute a
conscious exploitation of the possibilities of parody.



Georgios Chortatsis as a parodist e 85

imitated text and he imitates it in order to write in its style
(Rose 1993: 45-6), a motive which I take to be the case in
Trivizas's Three Little Wolves.

I believe that both these attitudes can apply to Chortatsis’s
treatment of a parodied text: when he is parodying his own
heroes’ speeches, the motive is to ridicule them; when, on the
other hand, he uses the Advice to Frantziskis as a source for his
scenes with prostitutes, the motive is apparently the respectful
acknowledgement of the help he received from this earlier text
of his Cretan literary tradition.

*

Yet talking about Chortatsis as a parodist, what, one might ask,
were the readings and knowledge he could have had on the
subject? Was parody in his plays a haphazard fact, owed to his
talent and sense of the comic, or might it have some roots in the
poet’s theoretical readings? For, as deduced from previous
research on the relation of Katsourbos and Panoria to the Cinque-
cento theories of drama, it is more than probable that Chortatsis
really knew and applied in these plays specific theoretical
principles.15

As far as I have been able to find out, it was only Julius
Caesar Scaliger, among the Italian sixteenth-century theorists,
who wrote specifically about parody, providing "one of the
earliest influential 'modern’ (in the sense of post-Renaissance)
discussions" of this genre, in his Poetices libri septem of 1561.
Scaliger devoted to the subject the chapter "Parodia” (p. 46 of
the 1561 edition), and defined the term as "the inversion of
another song which turns it into the ridiculous” (Rose 1993: 9 and
281), which is exactly what Chortatsis was doing with both an
earlier didactic poem and the speeches of his own serious heroes.

Chortatsis, then, could have had at his disposal and used a
theoretical discussion on parody, to be found in one of the more
influential sixteenth-century Italian treatises on the theory of
literature, thus revealing one more aspect of his versatile poetic
personality.

15 On dramatic theory in Katsourbos, see Markomihelaki-Mintzas 1991,
and on the relation of Panoria to theory, Markomihelaki, forthcoming.
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APPENDIX: The examples

1. KATSOURBOS
A. Katsourbos parodies Katsourbos

SCENE A.1 Nikolos
1. E pas end, Karodparne, oro on{ti Ton kepds Loy,
KU av féeupes mds doTouot Ta PUAda Ton kapdids pov
kat nds Tpépou Ta péAm pou, kplvw mws | elxes kialyel
ki axdmmTn TR polpa pou kv dmovny elxes Aéyer,
yiatl 8¢ BAéMw Td ’popda kot TMAOUMOTA TS KAAAT
TN OKOTIOn va SuSEouol Tou You Hou Tn HEYdAT.
TTod ‘oon, Kacodvrpa pou akpipr, mod ’oar ko 8Sev mpoBalvels
va opricels Tom kanpévns pov kapSids Ton mANYwpévns
™ Aadpa KL dhous Tou kanpods pdvo pe T Bwpd cou [.]
(A 1-99)

2. IIpéBare xopaoida pou, mpdfare va ce Sovor
T appdTia pou Tou Tamewod, va mapnyopnfodor
pépate, 8S¢’ Twve To $ws, cav fHoou padbnuévm,
pe Tn vyiukewd oou T Bwpid, Puxd pou ayammpévn (A 13-16)

3. Av wéeupes Ta TdON pou Kol TNV TOAAY pou aydrm
KL av évon kar klapid dopd ¢ elye Soféifer, aldmm,
™S A¢poSiTns To marsl, dappdikiv elxes Myer
Aoyudlw mws To daynTd, kv mdvTa oou elxes Kialyetr
(A 49-52)
4. Kabdss Bwpd Sev éyvwoes moTé cou Tny aydmm. {A 65)

5. Me 1o yAukV xxabiopd Tov "Ato mpookaiodor

KdBe mouprd Sha Ta mouhd va Byel ve Téve Sodol, (A 133-4)
va midpou dws T appdmia Tes Kou Adpymy and kelvo,

Ta taipta Tws yw va prmopod v avrapwlolol, xplvew. (A 137-8)
TMavTos pe To Tpayoldu pou Kt €y, yhukeld xepd pov,

oe kpdlw va Byers va o€ Sou T appdrmia Ta Sikd pou.A 141-2)
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[(scene A.3) Armenis

1. Toltos o méBos pol kpatel To vou BSrackopmaopévo,
cav elvar Tov ayadmkd To duoikd Soouévo.

Ma TodTo 8ev elv’ T{BoTol owpud oe ocddipara dila
omod e Kdvel o)\miepv{g Kol kdVe TIALO HeydAa.
Zédvew Topvéoa dvre ue’rp(n oxap’rcouma pou 8e &évw,
cav adoppdpns nopnaTm o’ TOoL c"rpa'reg mou mayalve,
TNV €ALdY omol  MIAG KaToKioTd ™ ﬁyavw

oty Kebal pou ma fuoTd, KU eyd T atd{ pou mdvw:
Kl ekelvo mou ‘var mAdTepo, Sev mumopd va ddyw,
undé oty oékia Buo dopés TV €BSopdSa mdyw.

Ty wixta $ilxa 8Sev pmopd pav dpa va Ta kielow

T appdna pou va kouundd, Sapdlopor, va {fow,

nds {w o€ Téon modwpd. ... (A 253-265)]

Katsarapos
2. IIpdpare, vaioke, mpdBare, undév apyels, kepd pov
ToUTa Ta Aéyiwa T dvoota mdés To wod m koid pou
(A 17-18)

1. 3. Aotedyer pou kaBnpepvds n melva Tqv kothtd pov
KL 1 Speén Tou daynrtol pod oddler TNy kapbid pov.
(A 53-4)

4. I'vidBw THve kav kalyer pou Ta ocwbikd T aldmm (A 66)

[..]

87

1. Kav nds oou dalverar n okpodrd; TodTy 'vou mou pe oddler

TodTi ‘var mou pe Tupavvd kav TnV kapSid pov Ppdle,
Kt SvTa TN 8w, Aoukdvika Ku amdkie Aovapidlw
Kkt and Ty Téom mebumd kAalyw kv avacTevdlw. (A T75-8)

5. Me To pookdto To yAukU kat |’ Spopdn AoydSa
Kkdbe moupvd ou dpdnipor Sidyvouot TnY Kpudda, (A 135-6)
va mdpovol Ta péin Tws Slvapn, va BacTodot

Tou kémoug Kar Tol Aoyiopods omol Tot Tupavvouoi(A 139-40)

Iadtos ku eyd 'xa mebupd ofpepo va Xa xdpym

o’ éva Boutol va Bplokoupou yh modpt ce mBdpr. (A 143-4)
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[Prologue: Eros
Eué pe kpdfouv ‘EpwTa Kau yio Tus AdpodiTys,
omod Sofelyw Tes kapdiés kal kdvw cav merpiTns (Ip.37-8)]

B. Katsourbos parodies Sachlikis's Advice to Frantziskis

Advice to Frantziskis (the poet)
1.H wohrky Svra ypikd St éxel va kepSéoer,
mephapndvel e opiktd doTe va oe modéoer (229-30)

Kav dmorov euploker mereddv kou €yel va tns xapiley,
pe Adyia kar kopumdpaTta cav pliov tov yup{ler (237-8)

2. kov ad’ dmis da koo yhelger o€, TéTe amnoxkouvtoupilet,
kat dihov euploker kat Tov Tpw, Kav €oéva amoxwpllet.
{(231-2)

3. H mwoAaitwky, av Tns Sdoouowy, perd yapd cmalpver
ws St Ta ypdora m MONTWKY Koudoupouvrpd ket yépvell
(239-40)

4. TToTé ¢ 1 otk eis éva Sev rorékel

evés ocakoUAl kTdooeTor kot dAlou yaiTdve TAEKeL

Tov évov amoyxaipeTd kar dAlov Tepllapmdvel

["Evavy oou dalvetar kpatel kat Tov movrdy wpoddei].
{243-6, butalso 251)
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Scene C.3
3. Eva xomélt Tnv kapbid pod ‘chpafe Tnv xanpévy.
NIK. Ze mowa mepid Kot 8¢ Bwpdd aiua moods va Byalvey
- Méoa T exm ™V n)\nyn kau nidyeL 0To OTOoudXL
Otpéva o KaKO].lOlpOS‘, paTo as  pny 10eAd ‘xeu
NIK. Tlowov fiTo To koméhi auté;
- O yws Tns IMomopdiTyns!

NIK. Tolwas ITiomop8itys;

- Tefs yupvds, kaxds, (.) erplmns.
[.]Ma otécovras ko Brémovras Ta Elyka Ta meploca
kou TG opopdpiés omol ‘yaor, Ta odia pod kwioa,
yiaT' elBa Buo koppdTia Kplas Spopda péoa ot dMha,
Téoa maxid, Téoa Kohd, Téo@ TMOMAL MHeEYdAQ,
' Sdhos efavaoTdOnxa, KL auTd TO KOMEAKL,
Tns TTwomopdltns To mansl, olpver To Sofapdki
Kl €ls Ty kowd p’ €b6feipe, kar Aéyer pou: 8¢ yalvas
moTé am’ autelvn Tnv mAnyY, kanpéve, pa mobBalvels,
avév K autd Ta dayntd Se ddyels va yoprdoeis.

(C 51-6, 83-91)

Katsourbos (Arkolia)
1. Ma Tolto 8éAw povayds mdvrta oou va Bupdoav
i’ doous ocou Adyou omhaxvuad, oa Bélel 1 TéxVn, va ’‘oca
(B 321-2)
Kdve kahj Buwpid odwvdy, ki doo pmopels Tols véra,
pe yrkplna pny 8el kuavels mwoté cou Tnv koméia. (B 329-30)

2.kt boo pmopels ayapmikods Tny kdpe TAVTA va Yel
yiatl kakd pe Tous molols Sev mpmopel va Adyer. (B 331-2)

3.0u8¢ s TS apxéc oou va {nTds Ts TAnpwpés peydies,
va pn oou dedyou ocav moukd va mmalvouot oTig dAiles.
Kdaxo To Alyo xav cuxvé vyeplder To ocaroil,
Kar oTn ¢Trveld katéxels To To TS yAakodoww ovAot.
(B 325-8)
4. ywadtos Awddypa TRV KpaTd Kot yU ayvwold peydin
dvtes akodow mws klapid Klavévay amofydiel. (B 337-8)
Ztqv kdpapa as €v’ o el kL dAhos €is TNV auly oov,
KL dAdos am’ 8w Tou oTevol .. (B 343-4)
Ta polyxa oou Ku ayadTkols mdvTa va ocuxvarhdlers,
oo umopels arta Bpdxia oou TALSTEpOUS Yo va PTALELS.
(B 371-2)
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2. PANORIA
Panoria parodies Panoria

SCENE A.2

Y. [LTwrl Boppd 8¢ BplokeTon Bepré pndexiavéva,
va pndéy kidgier andé kapbids meplooa Aummpéva
ypowdvras Ta weplooga pou Bdoava kai kanpols pou,

Ta Sdkpua pou, TOoL TIGYOUS HOU Kot TO' avaoTevapous Hou.

AAE. Eyd ’p, a8épér imapn, ota mdbn padnpévos:

Ku av féepes Tn ovepov mds Bplokop’ o kanpévos,
xopd 'Xes mel Tnv Tpika cou otpd oTny e8iky pou
Kl 1i8ehes To 'yeu 8dpacpa To nds kpatel 1 Lwi pou.
Tov fiov elda va otaBel xihes ¢opés ypokdvras
Ta T8N pou kv va Khage Ta 8dkpua pou Bwpdvras.
I'YI. Eyd Sev elda va orabel vov rfao va |° axodoer,
pa elSa yxapdkia kav Sevrpd ToAAd V' avacmacTouol,
va ¢elyou yia va pn ypowou T' avacTevdpatd pou
ko TN meplooca Adumon amdxw otny kapSid pou. [..]
AAE. EXSywaod To ainfuwd mws Auyepds aydmn

Be va ¥’ aumd Tou TéVou cou Kal Tou Kanpol oou, aldmm.

IYII. Adywace moia ’ypuéTepn KU dmovn Kopaoida,

Kau mota Tepndavétepn yuplder end otnv ‘I8¢,

Kl exelvn vau amod 1 polpa pou pou ’Swke v’ ayamnriow, .
Ta Bdoava Tou épwta pévo ywa va yvwplow. [.]
Téooepts xpdvor orfjepo mepvodor amol yupeldyw

va T pepdow, pa Bwpd mes TAa TRV aypreldyw.

Ta Ayl ydve povayxds, Kémo kaur Sovieyd pou:

KU €1 To ’'oTepo 8éher xaBel Tou 86Aou Kkt M Lwif pou.
AAE. [..] Ku érov perd pou orpepo Ku ecl mapnyopiicov,
yiatl v n TlYM Hou Kaky mapd Ty €Sy ocou.

Tleplooa kalyer pia dwmid amod 'var KoukAwpévm

KU 1 ywppwoTid amod xdvetar Tov dfpwro amobalvel.
TYII. Alkwo 8ev éxers, dihe pou, kabds Quwpd, vo Ayeg
nws eloa xakop{{ikos ki wodv epé va xialyels,

yiat{ Ta pdma oou, dvra Bes, TNV Kbpn oou Bwpolot
Kat 8dvouvtar Ta kdAA Ton va o€ mapnyopodor. [.]
AAE. Avévar kan Buwpd Tnve, avévar ki axkioubd Ton
Kot To TpayolSu T¢n cuxnd Kot TG’ eUAéS ypokd Tom,
o’ elvta ’berolpar o Tamewds Bev éxovras oimida
vAukd va kdpw Ttalpt pou TodTn Tnv Kopaoia; [..]

Ta &dom etoyta ohnuepvls Ta mdOy ocou ypowkodol

Kat Ta Aaykd Tnv amownd Ton képns ocou Aaodou

kot petd TolTo TNV kKapSd Aydki aiadpaivels

KL amod Tnv miplka TNV MOAN| Tou loyiopod ocou Byalvers. [..]

TYTL TId0n totTé kar xkAdnpatae, AANéEn, B¢ pmopodot
Bdoava va Mydvouoy pdA\ios autd yevvoiou
mieldtepa Bdpn oTny Kapdid.

[...

]
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SCENE C.3

I'IA. QoTe amol va kpatel Ton ypes adévrmi oty pacéha,
ndvra hoywdler va v’ kald Tapd kiapd koméAa.

$PO. Oappels, kK oyiwat eyépaces ki €0l kav T6' arTaéddes
Sev donkes Tou mpdTes oou, mws (v’ eTod KL ou ypdSes;

TIA. Kané, 8ev eloa 1é00 ype. Ae pe mepvds moré ocou
Tpels xpévous. AN Selyxver oou ki amod Tnv mopmaré ocou.

®PO. Ku eod ’oar miewdtepou kaipod map’ dépwmo otny Kpdrn:
Kot pundeoxids ovo otépa cou Sev éxers TpameliTy

kKt epéva AMyeas mha kapod mws elpar mapd oéva,

{xﬂ]oﬁ kpatol T aldvna pou ca va ’oa oi8epéva;

TIA. Ziymé donoe Ta Bdoava kor mdo’ Tov méBo mdi

va 8eis mds Eavandvouot Ta TpwTWd cou KAAAY.

$PO. Zav &epabel o Baociikds, Travvoldy, 8¢ yupllea
ot TpdTH VTou opopdid moré, KoAd Kav va pupllet.

TIA. Tnv aykwdpo tv &epd evd '6a va kaprmice,
Eocd T{n Bdrer Ty kompé xiavels va T okaioet
1

$PO. H mpokoodyy ocou 1 molA1} Selyxver cou ek To paBsl oou.
‘Etowa Souderd, Bapidporpe, 8ev elvar yia T atl{ oou.

T'IA. Mndé bwpels Ta vépa pou, pun BAémas Ta poild pov,
pa THipnée TV Speén am éxw otnv Kapbd jou.

$PO. Ov yépovres katTéxw To mws dpefn Tou oépve,
wa TBeTas n pndpeon va kdipou 8¢ TLL dépver.

TI1A. To kumaploor doo yepd Téoov aduvatelyer
Kat To AovTtdplt mAewdTepa orta yépa Tou aypledyel.

$PO. Ki dBpwros doov mha yepd, xdvetar m Sivapyi Tou
Kt doo Aydrepa propel, minbalv’ n yidpeér Tou.



92 ¢ Anastasia Markomihelaki
References

Alexiou, S. (1985). =r. Axe&lou, H Kpnriki AoyoTexvia kai 7
emoxf Tns. MeAérn ¢rroroyiky kar roTopikr. Athens: Stigmi

Aposkiti M. (1994), M. Amook{tn, "ZuykpiTikés mapaTnpricels
oTNY KpNTWKY Kau TNy 1Tedky kopwdla’, Aopy s pvipny
AvSpéa TI'. Kadoxaipivod. Irakleio, pp. 177-86

Bancroft-Marcus, R. (1991). "The Pastoral Mode", in Holton 1991:
79-102

Holton, D. (ed.) (1991). Literature and Society in Renaissance
Crete. Cambridge: Cambridge University Press

Householder, W. Jr. (1944). "TAPQIATA", Classical Philology
39/1 (January), 1-9

Markomihelaki, A. (1992). "The relation of the three Cretan
Renaissance comedies to the Italian Cinquecento theories of
laughter”, Cretan Studies 3, 131-48

Markomihelaki, A. (forthcoming). "H avayevvnoiwaxyi 8Spapari-
k1] Bewpia oTo Wowpenkd Spdpa IMavdpia Tou I. Xoprdron', to
be published in the proceedings of the third "Neograeca Medii
Aevi" Conference (Vitoria 1994)

Markomihelaki-Mintzas, A. (1991). "The three Cretan Renaiss-
ance comedies of the sixteenth and seventeenth centuries and
their theoretical background”, Unpublished Ph.D. thesis,
University of Cambridge

Princeton Encyclopedia of Poetry and Poetics, ed. Alex
Preminger. Princeton 1986

Rose, M.A. (1993). Parody, ancient, modern, and postmodern.
Cambridge: Cambridge University Press

Sidnell, M.]. (1991). Sources of dramatic theory. Cambridge:
Cambridge University Press



Georgios Chortatsis as a parodist ¢ 93

Trivizas, E. and Oxenbury, E. (1993). The Three Little Wolves
and the Big Bad Pig. London: Heineman Young Books

van Gemert, A. (1991). "Literary Antecedents”, in Holton 1991:
49-78

Vincent, A. (1991). "Comedy", in Holton 1991: 103-28
Vitti, M. (1960). "Il poema parenetico di Sachlikis nella

tradizione inedita del cod. Napoletano", Kpnrikd Xpovikd 14,
173-200

University of Crete



	3 full 75.pdf
	3 full 76
	3 full 77
	3 full 78
	3 full 79
	3 full 80
	3 full 81
	3 full 82
	3 full 83
	3 full 84
	3 full 85
	3 full 86
	3 full 87
	3 full 88
	3 full 89
	3 full 90
	3 full 91
	3 full 92
	3 full 93
	3 full 94
	3 full 95
	3 full 96
	3 full 97

