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The Sea in the Erotékritos
Wim F. Bakker and Dia M. L. Philippides

It may surprise the reader of the Erotékritos to learn that the poem
does not contain many actual mentions of the sea. The Western
prototype on which the Greek romance is based (the Provengal
romance Paris et Vienne, transmitted either through the verse trans-
lation into Italian by Albani or through an Italian prose translation)’
contains, as is usual in such adventure stories, extensive travel on
the sea.? Furthermore, the Erotékritos is the work of a Cretan poet,
Vitséntzos Kornaros. Living in a town close to the coast, would he
not have been likely to refer often to the medium surrounding his
island? Words for the sea, however (6dAacoa, nédayog, yradég, pubdg,
ta B&dn, and ta Pabid) occur in the approximately 10,000 verses of
the Erotékritos a total of less than fifty times.® These occurrences are
clustered together in fewer than thirty passages, and most of them
contain imagery of the sea used figuratively in connection with battles
or the major theme of the love story. The real sea actually appears
in only two passages.* In fact, the rarity with which the real sea
appears in the Erotékritos contrasts sharply with its more frequent
presence in other works of the Cretan Renaissance.” Did the poet of
the romance have his reasons for using this element so sparingly?®
This short study attempts to ascertain the function of the motif of
the sea in relation to the structure of the entire work.

The first time that the sea is mentioned is in A 639—-644. After
being charmed by Erotokritos’ singing to her at night, Aretousa
learns of his skill in combatting ten of the king’s men sent to discover
the hidden identity of the singer. According to the narrator, she

confesses to her nurse, Frosini, that her mind is all at sea, in deep
and murky waters (A 641-642):
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98 Wim F. Bakker and Dia M. L. Philippides

navid 'vat o voog ton ota fabid, ndvia ota pnepdepéva
Kat névia ota Bodd vepd k' eig T QVEKATOPEVA . . .

Reference to the sea returns in A 1623—-1642. At the house of
Erotokritos Aretousa has just seen her picture and the verses for the
songs that reveal to her the identity of her secret admirer. Frosini
tries to warn her against the dangers of this love. Aretousa admits
the correctness of her nurse’s reasoning, but adds that it is easy to
talk when you are standing safely on the shore; being in love is
similar to sailing on a ship on a stormy sea; the lack of concern
shown by the onlookers is contrasted to the active fear of the person
on board. Who else could speak of the dangers so accurately as he?

[Mawyvidt pdoe aivetat, 10 S0OpE POLOKWHPEVT)

ané pakpd ) 6¢dAacoa ki dypla kot Qupwpévn 1630
pe kOpata donpa kat BoAd, Bpuyid avakatwpéva,

Kat ta Xapdkia 6vie KTonoov Ki agpilovv évav éva

kat 1o kapdpt apndbovot pe pavnra peydin

ot povokwpévy Baddacoa oe pia pepd K’ eig GAAn

K’ EKEIVOLG T0" AVAKATOPOVG Kal Tapayég YPOIKOOpE 1635
kau Siywg pofo and pakpd yedoviag 1ot Bwpovpe:

pa Keivog nov ota Badn g elval kat KIVTUVELYEL

Kat va ylvtoon o’ ) okAnpd Eetpéyel kar yupevye,

aLTOG KaTéXEL va 0ovL M KL andkplon va 8oon

{ivid 'var o p6Bog tov yiadov, av givar kat yAvtoor, 1640
KAl TWV KUPAT® 0 MOAEHOG KAl TV avépw 1) paxT,
Kat 8¢ yvopilel 10 kakd Klaveig, a Sev tov Adyr). (A 1629-1642)

Aretousa expresses herself here through the generic plural epeic.
Although she certainly implies that she is the person out at sea, she
still keeps her distance, ranging herself with the onlookers—the
epeic—on the shore.” When the passage continues in A 1675-1678,
however, Aretousa already speaks more directly: “Love has placed me
in deep waters” (. . . kat p’ 6Mo nov 1) aydnn / 1 éBale oe Babia vepad . . . :
A 1675—1676). There is no longer any question of keeping at a
distance.

The motif of the sea reappears in B 555-562. Erotokritos arrives
at the forum in his white, gold, and silver cloak to take part in the
joust. Of all the warriors Aretousa has eyes only for him, seeing him
through the mist of her feelings as a bright star like the one by which
a sailor steers his ship, in fear and trembling, when a storm overtakes

him at night (B 555-558):®

Kt woav o vabding otn xovid kat oy nodAijv aviapa,
6vte 1) vOkta KuBepvd pe gofo ko tpopdpa,
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navia v €V GoTpo ouvinpd, ot oTpdta v odevyel,
W’ ekeivo oaler U Gppeva, P’ EKEIVO TIHOVEVYEL . . .

After the jousting which takes up most of Book B, inT' 151-158
Frosini tries to talk Aretousa out of her love for Erotokritos, warning
her that because of their different status their affair is doomed. She
says: “My child, if only you could have a dream and see on what a
deep and angry sea you are entering, you would then act as bravely
as possible, save yourself, and give up your love for Erotokritos” (I
155—158):

ITadakt pov, ag eyvopileg nod mopnateic Kat nnaivelg
Kat 0’ ivta nédayog Pabi kat Bupwpévo pnaives,

V' avipelevutn)g 600 prnopeig, povia cov va BounOnong
Kat ) @iié tov Pokprtov, Kepd pov, v’ anapvidng!

Aretousa admits that she is no longer herself: fear of her father and
the new feelings of love are battling within her, but the latter are
now taking over her whole mind. Her life has become like a ship on
the high seas without crew, alone, rushing to its doom. Battered by
the wind and the sea, the ship is helpless; similarly, Aretousa is
inexorably drawn towards a rock on which she will be shattered (T
243-248):

wodv kapdf dvie Bpedr) oto nédayog kar mAéyel
pe Siywg vavteg, povayod, Kat va mviyn] yupevyet
Kl 0 Gvepog K’ 1 OGdacoa 1ol 'Youv Kakid peydAn
Kal tpéxel ndvia otov mvipo diyws forjfeiav GAAn-
ed¢éto1 evplokopat K’ ey®, mAo Sev pnopod va {jow
TPEX® Kat mopnatd va fpw Xapdkl, va okoprniow.

There are no more images of the sea throughout the remainder
of Book T, in which Aretousa and Erotokritos find each other and,
speaking through the barred window, confirm their mutual feelings
of love, but finally are forced into separation by the king’s rejection
of Erotokritos’ suit and the latter’s abrupt dismissal into exile.

At the beginning of Book A, while Aretousa sleeps the king and
queen are making plans to marry her off. They blame the good
looks, clothes, and manly attributes of Erotokritos for so easily
catching such an inexperienced young girl as their daughter (A 24:
K1 Ol VIOUTOIKEG Ol AyVeOTES MAEvouvTaL oav To papi—again a sea image is
used). During their discussion Aretousa does exactly as Frosini has
entreated her to do in I'l51-158: she dreams.” It is a long and
complicated dream forming a central scene and covering many verses
(A 49-78 and 85-86). Afterwards, Aretousa and Frosini discuss it at
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great length. The poet depicts Aretousa alone on a ship on the
stormy seas. In attempting to save herself she grasps the helm
(following Frosini’s advice from vv. I 157—158); she sees, however,
that she will eventually drown (A 53-56):

Za vé 1o peconédaya €1 T Gvelpo ton epavn,

o’ éva kapdfi povaxn ko 1o tpévt maver

KL avipeledyeto va BoundnOn x’ exeivn Sev epnéper
Ka1l ToV nvipd g gavepd otov vnvo g efopet.

As may be seen clearly from the discussion of the passages above,
however, imagery of the sea so far has been used throughout in
connection only with Aretousa. The sea imagery describes what she
is undergoing; it does not affect or include Erotokritos.

What can be the significance of the accumulation of these images
of the sea in connection with Aretousa? In these scenes, the sea is
the stormy sea of love; it depicts her struggle with 'Erotas (Love),
that whirling mass of strange feelings, unknown to her until then,
that upset and shock her so much that she becomes an altogether
different person.'® Her first feelings of love set her mind at sea, in
swirling and cloudy waters (cf. A 641-642); when she learns the
identity of her lover, she compares herself with someone who enters
the stormy sea alone on a ship threatened by white-capped waves
(cf. A 1629-1642). When she sees Erotokritos at the joust in his
shining armor, she feels herself again out on the open sea surrounded
by darkness and mist, and thinks it best to steer her ship toward the
bright star shining before her (B 555-558). After the joust, when
Frosini warns her against the dangers of love, she herself starts
talking in sea images: “a deep and raging sea” (I' 156: néAayog Baf0
kat Oupwpévo). But her warnings arrive too late: Aretousa has suc-
cumbed to the power of 'Erotas; she is no longer on a ship, she is a
ship with no one on board, floating rudderless and on the point of
sinking (I' 243—246). Finally, in the dream (A 51-56) the poet concisely
presents Aretousa’s struggle against 'Erotas in its inevitable outcome.

The dream does not end here. The poet shows his knowledge
of the nature of dreams with their sudden changes of situation. In
A 57-58 the sea turns into a wild river which drags along stones,
rocks and trees:

K’ epaviotr| ton ki o yiadég eig notapdg eyivy,
néTpeg, yapakia kat Sevipd ovpvel my dpa Keivn.
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The river must therefore be included as well in this study of the sea.
Aretousa is drowning in the river (A 59-60), but the other vision
persists: in her mind she sees her ship go down in the waves before
her eyes (A 61: To §6Ao nob 'tov oto yoA6 eBovAnoev opnpdg ton). Her
struggle at sea is over: 'Erotas has won, she has given herself up
totally to her love. After her ship vanishes she is quite alone, struggling
in the river, and, lost in the darkness that suddenly covers the sky,
she screams for help (A 62—64). Suddenly, a bright light appears,
held by a person who tells her not to be afraid (note that he says pn
@ofnbric—not un ¢opdoai, as one would have expected); he brings
her to shallow water that rises only to her knees (note again: he does
not lead her to the safe shore) and then disappears (A 65—-70):

6vieg Bwpel nwg NAae otov Notapoyv v NAdTn
Ha Adapnupdtat) guud ki d0pwnog v ekpdtet
poviadel g “pn eofndng” k' eolpwoe Kovid g

Kt ané 1) yépa maver 1), obpvel 1 kat fovndd .
[Téer 1 0" avéfaba vepd K1 andkel v a@rivel

K’ €XGOnke oav mv aokid, Sev eide ivia va yivn.

There she stays in the shallows, not daring to move, for she does
not know where the deeper waters may be. She remains immobile
and terrified until she wakes up, crying and screaming, “I am
drowning in the river” (A 86: o notapdg pe nviyet).

Now, what does the river represent? To answer this question we
must go back to a passage, hitherto omitted, that concerns a river,
not the sea—A 2123-2138:

"Hpowaoev o Pwtokpitog kewvol 1ov otpatoddtn

no¥ 'Aaye €16 notapid Bodn K’ eivan vepd yepdrn

Kl 06 tjve 8n goPatan 1, dethidva v nepdor, 2125
pa Pradetal ki anokotd va pmn, va Sikipdorn:

Kl aydAia-aydAia nopnatel, {&Ao kot {&Ao Kavet,

va 61 1o Bébog tov vepov, Bépya kpatel ko Béver

navta ton Pépyag akhovdd K’ exelvr) npovedyet,

v nAtav avafadn pepd Kot mAid "@kodn yvpedyel 2130
Kt aneftg 6n kat kadodr| kat Afyo Babog éyet,

nepva, Eavanepvd tve kat @o6fo nAwo Sev éyel.

"Etot avtevod ta péln tov etpépav K’ edethiodoa

v npOV onov otpagnke K’ €ide v Apetodoa

KL aydAia-aydAia apyivioev anokoud va naipvn, 2135
va ovyvonnaivry otov pnyég kat va onovdoylayépvr:

kat Sukpddovtag k1 avtdg 1o Béabog twv kupdt,

nopev avafaba vepd xat nAio dev epofarto.

Here the central person is not Aretousa but Erotokritos. He has just
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returned from a trip and learns that Aretousa, on a visit to his house
in his absence, has discovered the texts of the songs he had sung to
her and his painting of her. He is terrified that the princess may
feel insulted and thus at any moment disclose to her father his
serious offense. Courageously, instead of immediately fleeing the
country he starts visiting the palace and with the greatest possible
caution and discretion tries to find out what the princess is thinking
and possibly might be planning to do. In this passage the narrator
depicts Erotokritos as a otpatoddng or traveler who, encountering a
riverbed (notapa) full of water and trying to find the shallowest spot
(A 2130: v avafodn pepd) as a ford, uses a stick (A 2128: Bépya) as
his steering device (A 2129: ndvta ton Bépyag aklovBd k' exeivn Tipo-
vetyer). Finally, on finding shallow water (A 2138: avéBada vepd), he
crosses over.'!

Is it a mere coincidence that Erotokritos is compared with
someone knowledgeable about rivers, a specialist in finding shallow
waters (avaBada vepd), using his stick as a mpévi? One of the jousting-
scenes in Book B that we have omitted so far while following
Aretousa’s sufferings at sea, B 1473—1478, contains the fight between
Erotokritos and Drakokardos, the lord of Patras. Erotokritos, how-
ever, is not merely fighting Drakokardos, he is also fighting a river!
Consider B 1476-1477:

®OAv 10 KGvel o notapds, 00166, OVie POLOKOVI),
KL and xapdkia kat Sevipd ovpvr), katabpovdidn . . .

The wording is significant: o notapdg, Boddg (cf. A 2124: notama HoAn)
and kt ané yapdkia kat Sevipd oOpvn (cf. A 58: nétpeg, yapaxia ko evipd
ovpver). It is apparent that Erotokritos is intentionally depicted as an
expert in the handling of rivers: he knows how to feel his way about
in order to locate the shallow spots, but he also knows how to fight
rivers when they turn wild.

So, if one had not already sensed it, the poet has made clear the
identity of the person who, in Aretousa’s dream, enters the wild river
and takes her to safer shallows. If more proof is needed that he is
indeed Erotokritos, the person in question holds in his hand a
brilliantly blazing light (A 66: pa Aapnupétat gouéd). One may then
take into account the legend of the emblem decorating the helmet
of Erotokritos during the joust (B 531-532):

Tn Aapnupdda g pwndg opéxnka k' eddpov
K’ eolpwoa K’ exdnka, va goyw Sev epn(’)pov.12

Erotokritos himself is often described as a single blazing light:
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—When he enters the field before the joust, the narrator says of
him (B 520): kot péoa o’ 6dovg NAapnev wodv ton pépag T Gotpo.
—Aretousa also sees him like the sun (B 545-546):

£101 K1 QUTEIV) EXGPNKE, PE YVOOT), va Aoyidon
16166 10V A0 avadia tor), onob g Sider Bpdor).

—and, as stated above, Aretousa had found her way in the mist and
darkness of the stormy sea with the guidance of the bright star (B
557-558):

névta v £V Gotpo ouvvinpd, ot otpdta v odevyet,
P ekeivo oaler U dppeva, P’ ekeivo Tipovevyet.

What is the explanation of Aretousa’s dream? Its true significance
can be gained only by ignoring the explanations given by both
Aretousa and Frosini (A 103-218)."* The person who saves Aretousa
is Erotokritos. The words k' eydOnke oav myv aokid (A 70) must refer
to his being exiled by the king, Aretousa’s father. The fact that he
saves Aretousa, bringing her not to the shore but merely to a place
where the water is shallow so that she will not drown, must be
regarded as her being cast into jail by her father when, a little later,
she refuses to marry the husband he has chosen. The meaning of
the river itself is rather more complicated. First, it denotes Aretousa’s
high status, which entails great dangers for Erotokritos (cf. A 2123—
2138 where he carefully tested the depth of that river in order to
find the shallow spots, that is, to discover the feelings and intentions
of the princess). Further it refers to the danger from Aretousa’s
parents and their wishes regarding their daughter’s future. As
pointed out before, Aretousa sees her dream on the same night as
they are planning her wedding to another man. In her dream the
sudden transition from one situation to the other denotes a crucial
point in her life. Her secret betrothal to Erotokritos (I' 1453 ff.)
means that 'Erotas has won and she has surrendered: she is van-
quished by the sea (her ship sinks). In the sense that she is sure both
of her own feelings and of those of Erotokritos her sufferings are
over (see Frosini’s explanation of her dream in A 159-160 using the
same words, but intending quite another outcome). Yet the outlook
is none too bright: Erotokritos has been sent into exile and very soon
she herself will be thrown into jail. Finally one understands why in
her dream Erotokritos told her in such an odd way not to be afraid.
By saying pn ¢ofnfrg instead of pn opéoc (which is usually said by
people who come with good intentions; see Luke 1:13 and 30) he
pointed not to the dire situation of the moment but to the dark
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future, telling her not to be afraid then, notwithstanding the hope-
lessness of the circumstances.

Shortly afterwards Aretousa is being imprisoned and at last she
really understands the meaning of her dream. After a long prelude
describing how cherished she has been by her parents, how protected
her life has been and how fortunate she has been as an only child,
not having to share the wealth and privileges of royalty with anyone,
she compares it all with the treatment she is currently undergoing
and concludes (A 633—-636):

K’ exeivn ) Bpoon n’ 6Amda va mo, va pe Spoaior,
eyivn notapdg Boddg kar mAio Sev eivar Bpoon;

K’ éX€l VEPA Qpappakepd, kbpata tov Bavartov,
Bpélov, 6x1 va Spooilovot, onpepo ta vepa tov.

She has understood what the river represents. Her high status, the
fountain (Bpton) she expected to be drinking from for the rest of
her life, which she now thinks forever lost, has become a murky
river, a notap6g Boddg (Boddg again!—see above), which will cause her
death.

When the narrator describes Aretousa’s state of mind as she
enters jail, he once more pulls her out to sea (A 651-668):

Qodv 1o vadtn oviev 181 Kakd kaipd Ki amnyion

n 8dAacoa v’ appatewdn va tove nolepron,

K’ €xXn Gvepov &g T Gpueva aypio kat Bupopévo

Kat 1o yiadd dGomnpo kar 80A6, Babd avakatwpévo,

Kal noAepovy ta kvpata kat didovot tov {@An, 655
pnaivoviag an’ ) pla pepd, OKOPN®OVIAG €1g v GAAn,

Kl OPEG OTO VEQOG T ovpavol HE TO Katapt yyign

KL ©peg ota Babn tov 0 yiaddg va Be va tov povgr&n,

va YopnAovn n ovvvegid, va Bpéyn, va xovidn,

vV’ aotpd@n, va Bpovid ouvpavog Ki 0 KGOHOG va povykpidn, 660
K’ ekeivog V' appatovetat BAénoviag étota paxn

KOl TO TIP6VL povaydg 6xt GAAn oAnida va 'y,

andave Kétw va foundbd, oav avipag va palavn

Kat v& 'pOn kbOpa pe Bpovr, va néprn 1o tipowvy,

v’ anopiyt Kt oAtida mAo Kiapd va pundév éxn, 665
va xGon 6,1 ki av fjpabe K’ exeiva onotd Katéxer

éto1 k1 6,11 eine 1 Apetr) ot odepr) Hupida,

®oGv epnrke ot @Aakny, £xaoe v oAmiba.

He compares her with a vavtyg, a sailor on the high seas, suddenly
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surprised by a vehement storm. In A 654, for instance, familiar words
recur: 0oA6 and avakatopévo (cf. A 642, the first passage where the
sea occurs). But a new vocabulary is also introduced, including words
having to do with battle: (A 652 appotwr, nodepron, A655 nolepobv.
It seems as if all the elements join in the battle (A 659-660). The
sailor, Aretousa, fights back: k' exeivog v’ appard)verm BAérovtag £towa
péxn (A 661). She too has changed. This is not the helpless glrl
previously seen floating along on the waves (I' 243—246): this is a
much more resourceful Aretousa, a glimpse of whom was given in
the beginning of her dream (A 54-55). She grasps the rudder, her
only hope, and fights like a man (A 662-663). But catastrophe hits:
a huge wave snatches away the rudder (A 664-666). With the rudder
gone, all hope is lost: the only possible reaction is to sit and wait. At
the moment when Aretousa enters jail, the narrator depicts her as
completely helpless, unable to take action: she has lost to upéw, the
rudder.

Frosini, who knows Aretousa through and through, seeing her
pitiful state, chimes in with the words of the omniscient narrator and
tries to encourage her by impressing upon her the necessity of
behaving like a courageous sailor on the stormy sea (A 699-712):'*

Kt 6vte pavidn n 6dlaooa kat 1o kapdft 1péxn

KL ayplebyouvol ta Kopata, otpaet, Bpovid kat Bpéxn, 700
o vavtg ave ¢pofnbn ko 0 TP6VL agrjor,

ka1 Sev moBnjon v’ avipeievti k' i téxvn va BounBrjon,

y1] o€ Xapdxia pilipid ot avépol To OKoprnovot

y1j oto Bub6 ton BdAacoag kbpata o pouvgovot.

Ma av &iv’ o vabkAepog kaddg K’ ot vaiteg e pofovvtal, 705
Ha oTo TpévL otékovat K’ elg T dppeva Bounbolvtar,

) 0dAacoa, tov Gvepo, Ty tapayy vikovot,

10 §0Aov twg puAdocovat, mAo oo be ypoikovor

yAutdvou ki avanebyovy 10, onod av 1o Béda agroet,

KEIVEG TOL avépou ot pavijteg eBédav 1o BovAnoet. 710
TNattog k' €00 pundé yabrig, pnv eioar anoAmopévn

Kl GppwaoTog oav anopixt, ylatpog dev téve yiaiver

“If he gives up and lets the rudder go, the ship is lost. But if the
captain is good and his men without fear, they grasp the rudder and
come through to safety.” Indeed, Frosini’s words sound like an echo
of those of the narrator in the preceding passage,'® but there is an
important difference between them. The narrator concludes pessi-
mistically whereas Frosini ends on an optimistic note. This is only
natural: the narrator describes Aretousa’s state of mind; Frosini, on
the other hand, tries to give her courage and patience in these dire
circumstances. The more important difference consists in that—for
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the first time in all the sea-passages so far mentioned—Frosini does
not speak of one sailor but of many. In the first verses (A 699-704)
she still speaks of a single vatg, but from A 705 on, she introduces
the new concept of the vatkAepog, the captain, together with ot vatteg,
the sailors. Subsequently she continues to use the plural (A 705
@oBovvtar, A 706 otékovat, BounBobvtal, A 707 vikotor, A 708 gpurdooovot,
ypowovor, A 709 yAvtévov, avanebyouy, Oéda), which can only mean one
thing: Frosini is now allied with Aretousa; she has given up her
resistance to her choice and stands at her side. A question that will
have to be answered later is who might be that new person, the
vavkAepog (captain).

At this point in the poem, what does the sea represent? The
struggle of Aretousa with 'Erotas has ended, so when she is found
“out at sea” again, a new interpretation must be sought. The first
thing to be kept in mind is that what is going on at sea is no longer
a struggle but has become a battle (see, above, the words of the
narrator taken from the battlefield); the second thing is that Frosini
speaks with especial emphasis, in plural forms, of the battle waged
in common by Aretousa and her associates. One of these associates,
of course, is Frosini herself.'® Is it perhaps possible to identify
Erotokritos with the new person of the captain (A 705)? How can
the poet, who has introduced Erotokritos as the man who knows
everything about rivers, make him enter the sphere of the sea? Up
to this time, there have been many passages where the sea plays a
role, but they have always been connected with Aretousa. An even
stronger datum is that, although the action has already reached Book
A and Erotokritos has spoken of many things, he has not even once
used the word “sea.”

The poet now gives Erotokritos his cue in A 816. He makes him
use the word “sea” for the first (and only) time when, being informed
in his land of exile about what has happened to Aretousa and why,
he says of her (as related by the narrator): ' epnrjke 0" étol0 nédayog
kot A Sev ex@Or . . . It is impressive that Erotokritos, on hearing
that his love is in jail, uses the word “sea” exactly as did both the
narrator (A 652, 654, 658) and, after him, Frosini, at the moment of
her entering jail (A 699, 704, 707).

It has already been said that at no point in the story was
Erotokritos actually at sea.'” In Aretousa’s thoughts, however (cf. B
555—562 above), he entered the sphere of the sea in the shape of
the bright star (dotpo Aapnupé, B 561) on which Aretousa sets her
course (cf. B 558: p’ ekeivo npovedyer).

The concept upévi/upovevyet (“rudder,” “to steer”) seems to be
of some importance in the story. The first time it occurs is not in the
present passage, but in Book A where Erotokritos crosses the river

EEINT3
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following his Bépya, his “stick,” k’ exeivr) npovetyet, “and the stick shows
him where to go” (A 2129), a striking way to use the word npovevyet,
“to steer.” The second time this word occurs is in B 558 (see above).
After that, one has to wait until Aretousa’s dream in Book A, at the
beginning of which she is all alone at sea and takes hold of the
rudder: xat 1o upévt maver (A 54). Finally the rudder becomes very
central. At the moment of Aretousa’s being cast into jail both the
narrator and Frosini use the term twice: the narrator in A 662 (the
rudder is Aretousa’s only hope) and in A 664, where suddenly a
huge wave snatches it away; Frosini in A 701: “the sailor should
never lose hold of the rudder” and in A 706: “if the sailors stand
firm at the rudder, they will get home safely.” After all this it cannot
be far-fetched to see in the rudder, which remains Aretousa’s only
hope once she is thrown into jail and is, as it were, removed from
action, the person of Erotokritos, especially since the words of the
narrator make it quite obvious that all hope is lost when the rudder
is taken away, that is when Erotokritos is sent into exile.

Thus, first through Aretousa’s thoughts, secondly through the
accumulated imagery of the rudder, and finally through his own
words (in A 816), Erotokritos himself is gradually pulled into the
sphere of the sea. And on entering the sea he enters battle (cf. the
combination of sea and battle vocabulary in the passages connected
with Aretousa, especially A 651-663, A 679 and A 687712, discussed
previously). At last ke can take the lead since Aretousa is in jail and
therefore out of action (earlier the initiative had been taken by her,
e.g. in I 601 ff., where in the window scene she is the first to break
the lovers’ silence, and in T 691 ff., where again she suggests to
Erotokritos that he make his father approach hers with a proposal
of marriage).'®

In the rest of Book A the sea and Erotokritos are connected
three times. First, in the fourth year of Erotokritos’ exile the kingdoms
of the Vlachs and the Athenians come into conflict (A 857: Epnaivovowv
eg to Babd). As the clash intensifies, with Erotokritos rushing (in
disguise) to the defense of Aretousa’s father and battling fearlessly
amidst the mounds of the dead, the forward and backward sallies of
the two armies are described as similar to the rolling waves of the
stormy sea that at times the winds push swirling onto the shore and
that at others return to the depths of the sea (A 1105—1108):

Zav 1ov y1oAoy ta KGpata 0’ Kalipoh avakatwpévov,
onov ot avépol Ta Guooy Kat Mpog ) yi ta nnaivov,
Kl Opeg appifov Kal okopnodv 6w oto neptytdAt

Kl ©peg 010 Bdbog touv yradot Eavaylayépvouv ndAt . . .

Then, in A 1673-1678, when the battle of the armies is to be
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determined by the single-handed combat of Aristos and Erotokritos,
these two warriors (as they deliver their first blows) are paralleled
with two winds rising suddenly on the high seas, accompanied by
thunder, battling with the sea, tossing and swelling it, raising the
spray to the clouds as they blow from opposite directions of the
horizon:

Zav 6vie peoonédaya dvo avépor onkwbovot
a&da@vov, kat pe ) Bpovir] puowviag noAepovol,
péyouvviat pe ) 6dAacoa, pavifov Kat OLOKOVOL,
o1 Puxadideg tov yiadhot ota vépala onkovouv,
évag uod ar’ avatolr] kt GAAog ané 1 Svor,
ndokel o Boppdg kat péxetar 1o Néto Ya vikrjon . . .

Near the end of the combat of Aristos and Erotokritos an
incident is related which brings one again to the sea. The narrator
relates that many women have gathered round, watching with great
concern. A simile in A 1821-1832 describes their fear as like to that
of pigeons who, when they see the sea look stormy and the other
elements of nature in disarray, tremble and crouch low. Through
the presence of these women it is as if Aretousa too were there as
an onlooker (A 1825-1830):

Yav neplotépeg 6vie dov 1 BGAacoa aypiepévn

kat v avatodr) Oapmnr, m §bon ypviaopév

Kal Kaun avidpa Kat fpoxrj Kt o ovpavog pavpion

KL ané poAiég Kal KOITeg Twg Gvepog ot opion

Kal Ta otoiyeld avakatmbod kot T aotpikd pavioov

K’ exel mov mav va gulaytod Tpépov kat kovkovfiocov . . .

This image recalls Aretousa watching the joust in Book B, terrified
and trembling because, although she had considered jousting a game
(B 1495: mov 1o kovtapokténmpa expatele yia nayvidt), she now saw
Erotokritos being wounded in earnest.'?

At this point one is momentarily led back from the real combat
of Aristos and Erotokritos to the nawyvidi of the joust in Book B.
Here are three passages connected with the sea which had originally
passed in silence. Now their function becomes clearer. Three times
in the joust Haridimos meets opponents connected with the sea
(incidentally of course he himself is from an island). In B 1107-1118
he clashes with fierce Spithiolontas, who, seeing his own blood
flowing, tries to exact vengeance, raging more fiercely than the sea
in a January blast shattering the waves on the shore. In B 1997—
2004 Haridimos is pitted against Nikostratis; their meeting is de-
scribed as the upheaval of the wind that adds white-caps to the
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swollen waves of the sea. Finally, in B 2145-2152, facing Tripolemos
of Sklavounia, he topples him from his horse as if he were a large
rock falling from a height into the sea as far down as its floor.2°

From another study it becomes clear that Haridimos is the “alter
ego” of Erotokritos.?! These early confrontations of Haridimos with
the sea foreshadow the later confrontations of Erotokritos. Therefore,
Erotokritos is not actually found at sea for the first time in the battle
of Book A, because this fight was anticipated by three fights of his
“alter ego” in the joust.??

Thus, as has been demonstrated, in Book A the sea changes its
function from Aretousa’s solitary struggle with 'Erotas to the common
struggle of Aretousa and Erotokritos to obtain a new life together.
It remains to be examined whether the sea will remain stormy
throughout the story or the struggle will have an auspicious outcome.

The sea returns in the final book, at E 485—490. This is the first
and only time that the motif of the sea occurs in a dialogue between
Aretousa and Erotokritos. Erotokritos has saved the kingdom, won
the approval of Aretousa’s father of his suit for her hand and entered
her jail cell to try to persuade her to marry him (during all of this
he remains in disguise). She turns him down at once, without even
sparing him a glance, listing a series of adynata (all from the sphere
of nature) that would have to take place before she would ever agree
to marry “this stranger.” Among these she includes: 8é4\acoa Sixwg
ta vepd, yaddg pe diyws appo (E 489), a statement that later turns out
to have been prophetic, no matter how far-fetched when it was made.

As Erotokritos is to reveal himself at long last to Aretousa, the
day dawns full of joy. Nature participates in all her facets in the
upcoming celebration (E 769-790). The picture is one of Paradise
and of the new life dawning for the long suffering pair. Their
struggle has come to its end and the sea, although not exactly &ixwg
ta vepd (cf. E 489), is sleeping (E 773: Ta nepiyichia eddpnaot k' n
0dAaocoa exopdto). For the first time the sea is mentioned in connection
with a positive attribute.?® The story is over, a happy ending has
been reached, the storms have passed, the struggle is at end, and
the sea has been lulled to (peaceful) sleep. Aretousa can marry the
“stranger” she had vowed never to accept, and from then on the sea
of her life and their life together will be safe.

The story has also ended for someone else: the narrator. In E
1527-1532 his ship approaches shore and seeks a safe mooring as
sky and earth smile upon him:
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Eolpwoe 10 §0Ao pov, 10 pagipo yopetyet:

1pOe o’ avaBaba vepd kar nho Sev kivtuvevyer.
Owpd oV oLPavS yeAG, T1) y1 KAl KAPAPOVEL

K’ €10 Apviova avénayng fpage 1o upovi.

X’ Babn neddyov appévia, pa £da pba oto Mipvidva,
nAto 8¢ @ofodpal tapaxij ovdé pavira xelpova.

Here he makes use of a kowég 16mo¢,%* but in this case it gains new
functionality. Throughout the romance much struggle, mirrored in
the sea, has taken place: first of Aretousa alone, then of Aretousa
and Erotokritos together (each of them as well had to endure a
struggle with a river). It was a dangerous sea-voyage for them in the
course of realizing their love. The same voyage was difficult also for
the narrator. The dangers he went through are mirrored in A 1637—
1642, where in retrospect it is now obvious that the keivoc nov ota
B&On g elvar Kat Kivtuvedyel . . . /avTOG KATEXEL va 0OV TN} Kl andKPlon) va
Swon/ivia 'vat o ¢6Bog touv yiadod, av givar kat ylvtoon refers not only
to Aretousa in the throes of her love but also to the narrator who
has labored equally to bring his story (cf. E 1525, E 1540, E 1546)
through storms and bad weather (E 1532).?°

It is important to note the expressions he uses in describing the
difficulties of his voyage (see above): it is his rudder (1o npéw) that
has moored in the harbor of rest (E 1530). This reference to the
rudder is a strange use of a pars pro toto but one knows the reason
for which it has been chosen: it is a clear reference to Erotokritos,
who is the hero of the story and also its title, and thus to the whole
story. Here in this final passage one also meets the two lovers:
Aretousa, the maiden of the sea, in BdOn nedayov (E 1531, cf. T 156
and elsewhere) and Erotokritos, the expert in rivers, in avéfaba vepé
(E 1528, cf. A 2138).2¢

In Cretan literature in general the sea is not depicted very
positively.?” In reading the Erotékritos one gains the impression that
Kornaros’ dislike extends to the point where it seems that he has no
love for the sea at all. Now, however, as a result of this analysis, the
matter is clearer. The contents of the story and the poet’s decision
to make the sea reflect the trials of the two lovers are what create
this impression.?® Kornaros had his reasons: he needed an unfavor-
able sea for the special demands of the plot and theme.

Furthermore, from reading of the prose and the verse Italian
versions of the Paris et Vienne, one can attest that the introduction of
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the sea imagery into the story in this manner is an original creation
of Kornaros. The few places in which the sea is found in the

3

prototypes®® give brief references to stock situations such as “a
warrior standing in the sea as firmly as a rock.” The full parallel
development of the love struggle through the stormy (and changing)
sea is new to the Cretan poet.

Yet, whether Kornaros was a Oadacowvédg or not, a notion tenta-

tively rejected by George Seferis in his essay on the Erotékritos,>® is

an issue to be evaluated at another time; it can be decided only once
the analysis and interpretation of the Erotékritos has been concluded.
(Then, too, it should be possible to answer with greater security the
question of which images are more ywvepéves than others.) For the
moment it would seem that the motif of the sea plays a very important
part in the structure of his poem.

NOTES
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! For the discussion as to which of the two versions (cf. Paris et Vienne under
References Cited) is the prototype, see Mavromatis 1982 and Evangelatos 1985.

2 On his journeys the hero traverses the entire Mediterranean from Genoa to the
Middle East, on his way passing Constantinople (prose version 117.4-5, Albani VII.1.6—
7), Cairo and Tyrus (id. 117.6-8, id. VII1.4.4-5), even reaching India (id. 123.1-2, id.
VI1.23.2-3), from there returning to Damascus and Jerusalem (id. 123.27,id. VII1.24.1-
5), and finally arriving in Alexandria (id. 133.20-21, id. VII.26.1-2).

3 In the Erotékritos the word 0d\acoa appears a total of 16 times (A 1630, 1634, B
271, 276, 472, 474, 2150, T 245, A 652, 699, 704, 707, 1675, 1825, E 489, 773); né\ayog
7 times (B 1111, T' 156, 243, A 53, 816, 1673, E 1531); yiaA6s 13 times (A 1640, B 270,
632, 1999, 2148, A 57, 61, 654, 658, 1105, 1108, 1676, E 489); and o Bubdg, ta Badn
and ta Babié appear in connection with the sea 11 times (A 641, 1637, 1676, T' 152, A
75, 105, 151, 165, 658, 704, 857).

*In B 632 (the incidental excursions of Haridimos and his lady love o' yiadot
Apvidva) and E 773. A passage where the travel and adventures of the hero are
described (A 1233-1246) does not even mention the sea. In another place a harbor is
mentioned (in A 1021 Erotokritos meets the armies of the Athenians and the Vlachs
oto hipviova) but without concomitant reference to the sea.

5 Rough examination of the references to the real sea in other much shorter
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contemporary works results in the following counts: Fortundtos 13, Panéria 9, King
Rodolinos 6, Erofili 5, Stdthis 4, Katzirbos 3.

6 Of course, the imagery used by Kornaros is taken from many other sources
besides the sea. For instance (to take examples from Book A), in describing the
growing feelings of love sensed by Erotokritos and Aretousa he refers to fire (poud
A 104, 116, 180, 198, etc.), a furnace (xapivt A 180, 306, 465, 632, etc.), coal (x&pBouva
A 258, 734, etc.), a tree (8evipé A 176), a bird (novXi A 307), a net (dixro A 773), a
noose (Bpoxt A 327, 951), a well (nnyadt A 222), a baby seeking the breast (1o pwpév
oot . . . va Bpn Buli yvpevyer . . . A 2199-2208).

For who is meant by avtés nov katéxet va pas nn see 563-570.

8 Cf. Hortatsis’ Erofili Agiép 59—-64.

9 Cf. the dream in Erofili 2.133-136.

'% For the transfiguration of Aretousa by the power of 'Erotas see Sherrard 1978.

11 And crosses back again! See A 2132: nepvd, §avanepva mve ko g6Bo mAto Sev éxer.
Apparently the narrator has lost sight of the traveler who had to cross a river in order
to get on, but has eyes only for his hero, who, in order to probe Aretousa’s feelings
thoroughly has to cross that river very often (see A 2135-2136: apyivioev ... va
ovyvormaivn). In introducing the image of Erotokritos crossing a river, Kornaros may
have been influenced by the river-crossing in his prototype Paris et Vienne (prose
version 67, Albani V.24—26) where, however, it is not Paris who crosses but his servant
(who drowns).

'2 Speaking of emblems, which are meant to indicate something characteristic of
their bearer (which is certainly true in the case of Erotokritos), there are two emblems
which have a connection with the sea. The first is worn by Tripolemos, who comes
from Sclavounia (B 269-278). It depicts a rocky island battered by the onrushing
waves of the sea. Its legend runs as follows (B 277-278):

D6Bol, TPOPAGpPES, PAvTEG, KOPATa Kl & POLOKOIOV,

Sev nunopot ma pmotky eihid va Eepdoov.

The second one is borne by Drakokardos, Lord of Patras (B 471-480). It shows a
fisherman standing on the beach with his net, ready to go out fishing, but stopped
from doing so by the stormy sea. Its legend reads:

Av éxw v anopov) kat va undév okvéyo,

oa oryavéyouv ot kaipoi, oAni{w va yapéye.

There is something incongruous about these two emblems and their legends: they do
not suit their bearers! In the first place, nowhere in the description of the joust does
the poet make clear what he means by relating a pmouxr} guhia to Tripolemos with the
great importance that this hero allegedly attributes to it. On the contrary, Tripolemos
is depicted as a person who does not value either friendship or love (cf. B 262-264
and 267-268). In Drakokardos’ case, at least, the legend fits: he is in love with a girl
who rejects him, but he hopes to win her through persistence and patience (B 462—
470). Yet in B 1473—1474 the same man is said to hate everybody and to love no one:

‘HEaye k1 o Apakdékapdog, nov 100 'Swkev 1 guon

10" avBpdnoug 6Aovg va pod ki ovd’ éva v' ayanrjon
As one does not regard Vitsentzos Kornaros as a poet unconscious of his actions and
their effects, in these two cases the emblems should not be regarded as expressing
something in particular about their bearers, but rather as having more general purport.
These two men enter the story in the first place to fight against Haridimos and
Erotokritos, destined of course to lose to them, and in the second place as paviatogpépor,
bearers of a message—that of their emblems and legends. It is not difficult to surmise
that both emblems and legends indeed have a close connection with the trials of
Aretousa and Erotokritos.
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13 Kornaros seems to make a point of demonstrating that the persons most
involved are the least able to see the truth. By listening to their explanations, however,
one learns a great deal about their personalities and motivations. Aretousa, for
instance, sees dangers only for her beloved (see A 103—108) and Frosini almost makes
a fool of herself by interpreting everything according to her sense of what is fitting
and proper. In A 159-160, for example, she interprets the sinking of Aretousa’s ship
as a sign that Aretousa’s troubles will soon be over:

To EbAov onov appévide K’ epaviotr} cov exadn

onpad’ eiv’, Apetoboa pov, nwg cov nepvody ta nédr,

In A 169-170 she shows that the shining light which Aretousa saw when she struggled
for her life in the river is Aretousa’s hope for a wedding:

K’ exkeivn) n Adapnupr] pond nod’ nov '¢eyye @eyye oav nuépa

iV’ 1 oAnida g kapdiag onov 'xeig, Buyatépa:

One may be sure, however, that Frosini has someone in mind other than Erotokritos.
That becomes perfectly clear in her explanation of the significance of the shallow
waters: Erotokritos is unworthy! (A 175-176):

Kt av eibeg nwg ot avaaba ta nédia fjoa ywopéva,

onpadt ki o Potékpitog G8og dev elv’ yia oéva.

But there are other things to be learned. In A 155 Frosini speaks of Exeiva ta 8oAd&
vepd mov &g ta uld o exova, although the word 8old does not occur in the poet’s
rendering of Aretousa’s dream. But it does appear in the passage where Erotokritos
is crossing the river (A 2124 nowma 6odq) and in the description of Erotokritos’ fight
with Drakokardos (B 1476 woév 1o kévet o notapds, Bodos . . .), so the poet causes Frosini
unconsciously to make the connection between these three passages. Further on he
also puts the word in the mouth of his narrator when relating what Frosini really
thinks (A 183: exeiva ta Bodd vepa).

4 Cf. Erofili, where Panaretos speaks of a similar exemplum (I’ 47-58).

15 Cf. A 659-660 and 700; see also upévi in A 701 and 706 (and 662 and 664),
anopyty in A 712 (and anopiyty in 665). This last word is the central one of Frosini’s
homily: she uses it four times (A 688, 693, 695 and 712).

16 Except for the fact that Frosini has stopped cautioning Aretousa about the big
mistake she has made by falling in love with someone of low status, the first substantial
piece of evidence that she has wholeheartedly chosen the side of Aretousa and
Erotokritos is given in A 821-826, where one learns that it is through Frosini that
Aretousa, although in jail, hears messages about the doings of Erotokritos in exile.

17 Not even during his two journeys to Euboia in Book A and Book A; at least
there is no mention of it. See also Note 4.

'8 The particular bravery shown by Aretousa in the affairs of the heart is briefly
alluded to by Seferis (1981: 502 [note 1 to p. 291]); for a more general picture of the
strength of character exhibited by certain heroines of Cretan Renaissance literature
see Bancroft-Marcus (1983: 19-38).

19 Here one may also recall Aretousa telling Frosini (in A 1629 ff.) that what she
herself is going through, as a lover caught in the toils of love and hence an observer
of the matter from the inside, is not a nayvidi, as an onlooker might have thought,
viewing the situation from afar.

20 In the wording of this passage concerning Tripolemos (esp. B 2147-2150) a
pun might be intended with reference to the description of his emblem earlier in the
book (B 269-278). Compare the phrasing of the later passage: wodv ané ynié Bouvé
Xovipd xapaxi néor . . . €1G Tov yiadod ) péor) . . . Kapr appovs KVPATW . . . yevi] peydAn tapayr
ot 84Aacoag tov néo with that of the earlier: vnof oyovpagiopévo . . . ot péon tov yrahot
Babia Bepehwpévo . . . 10 kOpa foka K1 depile . . . oV tapayi . . . ) 6édAacoa.
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21 In his paper on the organization of the Erotékritos, David Holton states: “Eiva
@avepd OTL Kal 0TO KOVIAPOKTONNpa o 1pitog npetayoviotwis, o Kpnukdg, dev eivar @Ado ané to
alter ego v fipwa” (Holton, in press)

2% Kornaros has to connect these sea images with the jousting feats of Haridimos
and not with those of Erotokritos, as Erotokritos is pictured in the first half of the
story as a man connected with the concept of a river and not with that of the sea.

23 The positive view of the sea is prefigured, however, in the pastorale of Haridimos
and his beloved (B 631-638) as they seek their pleasure in idyllic setting, including o’
yiadov Aipviova (B 632).

24 For seeing the writing of a literary work as a sea voyage cf. Erofili Agiép. 57—
64, Fortundtos Agiép. 9—16, and Kpnukds ITédepos, Agiép. oto Mépko Kayiavny 1-22. See
also Albani V.1.3-5 (the poet speaks to the “Benigna Musa”): “Fa che la barca mia
non fia sommersa/Da I’ onda sempre si ritrovi in cima . . .."

25 Only now, when putting A 1639 next to the last two verses of the introduction
of the story (A 17-18):

A@ovKkpaotrite 1o oo Ki ag mavr onovt 'Yt yvoor),

yia va katéxn allot Bovdn ki andkpion va dworn
does it become plain how experienced the poet actually wants one to think his narrator
is and how much experience one will gain by reading his story.

26 Actually, each of them has been found in the opposite situation, too; cf.
Aretousa in A 69 and Erotokritos in A 1108.

27 For “negative” (or unfavorable) references to the sea in Cretan literature see,
for instance: Hortatsis’ Erofili Agiép. 57-64, A 285-286, 325-326, B 129-132, T 7-8,
47-54, 219-220, A 457-460, E 1-2, 325-326, and his Panéria A 375; Foskolos’
Fortundtos Ivi. A 95, 99, 103, 140; the work Stdthis A 1-14, 303-308, B 1-12, 275—
280, I 385—-400; and Troilos’ King Rodolinos p. 25, vs. 23—p. 27, vs. 10, p. 35, vs. 1, p.
39, vs. 10, p. 45, vss. 7—12, p. 47, vss. 15=-20, p. 72, vss. 7-22, p. 80, vss. 23-24, p. 94,
vss. 20—24, p. 117, vs. 8, p. 128, vs. 12. For “positive” (or favorable) references: Erofili
A 11-12, 49-52, 319-324, I 339-340, Pandria B 257, Katzirbos 469-470, Stdthis T
524, King Rodolinos p. 17, vss. 1-4, p. 25, vss. 1-4.

28 Besides the accumulation everywhere in the Erotékritos of “negative” words in
connection with the sea (to give a small sample: aypia A 1630, B 472, A 653, avakatdve/
avakatopsés A 642, 1631, B 2002, 2149, A 654, 1829, agpitevappss A 1631, B 272,
1112, 2149, A 1107, 6o)és A 642, 1631, A 183, 654, bvpwpévn A 1631, B 472, T 156,
A 653, 10 kak6 A 1642, T 245, pnepSepéva A 641, mipéde/nviyovpar I 244, A 56, 86, tapayn
A 1635, B 274, 1113, 2001, 2150, A 707, govokopévn/govokove A 1629, 1634, B 277,
1999, A 1675), one might choose to take as an example the words ¢épo/goodpa (other
synonyms, such as tpépey, Sethidler, are present too) and examine their collocations with
the sea: A 1636 &ixws pépo, A 1640 o p6Bog touv yiahot, B 277 @éBoy, tpopdpes, B 556 pe
@6Bo xau tpopdpa, I' 153 av 10xn va poprdnkes, A 182 ap’ epofrifnke k1 avtr, A 701 o vavng
ave @oBnor), A 705 Kk’ o1 vavteg de gofouvviar, A708 nhio gopo Se ypokotor

29 In the account of the travels of the hero Paris and his future father-in-law
Dolfino, both prototypes mention the real sea frequently (see Note 2). Figurative use
of the sea is found only in Albani’s poem (Paris ét Viennel628). that is, in 1.94.6
“Saldo stard come in mare lo scoglio” (about Paris), 11.77.2—4 “A gridar comincid con
grand’ orgoglio,/Tanta fortuna I’ ampio mar non mena,/Quando batte hor questo, hor
quello scoglio”, VI.5.5—-8 (the poet here speaks to Vienna about Paris) “Qual m’ ha tra
I onda I’ indurato scoglio/Che percosso si trova in ogni lato,/Onda sei tu che sempre
lo percuoti./Lui scoglio forte a li tuoi dolci moti”, VI.92.5-6 “Non ¢ Vienna come
foglia al vento,/Ma scoglio forte al tempestoso mare” (in a letter to Paris from his
friend Odoardo). See also Note 24.
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30 See Seferis 1981: 509 (Note to p. 307): Zto petakd, av pnopotoa va ekppaow pa
NPoowmkr evitnwor), Ha édeya nwg or Alydtepo XwVEHEVEG EIKOVEG TOL MOUjpatog €ival, 1g
NEPLOOOTEPEG POPEG, EKEIVEG MOV XPrOLpoNoLEl dtav neplypd@et paxeg (yU' avté Méw nwg 10 Kov-
tapoxténnua polovot to mo Beapatiké kal pe otiyoug ovxvd aflobBadpactoug dev gival 1o mo
ONPavTKG péPog Tou notjpatos. 201600 Ha "Aeya akpifag to id1o yua ) povopayia Epotékprtov—
"Apilotov) kat ekeiveg nov avagépovtal otn Odlacoa. IMpaypatkd, é1av napafddlo oplopéveg
aypoTKEG EIKOVEG TOU pe TG “Oadacooypagies” Tov Ndw va Motéyo nog o nountig wv “Epwto-
kprrov” Sev rjrav Badaocovig.
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