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This paper is meant not only as a small offering towards the
commemoration of three hundred years since the first edition of
Vitsentzos Kornaros’s Erotokritos (an occasion providing the
added pleasure of coming back to Cambridge and meeting old
friends); it is equally meant as a tribute to David Holton’s pivotal
contribution to the study of the text, especially its language, style
and poetics.! The title suggests an over-ambitious attempt at a
comprehensive treatment of the two fundamental constituents of
an ideal love story. In fact it will set out to offer comments and
raise questions of poetics relating to the presentation of desire,
sensuality and beauty in Erofokritos, in the hope of contributing to
a fuller understanding of the text’s subtleties.

The various demonstrations of desire, the private or even
intimate communication between lovers are, needless to say,
central in a romance. Among the most characteristic features of
the genre is the depiction of the various stages of courtship from
the declaration of love to its fulfilment (if possible), and more
specifically the ways in which the lovers strive to unite in mind
(and in body, if possible). Especially in a poetic work, this process
is presented through the lyrical idiom and tone of the lovers’
private conversation (either in direct dialogue or in writing).

! This contribution is a slightly modified version of the paper given at
Cambridge in February 2013 with the addition of the necessary foot
notes. The edition used for references and excerpts is: Stylianos Alexiou,
Butoéviogs Kogvdgos, Eowtoxgirog. Kouunt Exdoon, eloaywyi,
OTUELDOELS, YAwoodpwo (Athens: Ermis 1980, reprinted with cor-
rections 1986 and 1994). For Voskopoula 1 have used the edition by
Stylianos Alexiou, ‘H Booxomovia, xontixo &idviio tov 1600.
Kovtint) éxdoon (Heraklion: Etairia Kritikon Istorikon Meleton 1963).
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Closely connected with the expression of desire is the represen-
tation of the body, especially the depiction of beauty.

Beginning with the love dialogues, one can start with the
observation that, only on very limited occasions does Kornaros’s
reader have the opportunity to penetrate into the private channel
of communication between Erotokritos and Aretousa and thus
receive an immediate account of their plaintive or playful amorous
exchanges. The painful feelings of obstructed desire are exposed
in dialogues, which are in effect debates on love. Indeed, there are
many dialogues on the subject, amplifying its torments (rather
than its delights). In this sense, the discourse of love is abundant
in Kornaros’s romance. However, while the two protagonists have
lengthy discussions on love and its torments with their confidants
(Polydoros and Frosyni), and while ample commentary and obser-
vations are offered by the narrator, there are no solitary mono-
logues expressing passion.2 When Erotokritos and Aretousa voice
their feelings (usually in the presence of the confidant), the
emphasis is on the tormenting effort to suppress desire, rather than
on the liberating outpouring of feeling.

Additionally, the narrative contains no direct erotic dialogue,
and, even more intriguingly, the songs that made Aretousa fall in
love with Erotokritos are never disclosed. As a result, the
representation of the couple’s most intimate moments is limited,

2 As Massimo Peri has observed: “The dialogues in Erotokritos can be
read as a kind of psychomachia in which the protagonist impersonates
erotic impulse while his/her confidant impersonates selfcontrol. It is for
this reason (contrary to what happens in the western tradition of
Erotokritos’s model Paris et Vienne) that each confidant converses only
with the respective protagonist; [...] and for the same reason, when the
protagonists stop resisting love, the dialogues between Aretousa and
Frosyni become very rare and those between Rotokritos and Polydoros
cease altogether” (my translation). See: Tov wéfov appwornuévos.
lotpiky ko moinon otov Epwrtdxprro, trans. Afroditi Athanasopoulou
(Heraklion: Panepistimiakes Ekdoseis Kritis 1999), p. 165. Peri offers a
most stimulating analysis of the therapeutic function of the dialogues in
Erotokritos on pp. 148-65.

3 1 shall not be discussing the dialogues between Erotokritos and the
imprisoned Aretousa in Book V, as these sections contain very few
elements relating to desire.
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and in most cases filtered and controlled by the narrator.* The
secret nocturnal meetings of the young lovers are not rendered in
any detail, and most importantly, they are not dramatized.
Aretousa’s initial words at the first meeting with Erotokritos are
presented, but the remainder of the exchange is summarized and,
at the same time, reconstructed through the interpretative inter-
vention of the narrator (111 615-18):

Té heve, T avebdifave, w46’ Evag mov Swafdlel

Kt 6m00 "novoe %t 6ot wape, pmwoQet v to Aoyialn:
0¢ 0¢ va xavw ToVv ®aEo %L AYVWoTo VO JE JIfTE,

va AEyw xelvo ' Ehot oag pg THv ®apdid Dwosite.

In general, the lovers’ experience, especially the bodily aspect of
erotic torment is not exposed through lyrical monologue or dia-
logue (as mentioned above). On the contrary, the narrator invites
his experienced, emotionally mature readers to recreate the
feelings and words themselves, on the basis of their personal
knowledge on matters of love. When Aretousa abandons her
initial shyness and dares to express her thoughts and feelings (I
657-64), direct speech is, once more, absent:

"HoBe 10 0%6T0¢ %’ NDEE TOUE, THY HEO TWG ROTEXOL-

TGOL 0TOV TOTOV To¢ % ol dud, xaed peydhny Exou.
Tavaxvoby té mdbn g kol téteg 1) Agetodoa

T AelTepa nal omhayvind ta xelhn ton éuiodoar
floyioe %’ épavégmve tod Phrgitou, va pdon

a7 Td AN thHe wapdic mx@amx@c‘) A’ To 7AOT.
Nonteg TIOAAEC TOL TOVOUE TG 0TO :rcagaﬂv@t Ao

L OQES YENODV, DEEC AODV %L BRES CwIMOVTAS HAALOL.

The dialogue between the two young lovers is dramatized
only in the separation scene in Book IlI. As Rotokritos’s departure
is imminent, the atmosphere is dominated by anxiety and grief.

4 For more details, see Tina Lendari, “O ’EQwrongwg nal 1) ENAvid)
61]m06ng },L"U@LO’EOQLOL tod Meoaiwva: 6 Ayog tiig mbupiag ol 1
dmovota Tov”, in: Stefanos Kaklamanis (ed.), Zntjuara somriajs
oToY ngtoxgno {(Heraklion: Vikelaia Vivliothiki 2006), pp. 51-8.
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His words are full of resentment, sadness and despair, leading him
to cruelly doubt Aretousa’s love and devotion; adding insult to
injury, he asks her to remember him when she becomes another
man’s bride. In this very section he alludes to bodily desire and
sexual contact (III 1377-80):

PQT. Kt §vte ¢ dydomn aMAoD yapmpod 0ic ddhong Tiv £E4 gov
1Ol VOIroRDENG va yeVT aTd ®GAAT TA dind oov,
Ovte [E omhayvog o P val ¢ meQihapmdvn,
Bupfoov £vog 6mov yud o8 RGN0 V' droBdvy.

Aretousa’s indignant response is a remarkable composition,
combining strong rhetorical features and a sophisticated array of
imagery and metaphors.’> Her verbal and emotional eruption illus-
trates her anguish, simultaneously marking a clear indication of
her malady, the disease of love; the aggravation of her symptoms
is due to Erotokritos’s unjust accusations which lead her to
exclaim in a famous (and, according to some, daringly sensuous)
line: vyt oévav éyevvhBnxe otov xdopo o nopul pov (I 1400).
This bold allusion to her body is a sign of her sensuality, which
surfaces as a result of the excruciating situation she finds herself
in (I1T 1407-10):

Agv Humoesel o 1) Agety) étodto v’ dmopévn
%L YROUOEUEVY eVOloNETOL 1oL EETEQLOQLOUEVT]
ol AEyeL Tov va un) (AR, mhdtega pny foagaivn
wad Aafopévn 107 pmTidg, ToD TOB0U AEEWOTIUEVY:

After the conclusion of this scene with the exchange of rings and
vows, and before Erotokritos is separated from his beloved, one
would expect to find the very words of love exchanged by the
lovers at this critical stage. Instead, the narrator intervenes once
more, appealing to those educated in love, to attempt a re-
construction of their words (111 1499-1510):

5> See David Ricks, “The style of Erotékritos”, Cretan Studies 1 (1988)
250-1; Lendari, “O Egpwtdxgirog »od 1 EAAvind) dnuddng pudioto-
ola”, pp. 63-5.
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‘Omotog dovhelyer Tof) GLMGS % Exel vomud peydho,
ag 1O hoyuaon tvrd "heyev O Evag pg tov diro-
0c T0 AoyLoon %t O¢ TO &1 %L Qo dtwoD Tov 8¢ ®elvy
(vt dmoyougetiopaTa oo Ty Heo xeivn
% ivra waknvortiopota mouwid, Gogpoaxeptva,
Aéywo pe Aovyrovriopata xai dérpuo Cupmpévar
OwELES P& TG  AVALOTEVOLOVS KOl TOT ®AILAE TEOUGOES
HOL CULVLOVOVIQAVIOPOTO HL AYATNG ALY HAQEC.
Mg dvoug T¢ novaxLe Tog, P dangua O,tL Aodol,
ov &vte ol pdveg Ta iodLdt vergd Aoy aeTtoDat.
“Qg v avyn Euloboave, Hg Ty alyly éxkalya
L DG TV o0yn Td 130N Twg nol TOVOUS TG EAEYA.

This practice of controlling amorous discourse and avoiding
the recording of love lyrics results in a moderation of the sensual
element. This practice may well be connected with the absence of
a full description of the heroine, a fairly standard topos of the
romance genre. Even though Kornaros composes the finest
psychological depiction and praise of Aretousa’s noble character
and warm feelings, he consistently prevents his character from
becoming fully “visible” to the reader. The readers are informed
that Aretousa is exceptionally beautiful and gracious from the
beginning of the work, but only a few of her features are
mentioned. Several components of her physical appearance are
integrated in various comments relating to action, which are
scattered throughout the text (e.g. I 125-8).% The synthesis of these
elements results in a partial portrait: a lovely body, red lips, white
hands and blonde hair. Aretousa’s marble-white hands are men-
tioned in three instances (the most commonly mentioned of her
bodily features), while there is also a passage exclusively dealing
with her hair. As has repeatedly been pointed out, the colour of
her eyes is not revealed. Except for the description of her beautiful
hair, which shall be discussed below, all these passages are placed
in the first three books of the romance (those dealing with the first

6 For the specific details of physical appearance, the presentation and
distribution in the text see Michalis Lasithiotakis, “Ol mepiypadég otov
Eowtdxoiro: apnynuotohoywmt] »ol ddohoywnd] moootyylon”, in:
Kaklamanis (ed.), Zntrjuata momzixc, pp. 83-102.
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stage of the young couple’s love, the stage of ardent, youthful
passion).”

The absence of a structured and concrete ekphrasis (i.e. an
external description or portrait) of Kornaros’s young heroine, has
by now received ample attention and discussion.® Massimo Peri
suggests that Kornaros does not care to employ either the brief or
the long type of traditional ekphrasis, while Giorgos Kallinis
believes that Kornaros is not ignorant of this type of rhetorical
device but, instead, makes a deliberate choice in ignoring it. His
analysis concludes thus (my translation):

The brief or extensive portraits of women in Medieval and
Renaissance romance, as well as the fragmentary presentation
of feminine beauty in lyrical poetry [Kallinis refers here mainly
to the models of Petrarchan poetry], belong to a common fopos,
the locus of female beauty, as seen by the male gaze and
intended for the male gaze. The idealization of women through
portraiture is part of the process of dehumanization. Theorists
attribute this attitude to the male fear of the female body, which
conceals the desire for unbridled sexuality. If this is true, then
by abandoning the Medieval and Renaissance models, the
narrator in Erofokritos intends to create a different type of
heroine, who is no longer passive, who is not simply the
projection of male desire and male dominance on the female
body. So, he creates the portrait of Areti (Virtue).

7 The passages relating to Aretousa’s appearance in Book V do not
praise her beauty, but rather describe its withering (vv. 319-20), her
miserable and tearful aspect (vv. 963-70, 1071-4), and the restoration of
her loveliness after Erotokritos reveals his own true form (vv. 111624).

8 See Peri, Tov wobov appwotyuévog, pp. 110-11; Giorgos Kallinis, “To
«no@rgeto» g Agamg Amd TG «TQOOWIOYQAPIES» wgaw)v
Yuvar®v g pecoLwvindg xal Gvayevvnolaxdls podiotopiog oty
amovoio tod yuvvawelov odparog otov Epwtdxgito tol B.
Kogvépov”, in: Kaklamanis (ed.), 777tnyara somTins, pp. 119- 29
Lasxthnotakxs “Oi Jtegwgaq)eg oTOv Egcm:oxgwo” ibid., pp- 93-6
Vlcky Panayotopoulou “TO wpaio otov EQ(U"L’O%QLTO oi owaysw—
OLanEG aw@mmeg avuipeg otov Kopvdpo”, ibid., pp. 83-102;
Tina Lendari, “O Egwtdxpirog nol f) EAAyvixg) ﬁmm)&]g ;,w()wtogt(x
100 Mwamwa” ibid., pp. 65-7.
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While I am happy to agree with many of the observations made by
Kallinis, as well as some of the theoretical tenets put forward, it
cannot be readily accepted that the narrator (in this case one
should rather speak of the author) intends to liberate the female
body and the female image from the dominance of the male gaze
and male desire. By general consensus, Kornaros is most probably
familiar with and subscribes to the Renaissance artistic claim that
true beauty is beyond depiction (as Kallinis himself acknow-
ledges). Besides, the notion of beauty must be seen in close con-
nection with the Neoplatonic view of the ennobling potential of
women; nonetheless, this should not be seen as the basis on which
the author aims to negotiate or explore a more radical approach to
gender roles. In any case, the adoption of such a drastic ideo-
logical position would entail a more complex treatment of gender
roles — which, nonetheless, remain quite traditional, if not de-
cidedly stereotypical in Erotokritos.

Therefore Kornaros is not necessarily trying to liberate his
heroine from the male gaze; while possibly paying tribute to a
literary, aesthetic and philosophical ideal, he imposes a sense of
decorum in order to shield his noble, virtuous and pure female
character, preventing the reader from perceiving her as a sensual
object of desire (whether passive or not).” When he does refer to
Aretousa’s appearance, the imagery is in most cases subtly
mingled with action or the expression of feeling, aiming to create
a particular effect (as will be discussed below).!0 Vicky Panayoto-
poulou has also commented on the depiction of her beauty, also
stressing that the overall impression created in the text underlines
her modesty.!!

9 See Lendari, “O Epwréxpwroc noi 1 éMAnvin) dnuddng pubi-
otopia”, pp. 65-7.

10 See also Tina Lendari, “Td BéAn 1o Eowta %ol o pdtio Thg
Apethic: 16 decorum tod PAéppoatog otov Egwrdxpito™, in: Tasoula
M. Markomichelaki (ed.), O Kdauog tov Epwtoxprrov kar o Epwtdxpitog
otov Kk6opo. Ipoxtika Aigbvoig Xvvedpiov (Znreia, 31/7-2/8/2009)
(Heraklion: Dimos Siteias 2012), pp- 89-103.

T panayotopoulou, “To weaio otov Egwtdxoiro”, p. 106.
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It is fairly easy to see that the control of desire and sexuality is
achieved through the application of subtle poetic devices; among
which an alternative treatment of the standard fopos of the hero-
ine’s portrayal which aims at promoting the idea of Aretousa’s
ideal beauty combined with virtue. At the same time, should one
seek to juxtapose the description of Erotokritos’s beauty to that of
Aretousa, the comparison reveals that the relevant passages are
not extensive, although in effect the emerging portrait of the
former is much fuller.!? After all, he is presented in all his
splendour during the joust in Book II (especially as the reader is
invited to observe him not only as a neutral onlooker, but also
through Aretousa’s loving eyes). In contrast to Erotokritos who
receives public admiration for his appearance as well as his deeds,
Aretousa remains both visible and invisible throughout the
work.!3 She can see and observe, but cannot entirely be visualized
by the reader, tending to become an ideal, almost abstract form.!4

Relevant to the question of Aretousa’s visualisation through
description and the connection of beauty and sexuality is the
function of vision and ocular exchange, which can further illumin-
ate the treatment of beauty and desire in the romance. Aretousa’s
eyes may not be used as weapons aimed at the lover; however, she
does communicate her feelings through her glances, demon-
strating grief, sympathy, virginal modesty, prudence, wisdom (all
telling signs of her impeccable virtue). When the lovers look into
cach other’s eyes, flaming passion is never described as the

12 See Lasithiotakis, “Oi mepryoadpic otov Epwtdxoiro”, p. 87 and n.
15, and Panayotopoulou, “To ®aio atov Eowtdreito”, pp. 111-12.

13 The “invisibility” of Aretousa is pointed out by Panayotopoulou, “Td
weaio o1ov 'Egwtdngrto”, p. 108, who also notes that the heroine is
not presented as an enchantress (see below, p.102). Furthermore, she
correctly remarks that, as the princess avoids exchanging glances with
the warriors at the joust, all these young men are not impressed by her
beauty: “as they have no opportunity to look into her eyes, Aretousa
remains almost invisible” (my translation). In my previous publication,
“To Pén tob fowta”, due to an editing oversight, I failed to
acknowledge Panayotopoulou’s contribution on the subject.

14 In the sense that Kornaros is creating an abstraction out of Aretousa, 1
would agree with Kallinis.
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dominant feeling. Actually, Aretousa and Erotokritos only ex-
change furtive glances and the heroine’s gaze is always modest
and tender; for example (I 2153-68):

TTO1. 'ExgovpoavovipaviCaol «’ téxgovpoovvingodoo:
vEMO 8¢ delyver 6 yeig T dhAoD unde motd fuhodoa
£d¢tol Emépvay O noupds: Ta patie fioove povo,
7oV £€uohoyodoay tof) ®oQdLag Td G0N nol 1OV TOVOo.
To dvéPheppo ths  Agetiig elvon oto vai » gig T Syv-
ug hedveym to naoPovvov eig Tv dBdhy o yeu
8¢ 08 va delEn o ebhnoha 6 600G TV OpiLel
péco eiye PEAON ®ol nomuo, nt &t SEw d&v namvitet.
Kai i’ Lo mol 6 Potdngurog £yvihoile #' £0moet
TIOG CTAUYVIRA OUYVIOL GUYVLE Avaviooavilel ) xdem,
noté Tov d&v dmoxotd Aoyo va TG Af o,
yiotl 10ehe sd davepd v ®dgn va yvweion.
Ki 8ha T dvavrpaviopota mol 'di1de 1) 'Agetotoa,
1] TéEN % ) YAurOTHTO TAVTQ TO OVYREQVODOQ
AL OYLAL TUUN KL OYLOL EDYEVELD HL OYLAL PEYORAOTTVY|
v T yvopion EToL nohd axdun d&v ddhvel.

It is important to emphasize that Aretousa’s sense of decorum is
closely connected with, or rather dictated by, her sense of pride
and nobility (x1 Oy1& Tuud) % Oy gbyeverd wL Oyt peyohooiv, v.
2167).

Finally, with regard to the eroticism conveyed through visual
contact, one should recall that the couple’s secret meetings take
place at night, in a setting that precludes the description of eyes
and gazing. Moreover, the idea of mental ot6onon as a superior
version of beholding the image of the beloved holds a central
position in this relationship; the protagonists suffer in order to
conquer true affection. Visual experience is the trigger of love but
cannot reproduce frue beauty as well the eyes of the soul. As
Aretousa herself declares, the eyes can see only the surface of
forms, not their true essence. She is able to capture the true
portrait (ot6pmnomn) of her beloved in her mind — a proof of her
immaculate love and a portrait far superior to that of any
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professional painter, as she proudly owns (II1 1422-40).!5 By the
same principle, the true form of Aretousa’s beauty is intended to
be captured in a similar way.

Moving on to other features of the text which are character-
istically connected with the treatment of beauty and desire, one
should mention the transformation or avoidance of specific
imagery pertaining to the engendering of passion. To be more
specific, since Antiquity and throughout the Middle Ages and the
Renaissance, falling in love has often been depicted through the
imagery of arrows piercing the lover’s heart or eyes. The image of
Eros/Cupid the archer is certainly known to Kornaros, who
employs it frequently.'® The characters often describe Eros in
their speeches (e.g. Erotokritos comments: IToAld peydinv
apevtid, morha peydin xdon / éxer v OMOYOVUVO TSl OV TalleL
T0 d0EGoL, 1 274-5). The archer image appears more often in the
speeches of Aretousa — mostly with reference to Erotokritos, for
instance:

11667-70
APE."Epwtog otérel dvadia pov % ddima Tuoavva pe,
W Gopata dofeilet pe nol pe Gt HEVIG ug:
g 10 Eupdiol pod wkel, pg T ooita Méyet,
1O 8in10 Tou P dvahapsm) xol prdya td yugedyer

N1315-18
APE. K’ ¢y®h, ®oohvn, g pmog®d xal AEg Lov mag xepdaive
va JoAep|0w EToL YOUUVY EVOY AQUOTOHEVO,
Omov Paotd oTd YEQLa TOV oalteg nal SoEHQL,
vird oL TOV AVIITOQO OV ®al TO TAAAN®RAQL;

15 See Ricks, “The style of Erotdkritos”, pp. 251-3; Michalis
Lasithiotakis, “O Epwtéxpttoc nol t0 itolxd «trattati d’amore»”,
Maovratopipog 39-40 (1995) 5-39 (specifically, pp. 15-17).

16 On the variety of forms in which Love/Cupid is depicted, see David
Holton, Erotokritos (Bristol: Bristol Classical Press 1991), p. 81, and
“Romance”, in: idem (ed.), Literature and Society in Renaissance Crete
(Cambridge: Cambridge University Press 1991), p. 234.
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However, it is worth mentioning that the imagery of the Eros
as archer and/or his arrows is not associated with Aretousa’s eyes.
Erotokritos falls in love with the princess of Athens because of her
beauty, but not as a result of her captivating gaze. Aretousa, as has
been repeatedly pointed out, falls in love with him by listening to
his songs. The heroine is not portrayed as actively inciting
Erotokritos’s passion; direct and intense ocular exchange is not
used as the focal point of the innamoramento.l”

It is also worth pointing out that direct eye contact, as a start-
ing point and an integral part of the inamorammento, is a central
theme in one of Polydoros’s exhorting speeches to Erotokritos (I
111-52).18 In his attempt to discourage Erotokritos from any
expectation of reciprocated affection, he stresses the point that the
princess would never condescend to cast an eye on Erotokritos,
much less to return his gaze. He insists that ardent or playful looks
are a clear sign of requited love. However, when visual contact
becomes a means of communication between Erotokritos and
Aretousa, their gaze is not described as conquering, mischievous,
or lustful. Aretousa’s modest look is also directly linked to her
prudence and nobility.!?

Polydoros’s theory on love born through the exchange of
glances seems to be more appropriate for people who have ways
of life permitting them to experience direct visual contact. Free-
dom of movement and access to open spaces, enables one to see
others and be seen (of course, Aretousa, as a princess, is seldom
exposed to the looks of commoners). The element of exposure to

17 For the treatment of visual exchange in Erotokritos see Michel
Lassithiotakis, “Traitement de ‘la scene de premiére vue’ dans
Erotokritos”, Revue des Etudes Neo-helleniques 1 (1992) 53-76, who
offers a different, but nevertheless illuminating, perspective on the sub-
ject. On the importance and uses of the erotic gaze see Lasithiotakis, “O
Epwtdxpitog ol v ttolxd trattati d’amore”, pp. 9-15 and idem,
“TleTpapyna potifa otov Eowtdroito”, Onoavpiouara 26 (1996)
146-8 (with ample bibliography).

18 1t must be pointed out that Polydoros is also alluding to the long
literary tradition of this topos.

19 See also Lasithiotakis, “O Epwtdxpitoc %ol Td itoAxd «trattati
d’amore»”, pp. 9 and 14.
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common view, and the ability to have unimpeded visual encounter
is a key element of erotic submission. Interestingly enough, many
elements of Polydoros’s theory relate to an altogether different
couple and a contrasting love story. It is perhaps not coincidental
that the specific imagery of a woman’s eyes functioning as
weapons is used for the wife of the Cretan warrior Charidimos.

Charidimos falls in love at first sight when he beholds the girl
sitting at the window. Her beauty is described in a structured and
very compact description which emphasizes the power of her blue
eyes (II 607-14). The anonymous young woman embroidering at
the window (which provides an imaginary portrait frame for the
presentation of her lovely face),20 exposes her beauty to passers-
by, and thus suffers herself to be desired; it is not disclosed
whether she blushes so to be admired — to attempt an awkward
paraphrase of a line from Edmund Waller. The girl possesses
irresistible charms — even though she may not be aware of the fact
that her eyes function as deadly weapons (the narrative is tacit on
this point). Her eroticism is manifested through the powerful
image of the darts shooting from her eyes (ki tod €daviotn mg
Thve 81 ®ol oditid Tod ddra / % elxe TOV m6O0 0To YwVi, TOV EowTa
omv xéua, 11 613-14). The feature of the female gaze, combined
with the arrow imagery, suggests yet another perspective from
which the story of the Cretan can be seen as a counterpart to the
story of Erotokritos, illustrating the negative aspects of a passion-
ate relationship and how “love at first sight can end tragically”, to
borrow David Holton’s wording.2! The antithesis between the two
stories is highlighted even more acutely through the use of the
specific fopos. The general ethos of each relationship (combined
with the particular imagery) implies a prescribed course towards
happiness or catastrophe.

In general, desire seems to be given a rather free rein in the
Cretan’s relationship. This love affair is based on passion created
at first sight, does not meet any difficulties, is not subject to social

20 The contrast to the dark, barred window through which Erotokritos’s
meetings with Aretousa take place is pronounced.
21 See Holton, Erotokritos, pp. 24-7.
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control or criticism (even though the narrator discreetly hints at
Charidimos’s lack of parental support or of proper guidance in his
choice).?2 The couple are free to enjoy their love in an idyllic
atmosphere, away from the restrictions and conventions of organ-
ized society. Matrimony seems to be the gateway to the fulfilment
of passion. After his marriage, the Cretan king retreats to the
valleys of Mount Ida, away from his seat and from society.
Elements such as the condensed but sensual description of the girl
with the arrow-shooting eyes, the subsequent depiction of the
idealized bucolic setting, and the care-free life that the couple
enjoys there (clearly, a utopia), suggest a much more liberal atti-
tude towards love and marriage. Initially the story seems to
promote the idea of marital union as a free personal choice, dict-
ated mainly — or even solely — by desire. At the same time, the
idyllic backdrop suggests the absence of rigid social control on
desire and eroticism; the superficially “perfect” and uninhibited
relationship proves to be fragile, leading to a sad end; in allowing
envy and suspicion to take root, the bond between Charidimos and
the girl is presented as unable to withstand trial. Nevertheless, the
narrative seems to have provided several warning signs from its
very opening, among which the fatal erotic glance.

The idea of the fragility of a union which is founded on
impulse and desire also appears in the pastoral poem Voskopoula.
In Voskopoula the imagery of the actively erotic, potentially lethal
female gaze is subtly utilized. Even though the shepherdess
appears to be an innocent girl, she is acutely aware of the power
of her playful glance, which inflicts mortal wounds. The shepherd
falls victim to the arrow-shooting Cupids in the girl’s eyes (vv.
17-32):

Zroépopat xai Bwed T pEG 0TA pATLOL
%’ Eeodyny T xaEdLd pov Tela xopudtia,
yiati EgwTeg elxav » £80Eedya,

no Vo pé oaitépouy Eyvpedya.

22 See 11 617-20.
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There are several common elements between the Cretan’s story
and the pastoral poem.23 In Voskopoula desire is directly fulfilled,
the girl — despite some manifestations of modesty — plays an
active role and shows no resistance to the shepherd’s advances (it
is true that the couple take symbolic vows but both of them,
especially the girl, are anxious to take advantage of the absence of
parental control). The couple engage in passionate embraces soon
after their first encounter in an idyllic landscape. In Voskopoula,
as in the Charidimos story, the relationship which begins as an
ardent passion, proves unable to survive the challenge of separ-
ation and the accidents of fortune. The sad conclusion thus seems
unavoidable.

With this in mind, one can revisit the theme of the arrows of
love in Erotokritos, whose heroine is anything but an enchantress
with arrow-shooting eyes. There is a single instance in which the
arrow imagery is employed with reference to Aretousa — albeit
significantly modified. The wounding power of the love arrows is
transposed from the eyes to the hair. Used in the scene where
Iraklis cuts his daughter’s golden tresses and throws her to prison,

23 On the similarities between the two texts, especially the loveat-first-
sight theme, see David Holton, “Egwtdxgitoc nai Booxomovla: pia
ouyxoLTikh avalvon”, in: Kaklamanis (ed.), Znrjuato momtiiig, pp.
273-90.
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this description constitutes one of the most extensive passages
relating to Aretousa’s appearance (1V 467-76):
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Kornaros devises an original, as well as powerful, transformation
of the familiar image. By removing the traditional association of
the arrows of love from the eyes to the hair, he emphasizes both
the potency of the girl’s beauty and the father’s attempt to dimin-
ish or destroy it. In a demonstration of anger and cruelty most
unexpected of a wise ruler and an affectionate father, Iraklis
makes a demonstration of royal and paternal authority. He is
motivated by pride and principle (as much as by resentment), and
confirms his royal and parental authority by physically humiliat-
ing and disgracing his daughter. At the same time, his act is but a
violent attempt to deprive Aretousa of her sexuality; symbolically,
it refers to the shearing of nuns’ hair, the ritual through which a
woman forsakes feminine identity in order to enter the cloister. By
refusing to accept her father’s choice of a husband, Aretousa
enters an alternative (albeit degrading) version of cloistered life:
incarceration — a condition of bodily and emotional confinement
which is simultaneously deliberate and enforced. The sense of
irony created in this instance by the attack on beauty is indeed
acute and the arrow imagery is one of the components effectively
used to this end.2*

24 In general the visual element in Erotokritos deserves a much fuller
treatment; among other aspects, the theme of blindness is particularly
interesting.
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In connection with all the above, one should not fail to take
into account the lyrical idiom of the work, especially the vocabu-
lary of love and the variety of its uses. Michel Lassithiotakis has
made a thought-provoking contribution to the subject,2> attempt-
ing an examination of the terminology of love, passion and
nobility in Erotokritos. Guided by his approach, which has shed
light on the system of values embedded in the work, one might
further observe that the vocabulary of love and desire #pwrac,
ayamn, ¢ua, mobog, gomuid, is used mainly in the first three
Books, which cover the ardent, youthful stage of the attachment
(as mentioned before). Throughout the work, the noun Zpwrocg is
clustered with @1A14 and 1660c¢ (as in the Prologue), and the most
commonly associated substantives denoting desire are wé6o¢ and
¢owtid (which actually form the most frequent combination).26
All the references to gpmtid (the strongest synonym of desire)
appear in the first three books, while the words mo0®, m60og are
rarely used in Books IV and V, usually in a more neutral sense
(the commonest meanings being the simple “wish”, “wish for”).
After the departure of Erotokritos from Athens and Aretousa’s
imprisonment, the only strongly charged use of nd6oc is found in
Book I'V when the imprisoned Aretousa reflects on the happy fate
of poor people who are free to enjoy their love. However, the
contemplation of erotic bliss and the dream of happiness are
drastically conditioned by the atmosphere of incarceration and by
her own despair. This seems to be the last spark of bodily desire
as a major driving force in the romance (IV 725-8):27

25 Michel Lassithiotakis, “«To’ ebyeveidc té ddoom: passion, vertu et
noblesse dans Erotocritos”, in: Bernard Pouderon — Cécile Bost
Pouderon (eds.), Passions, vertus et vices dans [’ancien roman. Actes du
colloque de Tours, 19-21 octobre 2006, organisé par ['Université
Frangois-Rabelais de Tours et I’'UMR 5189, Histoire et Sources des
Mondes Antiques (Lyon: Presses de la Maison de I’Orient et de la
Méditerranée 2009), pp. 223-39, reprinted in: Michel Lassithiotakis,
Littérature et Culture de la Créte Vénitienne (Paris — Athens: Daedalus
2010), pp. 420-40.

26 | assithiotakis, “«To” edyeveldc Té ddoax”, pp. 421-3.

27 Also, the idea of bodily pleasure marks a strong contrast with the
girl’s bodily suffering in prison.
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When the word n68og reappears in Book V, it is qualified by the
adjective éumotindg (TOv mOBov TOV Epmotindv 670U tod faota 1)
#00m, v. 302),28 and therefore its meaning is crucially modified,
becoming a synonym for the emblematic pmotuy Pprhd/dydmy,
which forms the dominant notion of love in the whole work.

As the outcome of the plot — in combination with the pro-
jected system of ruling values — confirms, passion, bodily desire
and eroticism are moderated and eventually controlled by the
virtues of devotion, constancy, perseverance, temperance and
chastity —which are fundamental for the final triumph of love.??
Kornaros’s technique is crucial in projecting this complex system
without pedantry or insipid didacticism. After the highly charged
encounter in Book III, the love of Erotokritos and Aretousa
acquires a different dimension and passes on to a higher sphere in
order to reach the state of ideal love and true affection.

Among the virtues or qualities celebrated in the work, there is
one that has not been brought fully into the discussion: nobility.3?
Aretousa’s qualities, natural or inherited, combined together,
represent the consummate ideal of feminine nobility, which will
be complemented by the manly and social virtues Erotokritos
represents after he returns as a triumphant warrior. Up to Book I1I,
Erotokritos presumed to become Aretousa’s husband by his
beauty, courteousness, scholarship, poetry, music, horsemanship,
and, of course, his passion. All these endowments, as well as his

28 See also V 661, where the meaning is “longing”, “passion”, without
sensual/sexual overtones. Erotokritos spends sleepless mghts in his exile:
n O Aoylopog Tiig Agsmg okwov Ogv adfver / va nouymOel, yiatl
AYQUIVA O TG Aydsmg to rapive (1V 1009-10).

29 On strength/fortitude and courage (Erotokritos’s attributes), which are
also decisive to the final outcome, see Lassithiotakis, “«To” gbygveldg
0 dOQa»”, pp. 429-35.

30 Lassithiotakis, “«To” elryeveldg T Sdoon”, pp. 432-7.
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love, will have to be tested on a larger scale, and in the end they
have to meet with the king’s recognition. Having matured in
courage/strength and wisdom, the triumphant warrior is praised by
the king: Agv givow pfiyog oty Epag, po 1) x4 Tov eival Toom / o
ofyo Tdve vpdlovot o dtvaun xal yvoor (V 1423-4). These are
precisely the qualities that were not fully developed when he was
exiled from Athens.3!

Iraklis’s authority is never doubted by the saviour of his king-
dom, even though Erotokritos has finally gained the higher moral
ground by proving himself a valiant warrior, and a true champion
of both Athens and Aretousa. Indeed, it is only after receiving
final approval from the king, that Erotokritos can enjoy the
pleasures of marriage and, subsequently, kingship. Therefore,
recognition of nobility is the ultimate stage towards achieving
fulfilment in love.

After the marriage has taken place, for the first time the
narrator offers playful and genial commentary, though discreetly
limiting himself to decorous suggestion; his remarks on matri-
monial love come as a reward both for the protagonists and for the
readers, after the firm control on sensuality that has been
exercised as the story evolved. The allusion to the protagonists’
trials is a proper justification for allowing just the slightest
glimpse into the bedchamber. At the same time the narrator
appeals to the readers’ response to the events previously narrated
(and indirectly to their appreciative reception of the literary con-
struct) as well as their personal experience in order to reconstruct
the scene (V 1495-1502):

% GEYE “petve T AvrgoYuvo otV ®GuEpaY Exelve)

o0 ‘tov Gy % SumAR0oL 6 ToT Gydomg Ty 080w,
Zfpepov g Aoyidoovoty doot xi Gv €xov yvion

gnelvo moU EYEVIRAOLY BOTE VA ENpeodon).

31 Of course, yvidoon would also suggest that he has also matured
emotionally. For the development of characters following the organ-
ization of the plot, see David Holton, “Ildg opyavovetar o
Epwtoxpitog”, Cretan Studies 1 (1988) 157-67, and idem, Erotokritos,
pp. 17-19.
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At the point where the narrative draws to a close, the ideals
endorsed are those of marital bliss, harmony and, above all, social
order, rather than social elevation or sexual gratification.3? After
the marriage has taken place, the narrative swiftly leads the
readers away from any thoughts of sexual love to the couple’s
subsequent royal and family duties, informing them that Eroto-
kritos and Aretousa lived on to a happy old age and that Aretousa
became a mother and a grandmother (péva xai xepd Aoké, V
1516). As the story concludes with a leap forward in time, she is
no longer presented as a beautiful, desirable maiden, but as a fully
developed woman, entrenched in her traditional gender role. She
has emerged a much stronger, loving woman, a worthy queen, the
true personification of virtue and nobility.

The brief examination of the depiction of beauty and desire in
Erorokritos attempted here may further help the appreciation of its
complexity and sophistication. Instead of a conclusion, I should
like to present some suggestions for further thought: Erotokritos
and Aretousa eventually emerge as a couple whose adventures and
marriage are a dynamic illustration of strength, wisdom, beauty,
nobility and chastity. Their adventure seems to be an in-depth
narrative realisation of the potential, the interaction and the
combination of these virtues, as the irrational powers of desire and
fortune come into play. It is perhaps not fortuitous that these
virtues are symbolized by the royal couple of Athens, Iraklis and
Artemi (Hercules and Diana),33 who were introduced at the begin-

32 See also Giorgos Kallinis, “Ti sivor o Epotdxpiroc 1| mdg tOVv
Swapalovpe. To yévog kot o €idog”, in: Markomichelaki (ed.), O xdouoc
o0 Epwtoxpiton, pp. 43-61 (p. 60).

33 Lack of space prevents me from going into detail about the symbolism
of Hercules and Diana, which [ hope to treat in another paper. It is quite
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ning of the romance.?* Love/desire (that will have to run its course
to maturity) and fortune combine in order to turn around the
abstract wheel, an emblem not only of time and change, but also
of fictional narrative itself.

likely that the specific names were not randomly chosen as they carry
significant symbolic and allegorical weight that should not be ignored.
For the reception of the Hercules figure in European literature, see Karl
G. Galinsky, The Herakles Theme. The Adaptations of the Hero in
Literature from Homer to the Twentieth Century (Oxford: Basil
Blackwell 1972) and more recently, Karl Galinsky, “Hercules”, in:
Anthony Grafton — Glenn W. Most — Salvattore Settis (eds.), The
Classical Tradition (Cambridge, Ma. — London: The Belknap Press of
Harvard University Press 2010), pp. 426-9. However, D. Holton’s
suggestion that the name Iraklis alludes to Heraclius is a possibility that
should be borne in mind. See David Holton, “«Hpdxin tov eréyaowr: O
Baotdg g ABfvag otov Epwtdkpito”, Cretan Studies 3 (1992) 113-29
(where the reader will also find references to previous literature).

34 perhaps enriched with some of the affectionate, more human, qualities
of Erotokritos’s own parents.



