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The past few years have seen important new publications on early modern Greek 
drama.  Particularly useful for English-speakers is the monumental bilingual volume of 
works by or attributed to the Cretan playwright Georgios (Tzortzis) Chortatsis, the “fa-
ther of modern Greek theater,” edited and translated by Rosemary Bancroft-Marcus.1  
A contemporary of Shakespeare, Chortatsis created one of the great classics and best-
sellers of early modern Greek drama, the verse tragedy Erwfivlh (Erofili), as well as the 
pastoral comedy Panwvria (Panoria) and the urban comedy Katzouvrmpoı (Katzourbos) 
or Katzavrapoı (Katzarapos).2  He also wrote a number of brief interludes, designed to 
be performed between the acts of the plays; these include four attached to Erofili, 
based on Tasso’s Gerusalemme liberata, and others which Bancroft-Marcus has shown 
to be based on Anguillara’s Italian translation of Ovid’s Metamorphoses.  In addition, 
the bilingual edition includes a second urban comedy, Stavqhı (Stathis), which is often 
attributed to Chortatsis—although no detailed scholarly discussion of the attribution 
has yet been published—as well as further interludes, possibly not by Chortatsis, but 
associated in manuscripts with his plays.  This is the first collected publication of 
Chortatsis’s works. 
 Bancroft-Marcus’s Greek texts are actually new critical editions, although the 
apparatus criticus and associated discussion are not included in this volume, but will be 
published in a second volume, together with introductions and commentaries.  The 
texts are aimed at preserving or reconstituting the works’ original Cretan dialect form, 
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which is preserved in two early manuscripts of Erofili and in the 1676 printed edition 
of that play, and also in a seventeenth-century manuscript of Panoria; other manu-
scripts, copied in the Ionian Islands, tend to replace Cretan with local dialect forms. 
 The parallel English translations are in iambic verse, with lines alternating 
between ten and eleven syllables.  This formal structure functions as an equivalent to 
the rhyming couplets of the traditional fifteen-syllable verse, in which almost the whole 
of Chortatsis’s texts are written.  As a sample, here are the first lines of the Prologue to 
Panoria, spoken by the god Apollo: 
 

How deep a love I bear you, honoured dames, 
And you, my gentle maidens, fair of feature, 
For your great beauty and delightful charms, 
Each of you can perceive today, on seeing 
How I’ve conveyed you here, without fatigue, 
To witness such a splendid entertainment: 
A miracle which dwellers on this Earth 
Do not possess the power to accomplish! 

 
In the original, as edited by Bancroft-Marcus, these lines read as follows: 
 

Povshn agavph saı bastwv, gunaivkeı timhmevneı 

kai korasevı-mou eugenikevı ki ovmorfokamwmevneı, 
gia tsi pollevı-saı cavriteı kai tav Δmorfav-saı kavllh, 
mporeiv sto nou-tzh pasamiav shvmero na to bavlei, 
qwrwvntaı pwı saı evfera xefavntwshn etovsh 

na Δrqeivte epav na pavrete, me divcwı skiavı na gnwvsei 

kovpo kiamiav apo lovgou-saı—cavrh apouv de mporouvsi 

na kavmou ekeivnoi apou stsh Ghı ta mevrh katoikouvsi! 

 
Needless to say, to have kept up this strict form for over five thousand couplets of close 
translation is a remarkable tour de force. 
 The volume’s brief but informative Preface provides basic information to help 
the reader relate to the texts.  This works well for the tragedy Erofili, with its universal 
themes of love and revenge, set in a mythical, non-specific Egyptian antiquity.  Very ac-
cessible, too, is the pastoral comedy Panoria, set on the Cretan Mount Psiloritis, again 
in a generalized antiquity, featuring a temple of Aphrodite, where the goddess herself 
and her son Eros make an appearance.  Features reflecting contemporary Cretan pas-
toral life should not cause problems for an initial reading.  The urban comedies also 
present much that will be familiar to anyone with a knowledge of Italian Renaissance 
theater, or early Shakespeare, or even Molière.  Stock characters, such as the young 
lovers thwarted by a rich, elderly rival, the braggart captain, and the pedantic school-
master, are all old friends.  However, the comedies also contain many allusions to con-
temporary Cretan life, an understanding of which will enrich the reading experience; 
for this and many other reasons, the second volume of Bancroft-Marcus’s work is ea-
gerly awaited.  Meanwhile, readers with Greek can consult Gogo Varzelioti’s book, dis-
cussed below. 
 With Stathis, however, there are further difficulties.  The single surviving 
manuscript is a three-act reduction of a five-act play, and the Heptanesian redactor 
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removed many passages essential to a direct understanding of the plot.  Bancroft-
Marcus gives a very brief outline of this in her Preface (ix); those interested can consult 
the fuller reconstructed summary in Literature and Society in Venetian Crete (see note 
1 above). 
 In Bancroft-Marcus’s bilingual edition, the interludes are placed all together 
at the end, beginning with the four based on Gerusalemme liberata, which form a clear 
sequence and were intended to accompany Erofili.  Although indicating them as 
anonymous in the section heading (516-17), it is clear from the Preface (ix) that the 
editor agrees with most, if not all, other specialists, that these and most of the remain-
ing interludes are the work of Chortatsis. 
 The second volume will presumably include detailed discussion of the attribu-
tion to Chortatsis of Stathis and the interludes, as well as other issues such as Bancroft-
Marcus’s “phonotonic” accent system and the details of her editorial principles.  Also 
relegated to that volume is the problem of the playwright Chortatsis’s identity; apart 
from the internal evidence supplied by dedications and prologues to his works, and 
evidence of his reading and general culture, little is known for certain.  Attempts to 
draw information from the Venetian archives have been complicated by the fact that 
more than one literate Cretan of this name is attested in the relevant period.  Equally 
obscure is his relationship, if any, with the Italian-style academies (literary and schol-
arly societies) founded in Crete in the later sixteenth century.  Some recent studies 
have emphasized that on the available evidence these bodies showed little or no overt 
interest in Greek writing.3  Clearly, the second volume will contribute richly to infor-
mation and debate on all of these issues, which are foreshadowed briefly in the intro-
duction to the first.  For the moment, the first volume is in itself a priceless gift to all 
concerned with early modern Greek writing and comparative theater studies. 
 
 Two of the works edited and translated by Bancroft-Marcus, the comedies 
Katzarapos and Stathis, are set in contemporary Candia (modern Iraklio), the capital of 
Venetian Crete.  A third comedy, Fortounatos, by Markantonios Foskolos (1655), has 
also survived and has seen several productions on the modern Greek stage.  All three 
follow the conventions of Italian commedia erudita (literary comedy), with its stock 
characters and its stories of the rediscovery of lost children, captured long ago by cor-
sairs, leading to a happy denouement.  The comedies’ language is based closely on the 
spoken dialect of Crete, with many Italian or Venetian loan-words which reflect the 
everyday speech of the city; though here, too, an element of conventionality is added 
by the use of rhymed couplets of fifteen-syllable verse.  A reader or audience member 
may naturally wonder just how far, behind all this convention, the comedies actually 
provide a picture of life in Crete. 
 That is the question which Gogo Varzelioti sets out to answer in her mono-
graph Krhtikhv kwmwdiva kai kaqhmerinhv zwhv, adapted from her doctoral dissertation 
and based on exhaustive research in the Venetian archives.  Her book is one of the 
more recent products of the rich scholarly output of the Hellenic Institute of Byzantine 
and Post-Byzantine Studies in Venice. 
 The main part of the book is devoted to a study of the character types one by 
one—the young lovers, the servants, the bawd, the widow, the teacher, the doctor, the 
lawyer, and so on—comparing their behavior and experiences in the plays with in-
formation gleaned from the archives.  Much of this information derives from standard 
notarial documents, such as wills, contracts, and dowry agreements, from Candia and 
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its district during the relevant period.  Of special interest is the early seventeenth-
century account book of the widow Padousa Mezeri, preserved in a notary’s register 
and discovered by Varzelioti; it provides fascinating insights into Padousa’s everyday 
life, from paying for her daughter’s dancing lessons to buying foodstuffs to celebrate a 
wedding.  Varzelioti has promised a separate edition of this; meanwhile, her mono-
graph provides a valuable aid to our understanding of the works in their historical 
context. 
 From the vast resources of the Venetian archives the author describes numer-
ous parallels, both in general behaviors and in minute practical detail, between life as 
portrayed in the comedies and as witnessed in the archives.  The servants’ food-
fantasies and the shopping-list for a marriage feast in Fortounatos may not have cor-
responded to market availability in Candia at the time of writing (1655, during the 
Ottoman blockade), but they are certainly attested by independent sources as popular 
foods in ordinary times.  The gold ducat (zechin, tsikivni) paid to Dr. Louras for a 
home visit in the same comedy is attested by the archives as a standard fee.  Corsair 
activity, on which the three plots are based, was indeed rife in the area throughout the 
relevant period. 
 The firm and explicit grounding of the comedies in a contemporary Cretan 
town contrasts interestingly with some related comic traditions.  We are some way here 
from the Greek backgrounds and character names adopted by the Roman playwrights 
Plautus and Terence, or from Shakespeare’s Ephesus and Padua.  We are much closer 
to the practice of, say, Machiavelli in La Mandragola, with his stylized images of con-
temporary Florence.  But that does not mean, of course, that the three comedies can 
be taken as historical sources on the same basis as a notarized document or a Venetian 
official’s report.  Even if distorted or fraudulent, the document or report is meant to be 
understood as representing experienced “reality,” whereas the comedies, however 
closely based on contemporary life, are understood as fiction.  The playwright may in-
troduce features far removed from his audience’s experience, for the sake of the plot, 
for political expedience, or for comic effect. 
 Some of the most amusing effects are achieved through the exaggeration of 
existing traits, or assumed traits, in the stock characters.  Perhaps the most grotesque of 
these is the pedantic schoolmaster, who appears in all three plays.  His dominant trait is 
his linguistic ostentation, flaunting a trilingual macaronic mélange of Cretan dialect 
with Italian or Venetian loan-words, plus words, phrases, or whole lines in a mixture of 
Venetian, “standard” Italian, and Latin.  It leads, of course, to comic misunderstandings 
and outrageous bilingual puns.  (In her neat and amusing translations, Bancroft-Marcus 
replaces the Italian with French.)  The idea derives from Italian comedy, where ped-
ants lace their Italian with Latin phrases and tags.  But even this grotesque babble is 
not without parallels in Cretan life.  In their Greek-language documents, Cretan nota-
ries used a jargon replete with Venetian-Italian loan-words and phrases, including 
some of those flaunted by the teachers in the comedies.  A knowledge of Italian and 
Latin was essential for any young Cretan intending to study at an Italian university, as 
many did, and even for those not intending overseas study Italian was necessary for a 
career as, for example, a merchant, secretary, or notary.  And where at the end of each 
comedy the schoolmasters are asked to prepare marriage contracts, so, too, in real life 
notaries often doubled as teachers and vice versa. 
 Since characters and situations in the comedies are shown by Varzelioti to be 
so firmly grounded in everyday Cretan town life, one might ask whether there is an 
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element of social criticism in these works.  A possible case is the portrayal of the brag-
gart soldier, whose arrogance, cowardice, and incompetence would have made him 
worse than useless in war.  It is a fact that the foreign professional troops brought in for 
the defense of Crete were often found wanting, and their failings were particularly 
dangerous during the Cretan War.  The reader may also be struck by the inhumanity of 
the widow Milia in Fortounatos, and the bawd Poulisena in Katzarapos, who show a 
brutal disregard for the feelings of the young women in their household, or by the fat-
uousness of the elderly lover Armenis, also in Chortatsis’s comedy.  On the whole, 
though, social criticism, if we can call it that, in the comedies is little more than a be-
nign smile at human foibles; there is nothing comparable to Molière’s ferocious por-
trayal of Tartuffe. 
 
 The total number of Greek works surviving from the Cretan and Heptanesian 
theater of the sixteenth and seventeenth centuries is disappointingly small—eleven 
full-length works (including translations) and eighteen interludes.  Just three of the 
plays are from the Heptanese.4  (From the early eighteenth century we have the works 
of Petros Katsaitis from Kefalonia, and from around the same time a number of relig-
ious plays are now known from the Aegean islands.)5  Many of these works only sur-
vived precariously, by a lucky chance—several are preserved from oblivion by a single 
manuscript, or a sole surviving copy of the only known printed edition.  More plays 
once certainly existed, but their manuscripts were probably destroyed in the turmoil of 
the Cretan War of 1645–69 or subsequent upheavals.  But how abundant was this the-
atrical production, and what kind of works were produced?  The existing evidence is 
sparse and tantalizing—like the slightly obscure passage in the memoirs of Tzouanes 
Papadopoulos (1696), who informs us that Greek comedies were performed regularly 
in Candia “at Carnival and other times.”6 
 In the middle years of the last century, Manousos Manousakas conceived the 
theory that a lost Cretan play is the source of passages in verse, with dialogue, in ver-
sions of the folktale of The Forgotten Fiancée, known also as Fiorentinos and Dolcetta, 
recorded in many parts of the Greek world.  These passages occur predominantly in 
Cretan versions of the tale.  The lost play hypothesis was developed in a monograph 
published in 1984 by Manousakas in collaboration with Walter Puchner.7  The book 
includes a very thorough examination of the available versions of the folktale, and an 
attempt at reconstruction of the dialogues in the final section of the story which are 
conceived as deriving from the theatrical work—a total of seventy-eight rhyming 
couplets of fifteen-syllable verse.  The scholarship displayed in this publication is what 
one would expect from these two superbly qualified, painstaking scholars, and the hy-
pothesis is intriguing and attractive to anyone interested in Greek theater history.  If 
correct, it would prove the creation on Crete of a type of play not otherwise attested for 
the island. 
 In typical versions of the folktale, the main outlines of the story are roughly as 
follows: A sick king is told he can be cured only by drinking the blood of a prince.  He 
arranges for a foreign prince to be kidnapped and brought to his palace.  The king’s 
beautiful daughter falls in love with the captive and they escape together, planning to 
marry.  Her mother curses the couple: when the prince’s mother kisses him, he will 
forget his betrothed.  The couple reach the prince’s homeland, and he goes to the pal-
ace, leaving his bride in lodgings.  He fails to prevent his mother from kissing him, and 
so loses all memory of the girl.  However, the forgotten fiancée conceives a plan.  She 
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arranges meetings with three would-be lovers, who pay large sums to sleep with her; 
one of them is the prince himself.  But by magic or other means, she prevents them 
from entering her bed.  The three frustrated lovers discuss their experiences, and agree 
to sue the young woman in the king’s court to retrieve their money.  In court, the for-
gotten girl tells her story, and produces the prince’s ring to prove it.  The king, as 
judge, is convinced, but the prince fails to recognize his bride until his mother gives 
him a second kiss, which undoes the effect of the first.  The two are married, and all 
live happily ever after. 
 The versified passages in versions of the folktale feature the discussion be-
tween the frustrated would-be lovers, the trial scene, and the final recognition.  Ac-
cording to the hypothesis, they would derive from the last two or perhaps three scenes 
of the play. 
 Though clearly realized as a comedy, such a play would be very different from 
the three surviving Cretan urban comedies, and, indeed, from the Italian neo-classical 
commedia erudita on which these were modeled.  Its folktale milieu, with kings, 
princes, and courts, is totally different, as is its cast of characters.  Nonetheless, plays 
based on folktales certainly existed in contemporary Italy, and in the Greek world are 
represented by Evgena, by the Zakynthian Theodoros Montselese, printed in Venice in 
1646.8 
 The lines isolated by Manousakas and Puchner can certainly be read as ex-
tracts from a dramatic work, written in rhyming couplets, like almost all the Cretan-
Heptanesian plays of the sixteenth and seventeenth centuries.  But was the 
Manousakas-Puchner hypothesis conclusively proved?  Obviously, there had to be 
some explanation for the parallel passages and lines, but was a theatrical work the only 
possible source?  Could we be sure that the source was not simply a narrative folk 
ballad, based on the folktale, with dialogue in key scenes?  After all, many Greek folk 
ballads have a strongly “theatrical” element, with highly developed dialogue passages.  
Or, could the source have been a lost verse romance, which, like Apollonios and 
Erotokritos, had become assimilated into oral tradition?  Though impressed by the two 
authors’ scholarship, this reviewer felt uneasy about regarding the case made by the 
1984 monograph as definitely proved. 
 In 2011, Puchner returned to the topic with a new publication in Greek, twice 
as long as the earlier German one.  (He is its sole author, as Manousakas passed away 
in 2003.)  He was now able to take into account a much larger range of versions of the 
folktale, eighty-one altogether.  The book includes a complete publication of a large 
selection of these.  It also includes a renewed attempt at reconstructing the dramatic 
scenes which were the presumed source of the dialogue passages in the versions of the 
folktale.  This time, however, the reconstruction is based on an extremely detailed sta-
tistical study of the versions of each line, word by word.  The precision and thorough-
ness of the scholarship is, again, most impressive. 
 Puchner cites considerable further evidence supporting his case.  One of the 
most interesting points is the similarity between the language of the Forgotten Fiancée 
and that of Cretan comedy.  Similar formulas are used, for example, when a character 
first notices another who has just arrived: “en ton edwv pou provbale” (look, here 
[s/he] is, right here).  Particularly telling is the use of “complimentary” terms of ad-
dress, such as gavidare (donkey)! 
 The author also develops a fascinating possible scenario for the preservation of 
the two particular scenes of the hypothetical comedy.  He notes that the “comic trial” 
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has been a feature of popular Carnival theater in the Heptanese (271), and could well 
have been performed in Cretan villages, too.  He concludes (274): 
 

So it is quite probable that the court scene and the previous one from the unknown 
comedy, which had probably been performed in Candia (and perhaps also in 
Rethymno), were also performed in the villages, where they had a direct thematic 
relation to the customary Greek Carnival dialogues. 

 
and that, owing to its popularity, it came to be incorporated by storytellers into the 
folktale.  One might foresee an objection here: there is little or no concrete evidence of 
Carnival festivities in Cretan villages (as opposed to the main towns) under Venetian 
rule, and their generally small population and lack of resources made elaborate cele-
brations seem unlikely in most of them.  However, the term “village” (casal(e) in 
Venetian documents, Greek cwriov) includes a few larger settlements with a thousand 
or more inhabitants, such as Kritsa, Kares (=Neapoli Merabellou), Embaros, or Anogia 
Mylopotamou, where one might imagine such an event taking place. 
 Over the book as a whole Puchner has developed a powerful case for the “lost 
play” hypothesis.  This reviewer is convinced that it is, indeed, by far the most likely 
explanation for the available facts. 
 
 A curious and fascinating example of early modern Greek dramatic writing 
goes under the obscure title of Auxentianovı metanohmevnoı (Repentant Auxentian), 
referring to a former follower of a “holy man,” the monk Auxentios, who in the mid-
eighteenth century advocated the principle of anabaptism (re-baptism).  Auxentios is 
the central character in the work and is held up for ridicule as a naive imposter, an ig-
norant puppet controlled by clever, unscrupulous schemers. 
 The anabaptist movement in the Greek Orthodox Church should not be con-
fused with the movement of the same name in Western countries.  Its adherents 
claimed that baptism in the Catholic and other Western churches could not be recog-
nized, so that Western Christians wanting to be received into the Orthodox Church 
would have to be re-baptized.  This anti-Western, separatist ideology had some support 
in conservative church circles in Constantinople and was a bone of contention in pas-
sionate disputes around the patriarchate.  In part, anabaptism was a reaction to the vast 
power and the proselytizing practice of the Roman Church, as Iosif Vivilakis explains in 
the introduction to his edition of Repentant Auxentian.  In the 1750s the position of 
patriarch passed to and fro between anabaptist and anti-anabaptist clerics. 
 Vivilakis has presented a scholarly edition of this anonymous work, which sur-
vives in five manuscripts but was apparently never printed.  His extensive introduction 
provides necessary historical background—though, lacking a good knowledge of 
eighteenth-century Orthodox church affairs, this reader found himself craving for a 
brief chronological summary at the start.  Vivilakis also discusses the theological issue 
at length. 
 The repentant Auxentian of the title presumably refers to the author of the 
comedy, though this may be a persona (or a smoke-screen) and does not necessarily 
mean that the writer was actually a former follower of Auxentios.  An obscure prefatory 
poem uses the pseudonym EXAYIS, which, read backwards, sounds like SU YAXE—
“You must search”!  Past scholars have done this, without any definitive conclusion.  
Vivilakis argues persuasively for attributing the work, at least in part, to the learned, 
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anti-anabaptist Orthodox patriarch Kallinikos III (sometimes known as Kallinikos IV, if 
another Kallinikos, who died before ascending the throne, is counted as the third of 
this name).  Kallinikos III or IV had held high offices in the church of Constantinople 
and as metropolitan of Braila (Proi?labon) in present-day Romania.  His reign as patri-
arch actually only lasted for part of the year 1757, before he was deposed by the 
Auxentios faction; he retired to a monastery on his native Mount Pilion, where he con-
soled himself with study and writing.  (His compositions, in thousands of lines of verse, 
have recently appeared in a collected edition, and throw fascinating light on aspects of 
eighteenth-century life.)9  If Kallinikos was not in fact the sole author of Repentant 
Auxentian, Vivilakis suggests that he was at least responsible for its development into 
its final form. 
 The action covers a few months in the year 1752 and is set mainly in the small 
town of Katırlı (also known as Esenköy), where Auxentios and his associates had their 
headquarters, on the southern shore of the Sea of Marmara, about thirty nautical miles 
south of Constantinople.  Not only Auxentios but all of the main dramatis personae are 
historical figures.  They include the exiled patriarch Cyril V (Auxentios’s patron), the 
crafty deacon Misail, and the former bishop of Aleppo, Gennadios.  Repentant 
Auxentian presents the “holy man” as a puppet controlled by these two skillful op-
erators in the circles of patriarchal politics.  They exploit his reputation for holiness, 
helping him to stage miracle “cures” at his residence in Katırlı and encouraging him to 
persuade his followers to hand over their valuables as a token of penitence.  Auxentios 
himself is presented as cunning yet stupid.  Largely uneducated, he knows how to op-
erate a fraudulent “miracle” on people as ignorant as himself, but on theology he has to 
take his cues from his learned protectors (414): 
 

CAL. Kalwvı ovriseı, kur Misahvl.  VEdwka thn eivdhsin tw kur Auxentivw dia 

ton ercomovn tou Alexandreivaı, ton opoivon kaqwvı hvkousen efobhvqh kai den 

qevlei na eiphv plevon ton anabaptismovn, upopteuovmenoı ton evlegcon tou 

Alexandreivaı.  Kai epavscisa pollav na ton ebgavlw apov authvn thn idevan 

allav trovpoı den estavqh na ton katapeivsw. 

MIS. VEtsi eivnai autav pou levgei o avgioı Calepivou… VEtsi eivnai… 

AUX. VEtsΔ eivnai. 

MIS. Trelovı eivsai kai daimonismevnoı. [...] 
AUX. [...] Ma Δgwv den xevrw ti qelav ph anabaptismovı, kai san mΔ erwthvsh 

o Alexandreivaı ti na ton pw… 

MIS. Mh levghı tivpoteı, ektovı tou ekenthvqhı. 

AUX. Kai qevleiı boubovı na meivnw… 

MIS. Nai, boubovı.  VAllo mh levghı, parav pwı kentavsai. 

 
(ALEPPO: Welcome, Misail.  I informed Auxentios of the arrival of the Patriarch of 
Alexandria, but on hearing it he became fearful and he doesn’t want to speak any more 
about anabaptism, because he thinks the Patriarch will chastise him.  I tried hard to 
make him get that idea out of his head, but there was no way to persuade him. 
MIS. (to Auxentios) Is that right, what his Eminence of Aleppo says?  Is that correct? 
AUX. That is correct. 
MIS.  You’re crazy.  The devil’s got into you. [...] 
AUX. [...] But I don’t know the meaning of  “Anabaptism,” so when the Patriarch 
asks me, what am I to tell him? 
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MIS. Don’t say anything, except that you have been inspired. 
AUX. You want me to play dumb? 
MIS. Yes, play dumb.  Don’t say anything, just say that you are inspired.)10 

 
Initially, Auxentios is shown at the height of his influence.  He impresses gullible 
crowds with his “miracle” cures and with the aid of accomplices who pretend to be 
healed.  When a genuine blind man, a former teacher, turns up and begs pathetically 
for a cure, Auxentios’s reply is brutal (322): “Ma oi amartiveı sou sΔ evkaman evtsi: 
to katavlabeı…” (But it’s your sins that made you like that [i.e. blind]; don’t you under-
stand?).  Yet, eventually he, too, is persuaded—with the aid of some ready cash—to 
become an accomplice, telling the crowd he has seen a miraculous light.  For a time 
Auxentios holds the crowd in his hand; when he rages against the sinful valuables—
jewelry and holy relics—collected by the local women, they rush to lay them at his feet. 
 As the work progresses, however, we see Auxentios coming under attack from 
the anti-anabaptist Patriarch Paisios and his circle.  He becomes terrified that the 
Ottoman authorities will take measures against him.  The pressure rises: the metro-
politan of Braila (i.e. Kallinikos!) has shown Auxentios’s miraculous light to be a fraud.  
Eventually, an order arrives exiling Auxentios.  Then, news comes that Patriarch Paisios 
has been deposed by a coup and Cyril has been appointed in his place.  Will Cyril be 
able to secure a reversal of the sentence on Auxentios?  The last scene sees the 
“miracle-worker” preparing to set sail from Katırlı, still hoping for news of a reprieve.  
If it does not come, his destination will be Mount Athos.  Departing, he assures his 
friends that he will return soon and continue his work—for, as he comments (493), 
“Eiı to VOroı den hmporwv na kaqhvsw, giativ ekeiv ta qavmata den pernouvn” (I 
can’t stay on Athos, because miracles don’t count for anything there!). 
 The satire can hardly have been intended for stage production.  Quite apart 
from its political sensitivity, conservative church circles tended to regard the theater as 
a nest of sin.  Nevertheless, the work contains lively dialogue, and many scenes which 
seem to be the product of a truly theatrical imagination.  The summary above is meant 
to convey some of the suspense, and the satirical humor, of the last section of the play. 
 Where could an eighteenth-century cleric or scholar acquire this feel for the-
atricality, in an environment where there was no commercial or formal theater, and 
where theatrical activity was stigmatized, as we have said?  Vivilakis provides part of the 
answer from Kallinikos’s own writings, from his years of retirement on Pilion.  In lively 
verses the exiled churchman describes the street theater which formed part of the 
celebrations in the Ottoman capital for occasions such as the birth or circumcision of a 
son to the sultan.  It is possible, of course, that the author had read works of the 
Cretan-Heptanesian theater, such as Abraham’s Sacrifice, Erofili and King Rodolinos.  
Vivilakis also points out that a few years before the writing of Repentant Auxentian, in 
1745, Georgios Mormoris had published his translation of Tasso’s Aminta, and Savogias 
Rousmelis had written his Kwmwdiva twn yeutogiatrwvn (Quacks’ Comedy), which 
shares with Repentant Auxentian the theme of the impostor.  However, even if the 
author knew some of these works, he does not seem to have drawn much from them in 
terms of style or technique. 
 The Auxentian, as we have seen, is written in prose, in sharp contrast to the 
works of the Cretan-Heptanesian and Aegean playwrights.  The potential realism of 
prose is slightly—I would say superficially—blunted by its language, which does not 
precisely correspond to a spoken form of Greek.  It is a vernacular with a veneer of 
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learnedisms, mainly in phonology and morphology, with vocabulary items (including 
some Turkish words) and syntactical features (such as the accusative of the indirect 
object) reflecting Constantinopolitan usage.  Nonetheless, as can be seen from the 
quoted passages, the structure is largely vernacular, and the occasional learnedisms in 
the mouth of educated characters do not jar, given the subject matter.  Reading it I 
found myself automatically “translating” the text, where appropriate, into the vernacu-
lar version which seems to lie just below the surface. 
 Language is neatly used as a tool of characterization and a source of humor.  
The uncouth pronunciation of Auxentios’s patron, the ex-patriarch Cyril, is wickedly 
lampooned (447): “Gkalwvı nton gkur Misahvl, gkavqhse! Nti gkainouvria apov to 
Gkantirliv… Nti gkavnei o Auxevntioı, mpwvı ampernav…” (Welcome, Misail, sit down!  
What news from Katırlı?  How is Auxentios, how’s he getting on?).  The more learned 
characters discuss the theme of anabaptism in archaizing Greek, completely over 
Auxentios’s head.  The “holy man” himself, as we have seen, uses simple language, with 
only a thin crust of ecclesiastical clichés.  His linguistic gaffes and misunderstandings 
are exploited for comic effect.  The regional dialects of characters from the Ionian is-
lands and the Aegean are suggested by occasional characteristic words. 
 Auxentian obviously has to be read as an imaginative satire rather than a wit-
ness to historical events.  It is not clear just how accurate is, for example, its account of 
the role of individuals in the Auxentios affair.  Nevertheless, its author, whether it be 
Kallinikos or some other contemporary anti-anabaptist, succeeded in producing an 
amusing, witty piece of potential theater which effectively conveys the flavor of life in 
church circles in this obscure period of Greek history.  We must be grateful to Vivilakis 
for making it accessible in this scholarly edition. 
 

NOTES 
 
 1. On Chortatsis and Cretan theater in general, see David Holton, ed., Literature and 
Society in Renaissance Crete (Cambridge: Cambridge University Press, 1991), and the updated 
Greek version, Logotecniva kai koinwniva sthn Krhvth thı Anagevnnhshı, translation into 
Greek by Natalia Deliyannaki (Heraklion: Panepistimiakes Ekdoseis Kritis, 1997). 
 2. Panoria was earlier known as Gyparis; the title Panoria is now preferred, as it is con-
firmed by the best manuscript and by the seventeenth-century Cretan poet Marinos Tzanes 
Bounialis.  See the bibliographical guide to the chapter by R. Bancroft-Marcus, “The Pastoral 
Mode,” in Holton, ed., Literature and Society, 283.  As for Chortatsis’s urban comedy, its title 
appears as Katzourbos in the single known manuscript, but as Katzaropos (sic) in Bounialis.  
Earlier editors used Katzourbos, but Bancroft-Marcus prefers Katzarapos, since a character with 
this name is more significant in the play.  See the bibliographical guide to the chapter by A. 
Vincent, “Comedy,” in Holton, ed., Literature and Society, 285-86. 
 3. Alfred Vincent, “Scritti italiani di Creta veneziana” (Italian writing in Venetian Crete), 
Sincronie 2, no. 3 (Rome 1998): 131-62; Michael Paschalis, “H ideologiva twn Intermedivwn 
thı Erwfivlhı kai h sunavfeiav touı me thn tragwdiva tou Cortavtsh” (The ideology of the 
Erofili Interludes and their connection with Chortatsis’s tragedy), Krhtikav Cronikav 31 (2001): 
162-82 (see especially 162-68). 
 4. These are Evgena (see note 8 below); the anonymous Cretan-Heptanesian tragedy 
Zeno (Zhvnwn), ed. Stylianos Alexiou and Martha Aposkiti (Athens: stigmi, 1991); and a Greek 
verse translation of Giambattista Guarini’s Il Pastor fido by the Zakynthian Michail Soummakis, 
Pastovr fivdoı (Venice, 1658)—no modern edition exists. 
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 5. Katsaitis, Ifigevneia, Quevsthı, Klaqmovı Peloponnhvsou, Anevkdota evrga 
(Iphigeneia, Thyestes, Lament for the Peloponnese, unpublished works), ed. Emmanouil Kriaras 
(Athens: Institut Français d’Athènes, 1950).  On the Aegean theater, see the bibliography in the 
review article by Alfred Vincent in the Journal of Modern Greek Studies 20 (2008): 237-46. 
 6. Zuanne Papadopoli, Memories of Seventeenth-Century Crete: L’Occio (Time of Lei-
sure), edited with an English translation by Alfred Vincent, Graecolatinitas Nostra, Fonti, no. 8 
(Venice: Hellenic Institute of Byzantine and Post-Byzantine Studies, 2007), 118; and in the 
Greek edition, Tzouanes Papadopoulos, Ston Kairov thı Scovlhı (L’Occio), ed. Alfred Vincent, 
trans. (of L’Occio) Natalia Deligiannaki (Heraklion: Panepistimiakes Ekdoseis Kritis, 2012), 93. 
 7. Manusos I. Manusakas and Walter Puchner, Die vergessene Braut: Bruchstücke einer 
unbekannten kretischen Komödie des 17. Jahrhunderts in den griechischen Märchenvarianten 
vom Typ AaTh 313c (The Forgotten Fiancée: Fragments of an unknown seventeenth-century 
Cretan comedy in the Greek versions of the folktale type AaTh 313c), Mitteilungen des Instituts 
für Gegenwartsvolkskunde, no. 14 (Vienna: Österreichische Akademie der Wissenschaften, 
1984). 
 8. Theodoros Montseleze, Eugevna (1646), ed. Giuseppe Spadaro, introduction by Mario 
Vitti (Athens: Ekdoseis Odysseas, 1995). 
 9. Kallinikos III, Patriarch of Constantinople, Ta katav kai metav thn exorivan 
episumbavnta kai evmmetroi epistolaiv (Events before and after exile and verse epistles), edited 
from the autograph manuscripts with an introduction by Agamemnon Tselikas (Athens: 
Morfotiko Idryma Ethnikis Trapezis, 2004). 
 10. Translated by the reviewer. 
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