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PREFACE

Charon or Charos?

On 21st August 1912, the Montreal Daily Star published an interest-
ing statement entitled significantly: “NO CHARON HERE. He is All
Very Good for the World Beneath.” The Royal Netherlands Steamship
Company was forced to change the name of its ship because of Greek
dockers, who had unexpectedly boycotted the steamship that moored
in a Greek port. The note in the newspaper said that “the men refused
to work the ship on account of its association with the mythological old
gentleman, who plies the ferry across the river of the lower world.”

Both the incident and the explanation are quite meaningful. First-
ly, they show a complete misunderstanding of the West Europeans of
the reaction of Greek workers. The mythological person they were so
afraid of was obviously not the Ancient Greek Charon, but the modern
figure of Charos - personified Death - that retained his name (and per-
haps some features, which I shall discuss later), and is deeply rooted in
folk culture as well as in the Modern Greek conscience. Secondly, such
a sudden and resolute reaction of the dockers may confirm the vitality
of Charos in Greek culture and the negative connotation that his name
evokes among Greeks.

The ancient ferryman of the dead, whose name was inherited by
Charos (Xapog), the modern personification of death, was rather ne-
glected in the pantheon of Greek gods and appears very rarely in An-
cient Greek literature.” His name as well as his person are most probably

! Icite the whole passage from Rose 1913: 247.
2 T have already outlined the question in my paper Bzinkowski 2009: 17-22.
Charon occurs, among others, in the epic poem “Minyas” cited by Pausanias (10.18.1),
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of Semitic origin® and the concept of a boatman or a ferryman on the
rivers of death was known in the ancient Near East.*

In the European conscience, Charon is mostly associated with his
representation in Dante’s Inferno, where he appears as an old man with
fiery eyes and is demonic in appearance (Canto III, 82-128). Dante, in
turn, did not create such a picture but borrowed it from Virgil’s Aeneid
(VI, 299-301), where Charon appears to be even more odious. These
two images of the ferryman of the dead influenced all the later writers
and painters in European tradition who in any way alluded to him.

The Modern Greek Charos, at least the way he is depicted in demotic
songs, as we shall see, has nothing in common with the ancient and
medieval representations of Charon. He is not an ugly looking old man,
white-haired, white-bearded and dressed in rags, nor a ferryman carry-
ing the souls to the Underworld across the river. However, for the West
Europeans who see his name in the modern Hellenic version, he brings
to mind only unequivocal associations.

Such a stereotypical view may partly originate in the seeming sim-
ilarity of one of the well-known representations of the Modern Greek
Charos, according to which he leads the dead, which I shall present in
subsequent parts of the present book,® but mostly is a result of the igno-
rance of contemporary Greek culture — a phenomenon typical for the
rest of Europeans, at least from the nineteenth century, when Europe
started to recover the cradle of its civilization together with the Philhel-
lenic movement, and after the Greek War of Independence 1821-1833.
It would not be an oversimplification to say that the burden of the clas-
sical past still lies heavily on the perception of Modern Greece.

in Aristophanes (Ranae 182), in the “Dialogues with the dead” of Lucian of Samosat
(Charon 8, Loeb ed. 2.412), and in Diodor of Sicily (1.92.96). On black-figured pottery
Charon appears no earlier than c. 500 BC and in the second quarter of the fifth century
we find him on white-ground lekythoi. Sourvinou-Inwood 1995: 301 f.

* Blazek 2007: 155 ff.

* In the Gilgamesh epic, we come across the ferryman Urshanabi (or Arad-Ea).
Babylonians and Assyrians also knew Hamar-tabal (or Humuttabal). In Egyptian
mythology the role of someone leading the dead to the Underworld was played by
Anubis. Terpening 1985: 13 f. Prioreschi 1990: 124 f. The Etruscan Charun is said to
have been introduced to Etruria by the Greeks. Terpening 1985: 14.

° Terpening 1985: 11 f.

¢ See the chapter “Charos nekropompos”
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Similarly, as Modern Greece is not just a continuation of the Ancient
one, the modern Charos is in no case a simple counterpart of the ancient
Charon, nor an elaboration of the idea of the ferryman of the dead. He is
definitely someone else and I shall attempt to elucidate who he is exactly
in the present book.

The figure of Charos (Xapog) is widespread in the whole Hellenic world,
including Cyprus and the Pontus region, where he is called Charon-
das (Xdpovtag).” Yet, in spite of the fact that his name is well-known
for every Greek, it would not be an exaggeration if I said that even for
them - due to the variety and complexity of his representations — he
constitutes an intangible personality around whom many common ste-
reotypes have inevitably arisen. Thus, any simple answers given for the
question of who Charos is - for instance: he is death or a personification
of death,® a black rider on a black horse, a reaper with a scythe etc. - are
only partly true, because the question is far more complicated.

The question of Charos obviously has already been the subject of
research, during which many attempts have been made to approach his
personality with different results and using quite different methodology.
Some of them, although they still bring a lot of extremely interesting
data and are well-documented, are a little outdated (Schmidt 1871; Hes-
seling 1897, 1931; Waser 1898; Moravcsik 1931). The other ones, so far
the most valuable, focus only on some particular aspects of the figure
of Charos, paying attention to possible historical connotations (Saunier
1972, 1982, 1993). There are also some more general papers outlining this
mythological figure in demotic songs, such as the paper by Alexiou (1978)
or an article which is full of interesting examples by Omatos (1990). On
Greek ground still the most comprehensive study, although not con-
centrated fully on Charos, but generally on the eschatology of Modern

7 As far as I know, the only exception is the Greek diaspora in South Italy, where we
come across exclusively the notion tdnato.

8 Gr. thanatos (Bavatog) as a common noun for death is not personified in Modern
Greek culture.
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Greek folk songs, is the unpublished doctoral dissertation by Anagnos-
topoulos (1984).

As a matter of fact, the present book is the first one that aims to ex-
plore different representations of Charos in demotic songs and to out-
line, where it is feasible to some extent, the possible sources of their
origin, as well as to sketch the broader context in which they occur.
The investigation into the indefinable personality of Charos is beset by
countless difficulties that I will touch upon in the course of this book.

Chapter I deals with the sources of the demotic songs in which the
figure of Charos appears, within the framework of growing interest in
the nineteenth century of European intellectuals in the folk culture that
somehow accompanied the romantic movement. Furthermore, I also
briefly present the category of mirologia songs (dirges) and their relation
to the songs of the Underworld and Charos.

Chapter II explores the representations: firstly of the Modern Greek
Underworld, the domain of Charos, and secondly of different images of
Charos. The main criteria used here in the selection of examples are based:
on one hand, on concise, as if only suggested, representations of Charos
mainly tangible through some fixed phrases and epithets, and, on the oth-
er, on Charos’ activities influencing human actions, in other words, the
representations in which he appears to be an “active” personage.

Finally, in chapter III I present the most elaborated representations
of Charos that demand to be shown in a broader context connected with
their supposed origins, as well as the possible influences of other, liter-
ary and cultural, traditions. In this chapter I also deal with relations of
the figure of Charos with other persons.

This book is not meant to be a holistic approach to the phenomenon
of Charos in Modern Greek culture. I realize that both the selected ex-
amples from demotic songs and the chosen method of research, mainly
philologically orientated, also including in some cases a comparative as
well as linguistic approach, only partly shed some light on the complex-
ity of the question. The research I have attempted to conduct, trying to
display as fully as possible the variety of the representations of Charos in
demotic songs, required references to different historical levels of Greek
history, including Ancient Greece and Byzantium. It was also indispen-
sable, here and there, to allude to some ethnographical accounts and
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especially to different literary texts in which the figure of Charos ap-
pears, mainly from Crete and the islands for centuries under West Eu-
ropean influence. The folk tradition, to which undoubtedly the written
demotic songs belong, also encompasses the coexistence of the earlier,
archaic elements of pre-Christian tradition mingled with Christian ones
belonging to the Orthodox Church and inherited from Byzantium. All
of this makes every attempt at carrying out a holistic approach to the
question of Charos extremely difficult and demands a lot of intertextual
and intercultural interferences. Yet, I do hope my study will be useful
for all those who research the relations between Ancient, Byzantine and
Modern Greek culture, who deal with the folk tradition of Greece and
of the Balkans, as well as for those who are interested in the history of
ideas. Hopefully, it will constitute an enticement to further explore the
eschatology of Modern Greek folk songs that, in my opinion, deserves
special attention as it goes back to the most archaic concepts of the after-
life beliefs and, thus, to the most archetypal human thinking.

Lastly, let me make two final remarks. Due to the fact that I have dealt
with the question of Charos and the eschatology of Modern Greek de-
motic songs over the years, the present book contains some fragments
of my previous papers, which I always try to highlight. Two of them
have been incorporated almost wholly,” while I have used only frag-
ments of the other ones, which I had the opportunity to deliver at some
international conferences, while presenting the results of my research.'

Secondly, writing this book would not be possible without the sup-
port of some libraries, where I had the pleasure and opportunity to
work. I am very grateful especially to the Library of Medieval and Mod-
ern Greek Studies and the Library of Folklore and Social Anthropology
at the Aristotle University of Thessaloniki, the Library of Institut fiir

® Bzinkowski 2011b; 2015a.

1 These are my talks about Charos in demotic songs I delivered in the 4th and 5th
European Congresses of Modern Greek Studies (Granada 2010, Thessaloniki 2014),
and International Conference on Modern Greek Language, Literature, History and
Civilization (Poznan 2015).
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Byzantinistik und Neograzistik at the University of Vienna, Biblioteca
Interdipartimentale “Tito Livio” of the University of Padova, the Insti-
tute of Classical Studies Library at the University of London, the War-
burg Institute Library in London, the Library of the Institute of Classical
Studies in Skopje, and the Library of Hellenic Studies at the University
of Warsaw.

Finally, I extend my heartfelt gratitude to all my colleagues and
friends who helped and encouraged me constantly during my work.

Special thanks to my nearest and dearest angel who constantly helped
me during the final months of the writing process, giving me strength
and warm support and patiently listening to and discussing crucial and
complicated issues of Greek folk songs.
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SOURCES

1. Folk songs in nineteenth- and twentieth-century
Greece

Although the beginning of studies on folklore is considered to be the
second half of the nineteenth century, when J.G Herder published his
famous work," the process of creating modern states by independent
nations in nineteenth-century Europe brought about an increasing in-
terest in seeking national roots in folk tradition.'> The term “folklore” as
a national feature, although still obscure as a notion at that time, became
in the course of the century the subject of studies on national culture."
Paradoxically, except for Germany, where the interest in folklore
studies had undoubtedly begun, in other West European countries with
strong national identity, such as France and Great Britain, the process
had to wait several decades.' Yet in those areas that, due to historical
causation, were characterized by the lack of continuity of national dis-
tinctiveness, the value of folklore studies was more meaningful and con-
tributed to a great extent to the crystallization of national identity.

W Alte Volkslieder, 1775, soon published in a two-volume edition (1778-1779).
Politis A. 2011: 234. Interestingly, at the end of the eighteenth and beginning of the
nineteenth century, when the folk culture started to be discovered, it already began
vanishing. Burke 1978: 3.

12 Politis A. 2011: 235-236.

3 A comprehensive survey of the beginning of growing interest in folklore in
eighteenth- and nineteenth-century Europe is given by Burke 1978: 3-22.

!4 The first publication of French demotic songs is 1840 (Tieghem 1948: 301-311).
Politis A. 2011: 234.
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The national renaissance of the Slavonic nations separating from the
great nineteenth-century empires is the best example of the above-men-
tioned tendency.” In this respect, the folklore of Balkan Slavs deserves
special attention. It has already been thoroughly researched, with Vuk
Stefanovi¢ Karadzi¢’s two volumes of Serbian Folk Songs (Cpmcke
HapopHe mjecMe), published in 1814 and 1815, resulting in enormous
international success, enchanting intellectuals, writers and researchers
all over Europe.'® Their influence on famous European writers belong-
ing to the romantic movement is well-known and has been the subject
of many detailed studies.”” Their transnational circulation influenced
the most famous writers of that epoch, such as the Brothers Grimm,
Goethe, Pushkin and the greatest Polish romantic poet Adam Mickie-
wicz, professor of Slavic Literature at the Collége de France.'® Of course,
the question of the attitude of popular culture to the so-called high cul-
ture and their mutual relationship is a separate complicated subject of
studies. What is yet worth underlining is that no earlier than in roman-
ticism was folklore evoked to an unprecedented depth that is a form of
its imitation."

The interest of West Europeans towards Greece came some time
later, together with the outbreak of the War of Independence in 1821,
when Europe reminded itself about the descendants of Ancient Greeks
and their culture. The Philhellenic movement was followed by Charles
Claude Fauriel’s well-known collection of Modern Greek folk songs in
a bilingual French-Greek edition, including the collector’s comprehen-

5 Burke 1978: 12-13.

!¢ The work of Karadzi¢ was firstly known and admired in Europe thanks to a famous
Slovene linguist and philologist working in Vienna, Jernej Bartol Kopitar (1780-1844),
who translated the collection into German and shared it with Jakob Grimm and Goethe
in 1814. See Ibrovac 1966: 272 and especially the chapter: “The network between Jernej
Kopitar and Vuk Karadzi¢” in Merchiers’ biography of Kopitar: Merchier 2007: 222-
287. For more on intellectuals’ interest in folk culture, see Burke 1978: 8-9. On Karadzié¢
see also Burke 1978: 13.

17" Both Goethe and Herder, who gave them European fame, had known Serbian
songs long before Karadzi¢’s collection. See Ibrovac 1966: 260.

18 For a detailed reception of KaradZi¢s collection, see Ibrovac 1966: 270-285.

¥ Wroctawski 2011: 21.



Sources 17

sive introduction®* and commentary on the folk tradition and particular
songs.”!

It is yet uncertain if Fauriel, who was to introduce Modern Greek
folk songs to Europe ten years later, had known the above-mentioned
Karadzi¢’s collection and their author before 1826, due to the fact that
the work of the Serbian linguist was veiled in France by a conspiracy of
silence up to 1819.”> Undoubtedly, he must have had the French transla-
tion of the collection, published in two volumes in Leipzig in 1823-1825
(Chants populaires serbes). Nevertheless, his lecture at the College de
France that he gave in the years 1831-1832 was devoted both to Serbian
and Modern Greek folk songs.*

Fauriel's Chants populaires de la Gréce moderne, edited in Paris in
1824-1825, became unquestionably one of the most popular collections
of folk songs at that time and its influence was really impressive.* It was
indeed the very first publication of Modern Greek folk songs in Europe
as a separate collection, although some attempts had been unsuccessful-
ly made before Fauriel.

* The introduction was characterized by the contemporary Greek poet, Ioulios
Typaldos, as “perhaps the most beautiful description ever of the political and philological
situation of new Greece” Kyriakidou-Nestoros 1978: 69. It is worth mentioning that
Fauriel made no differentiation between Homer’s epics, Dante, Greek and Serbian
ballads, and treated them as “popular poetry” Burke 1978: 20.

21 Ibrovac 1966: 69.

22 Ibrovac 1966: 285-286.

#  Ibrovac 1966: 297-298.

2 Ibrovac 1966: 305.

»  Less known collections of Greek songs are treated marginally by Greek as well
as foreign scholars. With the exception of A. Politis who briefly registers their existence,
enumerating only a few of them. Politis A. 2011: 237. The only book that deals thoroughly
with the problem is still, to my knowledge, Ibrovac 1966: 69-113. Some interesting
details are also given by Kyriakidou-Nestoros 1978: 76-85 and Herzfeld 1982: 12-13.
There are some isolated cases of travelers who in the fifteenth and sixteenth centuries
made some notes on folk songs, such as Martinus Crusius (1526-1607), professor of
Tiibingen University who, in his Turco-Graeciae libri octo (p. 513, 1584), cited the first
Modern Greek folk song of love (wholly accessible on: http://www.uni-mannheim.de/
mateo/camenahist/autoren/crusius_hist.html [03.03.2016]). (Ibrovac 1966: 30 ff.). From
the middle of the sixteenth century, there is also the well-known manuscript bought
by the Ambassador of Austria in Constantinople, Augier Busbecq, and sent by him to
the Imperial Library in Venice, which was discovered in 1870 by Constantine Sathas
(Ibrovac 1966: 31). Before that time it belonged to Akakios, metropolitan of Naupaktos
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The publication was followed by the mushrooming of similar collec-
tions in other countries in subsequent years.”® Although Fauriel’s work
is a milestone in the development both of the interest in Modern Greek
literature abroad, as well as in Greece itself, Chants populaires... also
marked the beginning of — I don't hesitate to say - the inglorious tra-
dition of approaching Greek folk songs by West European scholars by
treating them similarly to the classical texts, and thus before publication
emending and “adjusting” them according to the scholar prerogatives,
which I shall elaborate on below.

The question of Greek folklore, its relation to the folk tradition of
other European countries and its distinctive features, has been sub-
ject of many studies and was researched thoroughly, so it is obviously
beyond the scope of this book to present it in detail.”” What is worth
mentioning is that in Greece, more than anywhere else in Europe, the
nineteenth-century folk studies were dominated by the archaeological
model (Herder’s idea) based on the preference of the past over the pres-
ent, which in the Greek case was obviously the classical past.® Secondly,

and Arta (Pernot 1931: i; Wagner 1874: ix). The subsequent editions of some parts of
that manuscript were: Wagner 1874, Legrand 1874, Pernot 1931. The other attempts at
publishing Greek songs had been made by Baron Werner von Haxthausen (1780-1842)
in 1814 (Ibrovac 1966: 86) or Theodoros Manousis (before 1814) and Jean-Alexandre
Bouchon (1821). Ibrovac 1966: 84-87; 94-95.

% Among others: Miiller (1825), Sheridan (1825), Tomasseo (1842), Marcellus
(1851), Lévy (1860), Passow (1860), Kind (1861). Greek folk songs were also very quickly
translated into Polish. In 1829 in Petersburg and 1933 in Poznan, Aleksander Chodzko,
the professor of Slavonic Literature at Collége de France (1857-1883) published his
collection of Greek demotic songs and some paraphrases of them as Poezye. Another
attempt was made by Jézef Dunin-Borkowski, who imitated Klephtic songs in his
poems. Borowska 2004: 25-31.

¥ Kyriakidou-Nestoros 1978; Herzfeld 1982; Danforth 1984; Beaton 1986.

% Alexiou 1984-1985: 7-9. Significantly, the nineteenth-century European scholars
dealing with Greek folklore were interested in it only if it concerned the antiquity and
could somehow explain some problems of Ancient Greek mythology and literature.
A good example is Lawson’s well-known study (Lawson 1910) that I will allude to later.
Alexiou also pays attention to the fact that, within the framework of European folklore
studies, Greek folklore has been marginalized. Alexiou 1984-1985: 9. Interestingly, the
same contempt concerns Byzantium and its legacy. Avdikos 2010: 158. The nineteenth-
century Greek intellectuals changed the perspective of seeing their ancient ancestors,
now the ancient Greeks were identified with the Greeks themselves. Kyriakidou-
Nestoros 1978: 45. Nikolaos Politis briefly explained his usage of the archaeological
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as Alexiou convincingly writes, the Greek case was characterized by an
unprecedented tendency to idealize, according to the romantic move-
ment, folk songs as “the spontaneous creation of the eternal spirit of the
nation.””

This attitude resulted from the same interest, visible in Western as
well as in Eastern Europe, in studying folk poetry as an inextricable part
of a national consciousness and national independence movements.*
Thus, the idealization of folklore in Greece was strongly connected with
politics, especially as the young country had many territorial ambitions,
mainly to regain its lands in Asia Minor, which is known as the Megali
Idea (MeydAn Idéa).” “The Great Idea” was partly a reaction against the
well-known Fallmerayer’s theory* that the contemporary Greeks have

motif in his Study on the life of modern Greeks (Melétau emi Tov Piov Twv vewTépwy
EXjvav, vol. 2, 1871-1874): “Greek people conserved in everything the ancient Greek
life” (o eAAnvikog Aaog Sietripnoe moAhayod tov apyaiov eAAnvikov Biov). Cited by
Kyriakidou-Nestoros 1978: 91.

¥ Alexiou 1984-1985: 8. Interestingly, as Kyriakidou-Nestoros notes, as much as the
German term Volksgeist was rather focused on the future and was strongly connected
with Messianism and a belief in a special role of the German nation, in the Greek case
it was orientated towards the past and the conviction that the only perfection lies in the
classical antiquity. Kyriakidou-Nestoros 1978: 45. See also Herzfeld 1982: 10 ff.

% Beaton 2004: 4.

3! The Megali Idea of joining all the Greek lands inhabited by the Greeks and making
the “Greece of Two Continents and Five Seas” with two capitals, in Constantinople and
in Athens, was present as an official ideology from 1844 until the Asia Minor catastrophe
in 1922. Avdikos 2010: 158. Wrazas 2010: 57-59.

2 It is contained in the first volume of his Geschichte der Halbinsel Morea
widhrend des Mittelalters (1830). The Greek scientists of that time showed a strong
contradiction against Fallmerayer’s theory. Most notably, Spyridon Zambelios, who
in the preface to his collection of demotic songs (Aouarta Anuotiké 5 EAA&S0G.
Exdofévra petd perétng 1otopikns mepi Meoaiwvikov EAAnviopod, 1952) proposed
three phases of Greek history: ancient, Byzantine and modern trying to prove the
continuity of Modern Greece. Another historian who attempted to put together
the whole history of Modern Greece, rehabilitating the transient period of medieval
Byzantium, was Constantine Paparrigopoulos in his monumental multi-volume work
History of the Greek Nation (Iotopia Tov EAAyvikov Efvoug, 6 volumes, 1860-1877).
Kyriakidou-Nestoros 1978: 46-47. Herzfeld 1982: 39-42; 75-81. Puchner 2009: 75 ff;
133. See also Wrazas 2008: 51-67.



20  Masks of Charos in Modern Greek Demotic Songs...

nothing in common with their ancient predecessors, including their
language, customs and popular tradition.*

What was yet the most important, as I suppose, in the Greek model
of folklore, was the approach to the folk song as to the written not oral
text and separating it from the performative context.*

It is now well-known, for instance, that Passow (1860) had the ten-
dency to conflate some variants of the songs in order to - just like the
classical philologists, the editors of ancient texts, used to — create the
established model text of a given song based on all accessible versions.*
Besides this, as it turns out, most of the collections of folk songs that
were published in the nineteenth century were not the reproductions
of oral performances at all, but the work of a scholarly mind organizing
and readjusting the text material.*

We can observe the same phenomenon in Politis’ well-known collec-
tion (1914), where he used to correct what he thought to be not “Greek”
enough, cutting out the passages he did not like and inserting his own
verses.” I shall allude to that practice subsequently.”®

This phenomenon has many consequences, as we shall see in par-
ticular parts of the present book, and influences not only the texts them-
selves but also the methods of their studying, as well as their interpre-
tation. The constant interaction of the literate world and the folk one,

3 Ibrovac 1966: 144. Avdikos 2010: 158. As Herzfeld strongly underlines, it is
impossible to understand the development of Greek folklore without taking into
account this ideological background. Herzfeld 1982: 7-8.

* Until the nineteenth century, before the first collections were published, demotic
songs did not exist beyond the performative context. Beaton 1986: 110. For more on the
peculiarities of the Greek case, see Puchner 2009: 73 ff.

% Beaton 2004: 10, 203; Politis A. 2011: 256-257.

* Dimaras 1987: 11. As Beaton (2004: 6-7) strongly underlines, neither Werner von
Haxthausen (1780-1842), the author of the collection of Greek songs (in print 1935),
nor Claude Fauriel had ever visited Greece and drew information from the educated
informants from the Greek diaspora, many of them close friends of the collectors. For
how the romantic movement together with Greek nationalism affected the publishing of
folk songs both in Greece and abroad, see: Beaton 1986: 115; Beaton 2004: 1-12. About
the rise of cultural nationalism in the South Slav Habsburg lands in the same period and
the role Serbian songs played in it, see Merchiers 2007: 222-286.

7 Alexiou 1984-1985: 7-10.

8 The practice was nothing unusual among all the publishers and collectors of folk
poetry at that time. Burke 1978: 16 ff.
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mutually permeating each other, in modern Greek culture,” make any
attempt to investigate the possible sources of any idea or the question
of continuity an impossible task. These two worlds are, in the case of
modern Greek literature, inseparably linked also to the Greek diglos-
sia,* one the major political hot topics in the course of the nineteenth
century, which makes the subject of research even less approachable. In
fact, both coexisting elements: learned and popular or written and oral,
as Alexiou significantly notes, make the nature of Greek tradition more
diachronic and intertextual than - as was underlined throughout the
nineteenth century - “continuous”*

A discussion about the continuity or discontinuity of Greek tradi-
tion from various points of view and according to different schools has
been the subject of research since at least the late eighteenth century.
This was just before the birth of the Greek state, when it became strong-
ly ideologised by the “romantic” Philhellenic movement and general-
ly was a result of nineteenth-century nationalist theories.** The debate
whether Modern Greek culture in some of its manifestations is a natu-
ral descendant of its ancient predecessor or not does not seem to have
ceased today, although it has definitely lost its vigour and generally, in
recent scholarship, has been regarded as unconstructive.”” The most re-
cent approaches to the problem, especially made by Alexiou, accentuate
the cyclical rather than linear aspect of time and its relation to the un-

¥ Alexiou 1984-1985: 16-17.

% There was a strong interest among Greek intellectuals from the diaspora at the
beginning of the nineteenth century in the spoken language of the people. Together
with the collections of folk songs, a lot of collections of Greek proverbs appeared, as well
as some glossaries of the demotic language. Kyriakidou-Nestoros 1978: 62-65. Diglossia
as a term in the Greek case means the coexistence of two different forms of one language:
katharevousa (xaBapevovoa) that belonged to the “high” educated community and
dimotiki (Snpotwkn) that was used as a spoken language.

41 Alexiou 1984-1985: 23. Beaton suggests that there are no direct literary influences
at the early stage of this tradition and before the first editions of folk songs were printed
probably any concept of the fixed text influenced the oral tradition. Beaton 1986: 110.

2 Vryonis (1978: 237-256) gives a convincing survey of the theories. See also
Alexiou 2002a: 8-16. As for the role folk studies played in Greece in the shaping of
Greek national identity, see Politis A. 2011: 241-262. The whole passage is taken from
my paper Bzinkowski 2015a: 83-84.

# Tziovas 2014: 9.
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derstanding of what Greek culture is in modern times, and thus broaden
the research perspective trying to embrace language, myth and meta-
phor present not only in written texts, but also in ritual manifestations
of folk culture.** Together with the change of attitude to the question of
whether the “survivalism” of ancient culture should be examined syn-
chronically or diachronically, including the transitional phases of the
Byzantine and Ottoman periods that left indelible traces on Greek cul-
ture, there was a sort of rehabilitation of the studies written mainly at
the end of the nineteenth and beginning of the twentieth century. We
should remember that the scholars with a classical education faced the
question rather “romantically;” in accordance with the ideological ten-
dencies of their times.

The first collections that were published in Greece during the nine-
teenth century appeared on Corfu and were collected by members be-
longing to Dionysios Solomos’ circle, Antonios Manousos (1850) and
Spyridon Zambelios (1852). It is also worth mentioning that these are
the first collections of Greek songs ever that were based on field work
and restricted to a particular geographical area of Greece.*

Their successors in the second half of the nineteenth century con-
tinued the regional collections from Cyprus (Sakellarios 1891), Pontos
(Ioannidis 1870, Sathas-Legrand 1876), Crete (Jeannarakis 1876) and
Epirus (Chasiotis 1866, Arvanitos 1880).*” One should not omit the col-
lection published a little earlier in Leipzig by Passow (1860), the first

# Alexiou 2002a; Alexiou 2002b. There is no way here to enumerate all the valuable
studies devoted to the “continuity problem,” however, it seems important to recall here
the most significant of them, such as the classic study by Herzfeld 1982 or the most
recent volume of essays by Tziovas 2014.

# Beaton 2004: 9. Until then it is probable that most of the demotic songs that were
published in the collections had nothing in common with their oral versions.

6 Beaton 1986: 115-116. A. Politis regards Manousos’ collection as a compilation
of some songs taken from Fauriel and Tomasseo with the addition of a few new songs
and thus - according to him - it is groundless to call it an original one. A. Politis 2011:
252.

7 Ibrovac 1966: 235. Beaton 1986: 116. A. Politis adds to this list a small collection
by Lelekos (1852), however, it seems rather to be a compilation from different regions and
not concentrated on one area. Politis A. 2011: 253. Herzfeld proves that this collection
is a mixture of folk songs embroidered with references to Ancient Greek tragedy and
other ancient authors, and thus should be regarded as a forgery. Herzfeld 1982: 81-86.
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critical collection of Greek demotic songs, being a landmark in folk bib-
liography.*®

As a matter of fact, the middle of the nineteenth century is regard-
ed as a starting point from which any collections of Greek folk songs
- composed both by Greeks and foreigners — being published are fo-
cused on regional variants and devoted to local traditions.*

At the end of the nineteenth century and during the first decades of
the twentieth century, folklore studies in Greece were under the pre-
dominant influence of Nikolaos Politis. The father of research on Greek
folk traditions in 1883 introduced the Greek term for “folklore,” laogra-
fia (\aoypagia), that was officially used from 1909, the year when the
influential periodical Laografia was founded by him, and also the first
year of the Greek Folklore Society (EAAnvikr Aaoypagikn Etatpeia).”
However, it was the publication of his well-known Selections from the
Songs of Greek People (ExAoyai amd T Tpayotvdie Tov eAAnvikod Aaodv)
in 1914 that became a real milestone for the next generations of folk-
lorists, as well as for Greeks who, until now, regard it as the most au-
thoritative point of reference, especially in school education.’® It may
sound astonishing that - although Politis’ collection is composed by
the methods of compilation and conflation of all collections of folk
songs existing until that time - after a century it is still a valuable and,
for most educated Greeks, a unique source of knowledge about Greek
folk songs.

The twentieth-century folklorists continued focusing on regional
oral material, increasing their interest — as Beaton notes — in the per-
formed oral text.** The enormous abundance of published collections

8 Beaton 1986: 116. Politis A. 2011: 256-257. Ibrovac 1966: 213-214.

* Politis A. 2011: 257.

%0 Alexiou 1984-1985: 14. Avdikos 2010: 159. Nikolaos Politis knew he had used the
term that occured in Hellenistic times in a completely different meaning, in reference
to the tax the Egyptians had to pay. Kyriakidou-Nestoros 1978: 152. See also Puchner
2009: 117 ff.

1 As for Politis’ contribution to folklore studies, see especially Herzfeld 1982:
97-122.

> Beaton 1986: 116.

% For more on the comparative method of Nikolaos Politis, see the especially
detailed analysis by Kyriakidou-Nestoros 1978: 99-110. See also Puchner 2009: 138.

> Beaton 1986: 116.
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during the twentieth century makes it impossible to enumerate all the
most important ones that I allude to in the present book. However, some
excellent editions that are worth mentioning and which turned out to be
very useful for the subject of this study were, among others: the collec-
tion by the Academy of Athens (EDT 1947), the collections of folk songs
from the Mani Peninsula by Pasayanis (1928) and Kougeas (2000), the
magnificent edition of mirologia by Saunier (1999) and from the new-
est Matsinopoulos’ collection of songs from South-West Peloponnesus
(2008) or Sklavenitis’ mirologia from Lefkada (2012).

Nowadays, except Politis’ slightly outdated selection of folk songs,
there is no official and up-to-date collection encompassing all the previ-
ous regional variants of songs. It has been postulated lately that a mod-
ern corpus of demotic songs should be created, including their new
classification, taking into account the diachronic aspect and different
variants of a particular song to show its development or, for instance,
based on thematic criteria.”

2. Mirologia and the songs of the Underworld and
Charos

Until now, any cohesive attempt to classify demotic songs was not fully
successful and there have been many different approaches according to
the chosen criteria. Usually, the folklorists or researchers of oral liter-
ature do not agree with each other as regards the proposed categories.
Thus, the classification taken by Politis in his Selection... based on four-
teen groups of songs [historical (toTopwkd), klephtic (kAé@Tika), acritic
(axprtika), ballads (mapadoyég), songs of love (tng ayamnng), wedding
songs (vugatika), lullabies (vavapiopata), Christmas carols and Easter
songs (kdhavda, Paitika), exile songs (tng evitiag), dirges — mirolo-
gia (popohdyta), mirologia of the Underworld and Charos (potpoAoyta
Tov Katw Koopov kat tov Xdpov), gnomic songs (yvwpikda), work
and country (Vlachic) songs (epyatikd xou BAaxwka), and satirical

5 Politis A. 2011: 323-340. First published as a paper in the periodical Ariadni,
t. 9, Rethymno 2003, 181-188.
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(mepryehaoTika)], is commonly accepted, but if we compare it with the
other ways of classification, it differs significantly.*

Without entering into detail concerning the question of the classifi-
cation of demotic songs, especially as it is not the subject of the present
book and will not be helpful in my investigation of the personality of
Charos, it is worth underlining here that, from all the above-mentioned
groups, the mirologia (funeral laments, dirges) constitute a separate
group characterized by unquestionable uniqueness and lyricism.”

The mirologia songs and, generally, the ritual aspects of death and of
lament songs, as well as their socio-cultural context, have been subject
of countless studies, in particular those by Alexiou (1974),® Danforth
(1982), Seremetakis (1991), Gail Holst-Warhaft (1992), Saunier (1999),
Psychogiou (2008) and lately Haland (2014).

As Alexiou proves using historical and linguistic analysis of the term,
mirologia (nolpoloyia) have their origin in the word moira (poipa) and,
according to her, probably some phrases known even from the Homeric
poems, such as moiran lego/katalego (poipav Aéyw/kataléyw), gained
a new meaning, when simultaneously Moira became a goddess respon-
sible for man’s death. What initially meant “song to fate” changed its
meaning into “lament song” because of the confusion concerning the
terms myromai (popopan) and moira. According to her, the term mirolo-

% For instance, Stilpnon Kyriakidis’ well-known classification is based on general
criteria and contains two groups of songs: narrative (Suyynuatikd) and proper songs
(kvpiwg dopata). Politis A. 2011: 327. Kyriakidis, although he opposed Politis for his
archaeological method and wanted to distance himself from the historical methodology
in favour of functionalism, in fact he failed, accepting the idea of continuity. Avdikos
2010: 163. On Kyriakidis, see especially the thorough analysis by Kyriakidou-Nestoros
1978: 111-147. Guy Saunier’s classification is based on chronological distinction. He
divided the songs according to the thematic content as: archaic, old, newer, recent and
modern. Politis A. 2011: 53-54. Dimaras divides folk songs into three main categories:
1. songs related to human life (mov avagépovtar otnv avBpwmvn {wn), 2. historical
songs (lotopikd), 3. ballads (mapaloyéc). Dimaras 1987: 9-10.

7 Borowska 2008: 78. It has been noted that the Greek villagers usually do not
classify dirges as songs (tpayovdia). Herzfeld 1982: 45.

% In the course of the book, I allude to the second edition revised by
D. Yatromanolakis and P. Roilos, published in 2002. Here I mention only some of them,
the most important ones, with the other ones appearing in the subsequent parts of the
present study.
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gi is thus deeply rooted in antiquity and, at least from the Hellenistic
times, has been used in the modern meaning.”

It is noteworthy that the term mirologi is general and may encom-
pass different groups of songs relating to, among others, departure from
home, those leaving their country or changing their religion and mar-
ry.%° The mirologia for the dead, which constitute some of the material
of the present study, are the laments sung by women by the coffin as
well as the tomb.®' They are improvised by professional mourners, using
the techniques of oral formulas and an organized compositional scheme
and usually praise the dead in the third person, address the dead by their
name or take a form of long dialogues.”” In some cases, it is the dead
speaking about their death and present condition in the Underworld.
Mirologia cultivated in the Mani, the region where they are extremely
popular, have a special character.®® The songs sung not in the common
fifteen-syllable “political verse” are different in character in comparison
with other Greek dirges and contain a lot of details concerning the life
of the dead.**

As T have already mentioned, Nikolaos Politis specified a special
group of mirologia that he called “mirologia of the Underworld and
Charos” (potporoyta tov Katw Koopov kat tov Xdapov) treating them
as a separate category not only of mirologia but also of all songs. Politis
rightly felt that the songs are different from the rest of mirologia, but did
not have any idea how to classify them due to the fact that they allude as
well as the other lament songs to the eschatological sphere, although in
a completely different way. They very rarely contain any allusions to the
particular dead, it is Charos that plays the main role in them and they
usually have a narrative character. They have a lot of common features
with the songs belonging to the acritic cycle - especially those related
to the death of Digenis - or the long narrative ballads. As Alexiou adds,

% Alexiou 2002b: 110-118. As for the explanation of the term, see also Hutter, Sike:
1979: 59.

%0 Alexiou 2002b: 118-119.

ol Politis A. 2011: 32-33. Hutter, Sikke 1979: 59.

62 Alexiou 2002b: 122-124.

% Politis A. 2011: 33. Hutter, Sikke 1979: 60.

% Politis L. 1973: 87.
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some fragments of such long compositions might have been assimilated
into more recent ritual laments.®®

It is noteworthy that the figure of Charos generally does not play
a significant role in mirologia and does not appear in most of the songs.
Thus, it would not be groundless to think that, perhaps, originally he
might have belonged to another group of songs and was later adapted
by mirologia and absorbed, mostly as a synonym to personified death
as well as the ruler of the Underworld, by folk imagination and became
a component of ritual laments. The problem, obviously, is highly com-
plicated due to the fact that we do not possess, with some extremely rare
exceptions I have already alluded to, the texts of demotic songs older
than the nineteenth-century collections.

Nikolaos Politis’ idea that the songs of Charos should be approached
differently was not his invention, but it also appeared in older collec-
tions of folk songs both of foreign and Greek authors.

In Passow’s Popularia carmina Graeciae recentioris (1860) we find
a group of mirologia (Myrologia. Carmina composita a feminis mortem
propinqui lugentibus, pp. 257-288) as well as songs he entitled O Xdpog
(Carmina quibus Charon omnes mortales superans describitur, pp. 289-
310). Similarly, Chasiotis in his collection of demotic songs from Epirus
(1866) differentiates these two groups, giving them the titles Tov Xdpov
(pp- 167-171) and MvpoAéyie (pp. 172-185), although in this group he
incorporates, for instance, a song entitled by him Of Charos and of Earth
(Tov Xdpov kar 4G yys, p. 180).

Bernhard Schmidt in his well-known collection of folk songs trans-
lated into German, Griechische mdrchen, sagen und volkslieder (1877)
follows the same scheme, classifying separately Myroldgia im engeren
Sinne. Eigentliche Klagenlieder (pp. 150-159) and Lieder von Charos und
der Unterwelt (pp. 158-181).

Twentieth-century collectors generally continued such a classifica-
tion, separating the songs of Charos from the rest of mirologia, with
some peculiarities. In the Ioannou collection (1966), The Songs of Cha-
ros (Ila To Xépo, pp. 387-141) follow the Dirges for the Dead and Their
Fate (Opnvor yia 10 vekpd ko 1 poipe Tov, pp. 323-369) and precede

% Alexiou 2002b: 126.
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the songs he classifies as a separate group of mirologia as Of the Un-
derworld (Ila Tov Kétw Koouo, pp. 415-451). Petropoulos in his sec-
ond volume of Greek Demotic Songs (EAAnviké dnpotikd tpayoddia, T.
B’, 1958-1959) entitles the whole group Mirologia and songs of Cha-
ros (Motpohdyla kat tpayoddia tov Xdpov) differentiating the fol-
lowing subgroups: 1. Dirges for the dead, dialogues (®pnvot ywa 10
vekpo, Stdhoyot), 2. Mirologia for particular persons (Motpohdyla yia
optopéva mpoowna), 3. Laments of the dead for departing, for the hor-
rors of Hades (O8vppoi tov vekpov yla To Xwplopo, yta tov Adn ta
dewva), 4. Allegories, similes (AMnyopieg, mapopotwoelg), 5. Of Charos
(Tov Xdpov), 6. Mirologia from Mani (Motpohdyta tng Mavng). Theros
(1952) distinguishes three categories: 1. Songs of Charos (Xapovtikd),
2. Mirologia from everywhere (MotpoAdyla and mavtov), 3. Mirologia
from Mani (Mavidtika potpoloyta).

In more recent collections of mirologia, the tendency to use more
elaborate categorization continues.*® Matsinopoulos, for instance, pro-
poses in his collection of mirologia from Trifylia in South-West Pelo-
ponessos (2008) the following classification, based on six subgroups:
1. Of departing and farewell (Tov Amoxwpiopod-Amoxaipetiopov),
2. Of solitude of the house (Tng pova&iag tov omtiov), 3. Of memori-
als and the grave (Twv pvnpoovvwy kat Tov tdov), 4. Of Charos and
Charissa (Tov Xd&pov kat tng Xaptooag), 5. Of the Underworld (Ia tov
Ké&tov Koopo), 6. Different mirologia (Motpohdyta Stagopa, un dAAwg
Tagvopovpeva).

In some cases, the attempts of the collectors seem odd at first sight
and not quite understandable, like in Sklavenitis’ collection from Lefka-
da (2012), where he distinguishes from the rest of mirologia the songs
“of housewife” (tng voikokvpdg) and “of mother” (tng pavag), placing
the songs of Charos among the other non-categorized group.

As we have seen from the above survey of the songs of the Underworld
and Charos and their place in the corpus of demotic songs, there is a lot
of confusion and uncertainty as to where exactly they should belong.

% An interesting simple attempt at categorization can be found, among others, in
a French paper, where the authors propose three groups of mirologia: adapted to the
age of the deceased, more personal ones and, lastly, the songs of Charos (in their paper
always as “Charon”). Hutter, Sikke 1979: 59.
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Remarkably, the figure of Charos may appear in every group of mirolo-
gia, not necessarily in the class of songs restricted to him. Thus, in order
to attempt to sketch any convincing characteristics of this enigmatic and
ambiguous person belonging to folk mythology, it is indispensable to
use the whole range of mirologia in which he appears, in some specific
cases also including the songs not categorized exactly as lament songs
or the songs of the Underworld and Charos, but, for instance, also acrit-
ic songs, where a well-known motif of fighting with Charos-Death ap-
pears, which I ventured to do in the present book.””

It is also extremely important to underline the fact that, due to ob-
jective reasons, the research of the songs of Charos cannot take into
account the diachronic aspect of folk tradition. There is no possibility,
besides some sparse exceptions,® to trace the development of demotic
songs before the nineteenth century. Thus the chronological aspect of
approaching the songs in which the figure of Charos appears is rather
excluded. That, of course, does not mean that they do not contain any
features indicating their older origin, nor that some characteristics do
not betray earlier cultural layers, especially concerning the imagery and
mythological aspect, which I also attempt to elucidate in my investiga-
tion of the enigmatic figure of Charos in demotic songs.

¢ Due to the abundance of others sources belonging to folk literature in which the
figure of Charos appears, especially folk tales, I decided to confine myself only to demot-
ic poetry. The other reason for excluding the Charos of folk tales in the present book is
that his person, in most cases, generally differs a lot as regards the characteristics of his
image occurring in folk songs.

% The earliest folk songs we have are two manuscripts with the song of Armouris,
one from the fifteenth century, the other dated 1461. From that time until the end of
the Ottoman period in the early nineteenth century, the evidence we possess, except
Bouvier’s seventeenth-century manuscript I have already mentioned, is very scarce.
Beaton 2004: 82-86. Significantly, it is impossible to decide when most of the folk songs,
regardless of their origin, collected in the nineteenth century were composed. Burke
1978: 21.






Chapter Il

REPRESENTATIONS

1. The Underworld of demotic songs

In the eleventh book of the Odyssey, Achilles’ surprised psyche asks Od-
ysseus: “How didst thou dare to come down to Hades, where dwell the
unheeding dead, the phantoms of men outworn” (nd¢ €tAng Aidoode
Kate Oépey, EvBa Te vekpol/ appadéeg vaiovot, Ppot@v eidwAa Ka-
povtwy, Od. 11, 474-476).% Achilles’ speech expresses more about the
condition of human afterlife existence in Homeric poems than any other
fragment in both epic stories. The hero, unconquered in the Trojan War
and now deprived - as any other ghost in Hades - of conscience and
memories before drinking a drop of blood, disillusions his interlocutor
as to the merits of death. He would prefer to be “the hireling of another”
and live a modest and poor life rather than “to be lord over all the dead
that have perished” (BovAoiuny k’ éndpovpog éwv Onrevépev dAlw,/
&vdpi map” dkAipw, @ pn Piotog moAvg €in,/ fj Moty vekbeoot katapOL-
pévoloty dvaooety, Od., 489-491). In fact, in Homeric poems the vision
of the afterlife of an individual is completely hopeless because, accord-
ing to archaic Greek representations, the world of the dead is not a place
of punishment, nor reward, as it is in later Greek eschatology. At this
early stage of Greek thought, human souls are just shades of the living
wandering aimlessly on the asphodel meadows through the darkness of

% Homer, The Odyssey with an English Translation by A.T. Murray, text accessible
on: http://www.perseus.tufts.edu/ [17.04.2017]. The present chapter is a shortened
version of my paper: Bzinkowski 2011b.
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the lower world.”” However, an attempt to see a coherent eschatological
system in a poetic vision is an arduous task, as the elements constituting
the afterlife of an individual are not only veiled and incoherent but, in
most cases, even exclude each other. Still, we are not able to discern if
the epic vision reflects the popular eschatological beliefs of the people
living in the archaic period and earlier, or if it is just a poetic concept
devoid of convincing parallels in reality.”!

Nevertheless, such a sullen and gloomy lot of every man is not a Hel-
lenic nor Homer’s idea, but contains traces of archaic thinking. If we
closely compare similar ancient epic texts from the Middle East, we will
find the same obscurity of the eschatological vision as well as the same
beliefs regarding the afterlife of an individual. For instance, in the epic
of Gilgamesh, the story known among the Sumerians and later adopted
by Akkadians, the Netherworld (known as Irkalla, Aralu or Kigal) is de-
picted as a “house of dust and darkness” whose inhabitants eat clay and
are clothed in bird feathers.”” In another myth, one of the most famous
ever, about the descent of Inanna (Assyrian Ishtar) into the Underworld,
the formula significantly underlining the conditions of those who dwell
in the darkness of the Netherworld appears: “Don’t let your precious
metal be alloyed there with the dirt of the Underworld””* The element of
“dust,” “dirt” and “clay” is also a characteristic of the conception of Sheol,
the earliest notion of the afterlife in Jewish Scriptures, in Greek trans-
lations of the Bible rendered always as “Hades™* - the term that has
a long-established tradition in the Christian religious texts, including

» «

both Testaments in which it occurs in the sense of “abyss,” “a bottomless

70 T use alternatively the following English synonyms for “the abode of the dead,
namely for the place where the “soul” is believed to go after death: the Underworld, the
world below, the Netherworld, the lower world, the other world. They correspond in
a way with Modern Greek equivalents.

' Sourvinou-Inwood 1995: 107.

72 Zaswiaty... 1999: 65-66; Bernstein 2006: 20.

7 English translation is available on: http://www.piney.com/InanasDescNether.
html [17.04.2017].

7 Imean here the Koine Greek version of the Bible translated between the third and
second century BC in Alexandria, known as the Septuagint. The New Testament authors
continued this method, thus joining the Jewish and Greek tradition. See Bernstein 2006:
171. Tromp 1969: 85-91.
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pit” and thus of “Hell” itself.” Like the Homeric Underworld, Sheol is
a place for everyone, regardless of life’s deeds, it is morally neutral, ex-
actly like the Babylonian lower world.” The difference between the two
traditions is visible in the characteristics of the world below. In Jewish
tradition, Sheol is described as an abyss in which all the dead, now being
merely weak shadows exactly like in Homeric poems, end up. Often it
is compared to a cistern, a water basin or a well”” and thus the concept
seems to underline rather the cavity of the Underworld, depicted as an
indeterminate hole. Anyhow, the concept of “neutral death,” according
to which all the dead remain in half-life without reward or punishment,
had developed long before the Homeric poems were composed and had
been handed down in oral tradition. From the Mesopotamia of the 3™
Millennium before Christ, the concept permeated into classical antiqui-
ty through the Persian culture.” The later idea of “moral death” devel-
oped in Greek colonies in Sicily under the influence of Pythagoras and
was passed on to Greece.

7> Anagnostopoulos 1984: 269-274, where he provides in the references a detailed
list of occurrences of the word “Hades” in the Old and the New Testament. For more on
the conception of the Beyond in the Old Testament in comparison with other ancient
Semitic texts, see detailed studies by Tromp 1969 or Johnston 2010. According to them,
the word “Sheol” more frequently occurs in poetical and wisdom literature, such as
Psalms, Proverbs etc., than in historical books. Moreover, we don’t know how the term
is related to the Accadian word “hursan,” meaning “the place of ordeal,” nor when it was
introduced in Israel or if the Israelites had the conscience of its original meaning. Tromp
1969: 21-23. It is also worth noticing that the Israelites were rather not interested in the
afterlife beliefs and concentrated more on their relation with Jahwe in the present rather
than on speculation about life after death. See Johnston 2010: 83-84.

76 There is no detailed and coherent representation of Sheol in Testament literature
and an attempt to reconstruct it is difficult because of the language by which it is
described. See Bernstein 2006: 171; Zaswiaty... 1999: 213-214. The scenery of Sheol in
the Old Testament, except the all-surrounding darkness as a dominating feature, also
encompasses such elements as: impetuous rivers, the border mountains, the desert, the
ocean. See Tromp 1969: 129-151; Johnston 2010: 85 ff.

77 Bernstein 2006: 174, cites the idiom jérdé bér, which means “these who descend
to the grave” — a metaphorical expression for “to die” The word bér has associations with
a pit, a hole, a cistern or even a dungeon. In many Psalms the dead are regarded “to have
descended to the cistern” (Ps. 28, 1; 88, 5; 143, 7). See Zaswiaty... 1999: 213.

8 Bernstein 2006: 15-16.
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One of the main features of folk culture is “double-faith,” in other
words a harmonic coexistence of pagan beliefs with Christianity.” In the
case of Greece, as attested by ethnographic material gathered in rural
societies, especially in the nineteenth century, we are dealing with the
world of Christian beliefs, namely the legacy of the Byzantine church
on one hand, and, on the other, Greek-Roman elements deeply rooted
in the Hellenic ground since ancient times.* These two parallel worlds
that mostly used to exclude each other - similarly to the two languages
that were used throughout centuries: the learned and the spoken Greek
- still coexist in demotic songs, which I shall show subsequently.

The Underworld, according to the most archaic ideas concerning the
cosmological picture, is situated at the lowest of the three levels of the
world, below the earth and the highest level, the sky.®" Such a tripartite
image characteristic of the Indo-European vision of the world preserved
in the Christian concept of the New Testament is, however, influenced
by ethic valuation - the Underworld becomes a place under the power
of Satan and is described as a place of punishment and suffering of the
souls of the dead.®* Anyhow, we deal here with the vision of the world of
the dead within a pair of oppositions — down/up and the Underworld/the
sky.® Folk culture, regardless of the Christian vision of the world that
inevitably dominated the pagan one, retained the pre-Christian con-
cepts concerning the place where the soul heads after death. If, for in-
stance, we look at Russian lament songs, the destination of the soul is
completely uncertain and obscure, which is reflected in the names of
that place: in the Old Russian beliefs it is bezvestnoje, nevedomaja strana

7 The first time the term dvoviria (0sosip’s) was used by Thedosius of Kiev
(Peomocmit Ileuepckuit) with reference to the process of peacefully coexisting elements
of Christian and pagan beliefs in the conscience of Russians. See Riasanovsky 2005: 28.
The “double-faith” is by no means original for Greek folklore, it is common to all areas
inhabited by Slavic peoples and is vital especially among the Eastern Slavs. See Strimska
2005: 209-215.

% As for the coexistence of the elements of Antiquity and Christianity in
Byzantium see Constantelos 1966. An interesting excerpt: Byzantine and Ancient Greek
Religiosity is accessible on: http://www.myriobiblos.gr/texts/english/Constantelos_3.
html [11.05.2017].

81 Stownik stereotypéw i symboli ludowych, t. 1, 2, 1999: 465.

82 Stownik stereotypéw i symboli ludowych, t. 1, 2, 1999: 466.

8 Bylina 1999: 20.



Representations 35

(unknown land) or ¢uZaja strana (strange land)* and similarly the road
waiting for the dead is unknown and distant. In one of the dirges, the
soul of a newly dead girl is described as soaring za oblacki, za chodiaccii,
k krasnu solnysku (beyond the clouds, beyond the known paths, into the
beautiful sky). In many languages, there is a widespread occurrence of
the name of the place where the soul goes after death connected with
the folk belief that it constitutes a parallel world, situated somehow in
opposition to this world and thus dividing the dead from the living. It is
usually called the other world, that world, like in Polish - tamten swiat,
drugi swiat*® or Macedonian onoj svet (oHoj céem) as an opposition to
this world - ovoj svet (060j ceem).’

The Greek other world is more specific, which is confirmed by the
names that in a way preserve, as I have already remarked, the archaic
ideas concerning the afterlife beliefs. One of the most common names
of the world of the dead in Greek demotic songs is still the Ancient
Greek “Hades” (o Adng), now meaning only a place, not the God of the
Underworld, depicted as sunless (aviAtayog) and absorbing all the dead
regardless of their deeds in life. This eschatological concept of “neutral
death,” as I mentioned above, has nothing in common with Christian
beliefs as there is no hope for a man who is just a prisoner and shares

#  Bylina 1999: 14 f. The reconstruction of the pre-Christian Slavic beliefs
concerning the place where the souls of the dead were gathered is an arduous task.
The conclusions resulting from the research do not allow us to think that there was
one dominant Pan-Slavic belief regarding the afterlife. Among many theories, we can
suppose that the other world was situated probably beyond the waters dividing the two
worlds and later was called Nawie (old slav. *naws) meaning “dead” or “the world of
the dead” There is also a well-known archaic Slavic belief that the souls were pastured
on a meadow by the God of the Underworld, among others, and fertility, Veles (Velesa,
Voloss bogw). See Szyjewski 2003: 76 f.; 206 f.

% Przymuszata 1999: 107. The most common synonyms of the verb “to die” include
in Polish the component of “the other world™: pojecha¢ na drugi swiat, péjs¢ na tamten
$wiat (go to the other world, go to that world).

8 Zadrozynska, Vrazinovski 2002: 58, who describe the funeral rites in the village
Jablanica in Macedonia. While carrying out the dead from the house, the housekeeper
puts for a while a piece of bread at the feet in the coffin and later treats all the members
of the household to it. It is believed that this piece of bread is “for the soul of the dead
so that he would not miss it in the other world” (za dusa na umreniot da mu se najt na
onoj svet).
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the lot of all the dead.”” Such a vision, analogous to Ancient Greek rep-
resentations and ideas concerning the afterlife, especially in the Homer-
ic epic, permeates all Modern Greek folk songs and is very rarely com-
pleted by the elements of Christian beliefs.*

According to folk belief, as we read in one of the folk songs, the Lord
has created the world and has ornamented it, however, he did not equip
it with three significant things: a bridge over the sea, the chance to re-
turn from Hades and a ladder to Heaven:

O Kvpiog ékayle T yn k' €é6TOMOE TOV KOGUOV

pa povo tpia mpapata Oev EMepye GTOV KOOUO:

yro@Upty £1g T BdAacoa kat yayeppo ‘g tov Nadn

Kal OKAAQY €16 TOV 0vpavo va mxaivov va yayépvov. (Politis 176)

The Lord created the earth and ornamented the world

yet he did not send to the world three things

a bridge over the sea, a return from Hades
and a ladder to Heaven, so that people could go to and fro.%

Although there is a sort of ladder or stairs () okaAa) to the Under-
world, it is obviously a road of no return - the idea that reiterates in
many lament songs, like in this one, where a mother tries to dissuade
her daughter — who is certainly about to die soon - from going down the
stairs because she would never come back:

IMapakalw o€, KOPN HOV, TN OKAAa [N KATEPNG,

ytati oav trve katePnig, Sev Ba tnv EavavéPng. (EDT 168)

I beg you, my daughter, don’t descend the stairs,
because if you go down, you will never go out again.

According to the dualist and, we could even say, vertical, folk world-
view, the place of the dead is a somehow reflected picture of the world
above that resounds in other Modern Greek names of the place, such
as: 0 Kdtw Koopog (the world below or the Underworld) or o Kdtw
I'g (the earth below, the under earth). The road of all the living leads to
Hades, which is simply described as “mukpdg” (bitter) — one of the key
words used to characterize the Modern Greek Underworld (EDT 146),

8 Mavrogordato 1955: 43. Borowska 2008: 78.

8 Anagnostopoulos 1984: 269-271. He also gives a solid analysis of Christian
motives in demotic poetry, see p. 320f. See also Dawkins 1942: 145-147.

8 All translations from Modern Greek into English are by the author.
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reflecting not only the popular beliefs concerning the conditions of af-
terlife existence, but rather the feeling of the living after bereavement,
like in this song, where a mother complains to her dead child:

Eov, moudi pov, exivnoeg va mag ‘g tov Katov koopo,

K¢ agrioeg n pavvovla cov mkpry, xapokapévn. (Politis 199)

You, my child, you set out to go to the Underworld,
and you left your mother bitter and bereaved.”

The dead long for the upper world which they had been forever de-
prived of; sometimes they would like to go up there (va’ pBovv otov
[Tavw koopo, EDT 134) like in the touching conversation between Cha-
ros-Death and a young girl who says:

HOV’ He TToVEL 0 TO OTITL oV Kat 0X Tov ATdvw koopo. (Politis 221)
Only I deeply miss my home and the World Above.

The most common phrase used as a synonym of “to die” is méw otov
Kdtw Koopo (I go to the world below, Politis 199, 204, 205). In one
well-known dirge, we come across a comparison of a child or a bride to
the little bird (movAdxkt) lost forever because she has gone to the world
below:

Extég mpoxtég emépaoe va maet ‘g tov Karov Koopo (Politis 204)
Yesterday, the day before yesterday he passed to go to the World Below.

The vision of the afterlife existence in Modern Greek Hades that
dominates in demotic songs is sullen and depressive, it resounds with
the imagery of the Babylonian kingdom of the dead. There is no specific
landscape of the world below, the place is far from defined in a detailed
depiction. The language describing the afterlife reality is very plain and
simple, it is said that the deceased are just under the gravestone, under
the soil, eating dust (kovpviaxtdg),”* which is called “the poison of the
gravestone” (Tng MAAKAG TO QapUAKL):

% Interestingly, the adjective charokamenos (xapoxapévog) used here is related to
Charos and literally means “burnt by Charos” and thus its meaning is “bereaved,” of
those whose relative or friend has just died.

' I'would daresay that the meaning of kovpviaxtdg could be extended to “ashes” In
such a case, it would be an echo of a well-known connection between ashes and dying.
In Polish lament songs there is a phrase equivalent to “to die” - “to go to the death ashes”
(ide w Smiertelne popioty) which could be - as I suppose - a far echo of the pre-Christian
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Ztov KETOV KOGUOV PpioKoVTaL, OTNV TAAKA KAl 0TO XDHA

Kat yevovTat Tov Kovpvlaxto, Tng mAdkag to @appdkt. (EDT 163)%
They are at the World Below, in the grave and in soil

and they taste dust, the poison of the gravestone.

The idea of placing the world of the dead at the bottom of the vertical
structure of the world, according to the folk world view, is expressed in
another name for the Underworld - ta Taptapa — which, beyond all
doubt, echoes the Ancient Greek Tartarus.” However, in demotic songs
itis not simply a name, but a component of the phrase katw ota Taptapa
™G yns (down at the furthest edges of the earth), which is invariably the
first part of the verse whereas the other one is replaceable. Let us look at
examples of the formula with a different second component:

Kétw ota Taprapa g yng, kdtw otov Karovkoopo (Pasayanis 51)
Down at the furthest edges of the earth, in the Underworld.

Kartov ota Taptapa tng yng, ta kpvomaywpéva (Politis 207)
Down at the furthest edges of the earth, the frozen ones.

The picture of a sort of “distorted” world of the dead is also echoed
in the periphrastic names which evoke the idea of “negation” or “denial”
(tng Apvng, TG Apvnotdg), where the dead sleep on the ground and
have soil instead of sheets:

Oa mdw ' TG Apvng ta Bouvd, ‘s TG Apveaotdg Tn Ppion

Kal éXw TNG YNG yla 6Tp@HaTa, 0evTovia éxw to Xwpa (Politis 185)

I will go to the mountains of Denial, the founts of Denial
the earth will be a mattress for me, the soil a bed-sheet.

“The Mountains of Negation/Denial” (dpvng Povvd) that we come
across here become, in different variations of the same idea, “fields” or
“places” of negation (apvnotag pépn/kdumor)’ as well as “gorges,” “dales”
(Aaykada, Politis 184; Pasayanis 15; 17), or “springs” (ppvon, Politis
233). The world below is a negation of the world above, for here “the

custom of burning corpses. See Sfownik stereotypéw i symboli ludowych, t. 1, 1 1996:
pp. 329-338.

% See also Politis: 185 with the same formula slightly modified: kot yevopat Tov
KOVPVLAXTO, SEMVAW Ao TO XWUA,/ KAt TTiVW TWPLOGTANKXTO TG TAAKAG TO QAPHAKL.

% See Hesiod, Theog. 722-726. nehwpng €oxata yaing (731). See also Hom. I1. VIII,
13-16. paBiotov v1d XBovog éott Pépebpov (14).

*  Anagnostopoulos 1984: 270.
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white ones become black” (ot dompot pavpot yivovtal, Pasayanis 12)
and the dead, though they were close friends, seem to not recognize
each other at all, “deny” (apviovvtat) each other,” like in this lament
song, where a mother and her child negate each other:

ITya g g Apvng ta fouvd, ‘¢ Tng Apvng Ta Aayykadia,

T apviétat n pavva to rawdi, kat to maudi T pavva,

T apVELOVTAL Kal TAVTpOyvva Kal TAd Sev avtapdvovv. (Politis 184)

I went to the mountains of Denial, to the ravines of Denial,

where a mother denies her child and a child its mother,
where couples no longer meet each other.

Thus, the folk picture of the Underworld that emerges from Modern
Greek dirges evokes the idea of oblivion deeply rooted in the escha-
tological beliefs of many European traditions, bringing to mind once
more the archaic way of conceptualizing the Netherworld we find in the
Homeric depiction of Hades, where the souls are deprived of conscience
before they bring a drop of blood. According to this belief, a man after
death plunges into forgetfulness, which can be understood in two ways:
he loses the bonds with the previous life or he is forgotten by the living.
Such a conviction is attested to by another group of names of the Mod-
ern Greek Underworld, resembling the Ancient Greek river of forget-
fulness, Lethe (Ar0n), the waters of which allowed the dead to forget
their memories from life.* The variety of names following this idea cir-
cles around the semantic field of “oblivion,” “forgetfulness” (Anopovid,
aAnopovid, aAnopovn).

There is a significant lament song, where a child addresses his/her
father, asking him if he sees “that mountain over there that is the highest
of all” (exeivo to Povvd, TaAAo Yo dev évar) — the formula recur-
ring in countless songs, especially ones about Charos. The description
of the landscape that follows brings the idea of the passage into the Un-
derworld through oblivion. At the foot of the mountain there is a cold
spring from which the sheep drink and forget about their lambs, their

% Dawkins 1942: 143.

% The memory of a “border water” was quite long alive among the Eastern Slavs. In
Russian folklore it is preserved in the significant name of the mythic river - zabyt’ reka
(the river of oblivion) - the dead, after crossing it, forget about the world. The water was
both the border and the junction - it allowed the communication between the living and
the dead. See Bylina 1999: 16-17.
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flocks and the world. The father also drank from the same spring and
forgot about his children and his empty house:

To mivovv dypra mpdPata ki’ aknopovay Tn oTpovyKa,

TO TIVOLV Kot Ta pepa kI aANOUOVAY TOV KOGHO.

To "mueg kot ov, matépa pov, kau Sev Eavabupdoot

kat 8g Bvpdoat Ta madid, to épnpo to onitt. (EDT 167)

It is drunk by wild sheep and they forget about their flock,

it is drunk by livestock and they forget about the world.

It was drunk by you, my father, and you no longer remember
you don’t remember your children, your desolate house.

Moreover, according to Greek phraseology the dead are “locked
down in Oblivion” where they are given keys while entering but not
while they are trying to go out, where the houses are dark, the walls are
covered by cobwebs” and all the people are mingled together, which is
illustrated by this lament song of a mother and her dead daughter:

Kopn pov, oe khetdwoave katw ‘g Tnv AAnouovn

ITov 'g to pma Siyovv ta kAetdid, ‘g o éBya Sev ta Siyouv [...]

Exei v’ Ta omitia okoTelvd, oL Toixol payviaopévol,

Exei peydhot kat pkpoi eiv’ avakatepévol. (Politis 206)

My daughter, you have been locked down in Oblivion,

where, if you enter you are given the keys, while you go out they are not |[...]

There the houses are obscure, the walls cobwebbed,
there the significant and the insignificant ones are mixed up.

The motif of cobwebs as characteristic elements of the landscape of
the realm of the dead appears in another commonly used periphrastic
name of the Modern Greek Underworld, apayviaopévn mhéka (cob-
webbed gravestone) or apayviaopévn métpa (cobwebbed stone).”® Such

7 Mavrogordato 1955: 46 cites a conventional phrase used to describe the tombs
that we come across among others in “Erotokritos,” a romance written in the Cretan
dialect in the early seventeenth century — Apayviaouéveg ITopteg (cobwebbed doors).

% According to the folk view of the world, especially in Slavic folk tradition, the
stones are situated on the borders of the worlds, far from the places inhabited by men.
They symbolize, among others, the centre of the world or the place of passage from one
to another state/world. There was also a common belief that the souls of men could
incarnate into the stones and, as a result, people put them onto the graves. The same
applies to the marbles referring to the other world and connected inseparably with the
graves. See Stownik stereotypow i symboli ludowych, t. 1, 1, 1996: pp. 349, 438. Polish
lament songs have a frequent motif of a large stone, a grave boulder - gtaz grobowy, for
instance: Zegnam was mili przyjaciele, mnie czas pod glaz grobowy sciele (I say farewell
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expressions in most cases follow another representation of the Under-
world, deeply rooted in folk conscience, namely the visualization of a fu-
neral as a conviction that we all are eaten by “the black earth” (n pavpn
yn)-* Both names are connected together in a commonly met formula
recurring in countless versions throughout demotic poetry: pavpn yn
10" apayhaopévn mAdka (EDT 137). Charos significantly introduces
himself to a girl who is afraid of opening the door to him: “I am the son
of the black earth and cobwebbed stone” (gipat yog Tng pavpng yng 1o’
apayviaopévng métpag, EDT 152). In another song it is said that Charos
“throws the dead one into the black earth” (‘g tn pavpn yng pe prxvet,
Politis 220).

According to the folk view of the world, the earth (1 yn) is conceived
in a very archaic way, as a mother that gives life and into which life
comes back after death.!® For bearers of traditional culture, the man is
regarded as the son of the earth for whom it is his mother that gives him
peace after death.'”" However, such an attitude is sometimes ambiguous
and the earth is considered as a sort of divine power, a goddess that
receives a man as its food,'” which finds its reflection in various dirges

to you my dear friends, when time is making my bed under the grave boulder). See
Stownik stereotypéw i symboli ludowych, t. 1, 1, 1996: pp. 401-403.

*  About the relationship between the men and the earth in Greek folk tradition,
see especially Alexiou 2002b: 195f. Danforth 1982: 102f,, following Lawson 1910: 388,
also cites an interesting curse “un oe ywvéyetn yn” (may the earth not digest you).

10 Stownik stereotypéw i symboli ludowych, t. 1, 2, 1999: pp. 17-36. Let me quote
a fragment of a Polish lament song that gives an illustration of this conviction: Powracasz
w ziemie, co matkg twq byla, teraz cig strawi, niedawno zZywila (You come back to earth
that was your mother, she will digest you now, she has fed you so far). See Stownik
stereotypow i symboli ludowych, t. 1, 2, 1999: p. 35. Interestingly, we find almost the same
phraseology in a Cretan phrase that should be uttered shortly three times after death,
as Danforth notes: To0T" 1 yng mov &’ €0peye, TovTn Ba oe @det (This very earth which
nourished you will eat you as well), see Danforth 1982: 102.

101 Stownik stereotypow i symboli ludowych, t. 1, 2, 1999: p. 19 f.

192 Psychogiou 2008 in her well documented and extensive study about the rituals
of death and life in Modern Greek folklore regards the periphrastic name podpn yn as
a goddess Mavpnyn, the divinity more powerful than death itself in the personification
of Charos, whom she considers just a guide of the dead (vexpomoumog). Psychogiou
analyses the personality of the all-embracing Mavpnyn referring to the myth of
“beautiful Helen” (tng ‘wpaiac’ EAévng) as a vegetation goddess of death and rebirth.
See Psychogiou 2008: 26 f.
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where the living, though they know it is the natural course of life, com-
plain about the fact that the earth eats everything around, both the birds
and the men:

IOV TPWYEL AUTOVG KAl OTAVPAITOVG, KAl Viag He Ta 0TOAISIa

TpweL Tov pavvadwy Ta matdid, Tovy adepLwv Tadépia,

TIOL TPWYEL KA Ta avTpoyvva Ta toAvayanrpeva. (Politis 175)

that eats the eagles and small eagles, young girls with ornaments,

that eats children from mothers, brothers from sisters,
that eats the couples that loved each other so much.

Another lament song introduces a dramatic monologue of a mother
of a dead ten-year-old child. She addresses her son Kostas and asks him,
among others, if he is not bored with sleeping in the earth and staying
out at night in the black earth:'*

ITeg pag, dev efapébnieg oto xdpa va koaocat;

ot pavpn yn va §evuytag, Sixwg va pag Bvpdoat; (EDT 159)

Tell us, aren’t you bored of sleeping in soil?
To stay up all night without remembering us?

The last group of names of the world of the dead, or rather the phras-
es embodying the idea of the folk afterlife beliefs that I intend to out-
line here, includes the folk conviction that the Underworld is a domain
of Charos, who has absolute power over the souls dwelling there. The
land of Death is called correspondingly to the part of the kingdom he
possesses or is actually building and, thus, makes a sort of rhetoric pars
pro toto as, of course, it represents the whole property of Charos. The
phrases describing the world below are connected with a well-known
motif of the songs of Charos that we find in various versions, where he
builds something, usually a palace (to malaru), seraglio (to capat), tent
(n tévta), tower (o MOPYog), or garden/orchard (to meptPoAL), using as
a material the corpses of the dead of a different kind."*

Interestingly, the idea of a garden of Death in some demotic songs
becomes altered by substituting the name of Charos by the name of
the Underworld and turns into “the garden of Hades” (otov Adn to
neptPoA, Pasayanis 1; 50). Moreover, in a song from Cyprus “the gar-

19 As for the motif of the personified Black Earth, see below the chapter “Charos’
wedding”
1% See below the chapter “Charos the builder”
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den” (to meptBoAL) is replaced by “the gardens of Charos” (otov Xapov
toug una&édeg, EDT 140). The same word for “garden,” of Turkish origin
- pnaég (bahge), is used in a song included by Pasayanis in his collec-
tion, with a slight but very significant and astonishing difference. The
landscape of the depicted scene turns out to be the coast, the seashore,
where a garden stretches with lemon trees (ket "vat pra&ég pe Aepoviée,
Pasayanis 42), and where in the middle of it one can find a cold spring
into which “Go there to shave yourself, go there to change yourself”
(Exel va ag va §ovproTeig, ki ekel va mag valla&ng).

The enigmatic picture that emerges from that song at first glance is
- as I suppose - a variation of the above-mentioned idea of the land of
oblivion closely connected with the river of forgetfulness that is known
from Ancient Greek myth, repeated subsequently and established in
Roman mythology.'” In this sense, the “change” expressed in the last
verse is a symbolic passage to the other world by drinking a drop from
the cold spring in the highly unusual gardens at the seashore. The land
of the dead needs not be mentioned literally, it is obviously hinted at in
a way that could be comprehensible and easy to guess for every listener
of the cited song.

Gathering the above-mentioned names of the abode of the dead ap-
pearing in Modern Greek folk songs, we are able to see the conceptu-
alization of afterlife beliefs according to the folk world view. The con-
victions concerning the place where all the souls finally go to, which
emerge from the outlined attempt of linguistic categorization of the
names of the other world, are plainly far from the Christian vision of
heaven and hell that is a characteristic feature of folk culture in gener-
al. However, the Greek case is more specific and differs in comparison
with, for instance, Slavic folk mythology. In fact, the abode of the dead
according to demotic songs is echoed without any doubt in the Ancient
Greek representations of the Underworld, which is confirmed not only
by the names and phrases denoting it, but - more importantly — by the
vision of the gloomy afterlife existence of an individual. The soul does
not wander about looking for its place to rest but goes straight to the
kingdom of Charos-Death, where it stays forever, longing for the upper

195 See, for example, Verg., Aeneid VI 705 and 713 (Animae, quibus altera fato/
corpora debentur, Lethaei ad fluminis undam/ securos latices et longa oblivia potant).
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world that it has been ultimately deprived of, conscious of the fact that
“In Hades and in Black Earth/ there are no feasts and dances” (Ztov Adn
Kkat ot Mavpnyn/ dev eivan yAévTia kaw xopoi, Pasayanis 93).

2. Charos in Modern Greek language

The vitality of the presence of the figure of Charos in Greek culture is
visible not only in demotic songs, which will mainly be presented in the
present book, but also in the phraseology of Modern Greek language.'*
Some fixed phrases reveal the existence of hidden mythological as well
as symbolical thinking characteristic of folk culture.

Generally, as results from the comparison of some dictionaries
of Modern Greek, Charos has become a usual synonym for “death”
— thanatos (Bdvatog) and a common noun to such an extent that it is
written usually in small letter as x&pog, especially in more recent dic-
tionaries.'””

The meaning is extended into “the personification of death”
(Stamatakos, Dimitrakos, Mandala, Charalambakis) or “the angel of
Death” (Stamatakos) and, in one case, the dictionary gives a literary,
metaphorical meaning as “fatal, death-bringing” (Dimitrakos).

Death is undoubtedly personified as Charos in the following exam-
ples and, thus, it is unjustified to write it in small letters as some diction-
aries tend to. Here are some of the most typical and most commonly
used phrases:

a) He appears to be a trap, difficult to avoid, an ambush, which is
expressed metaphorically by the escape from some dangerous parts of
Charos’ body:

yAtwvw/Eepdyw arr’ Tov X&pov ta §6vTia/to aTépa/Ta voxla
escape by the skin of Charos’ teeth/mouth/nails

196 Bzinkowski 2009: 23-24, where I enumerate some of them.

107 Stavropoulos 1996: 965; Babiniotis 2002: 1938, who differentiate Charos as
a mythological figure written with a capital letter from “charos” as a synonym for “death”
(usually personified). See also: Stamatakos 1952-1955: 2895; Dimitrakos 1958: 7803;
Charalambakis 2014; Mandala 2002: 1259. In this chapter I use the spelling always with
a capital letter.
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yAvtdvw kdmotov and ta dovtia Tov Xdpov
snatch somebody from the jaws of Charos

b) Charos appears to be an imminent danger, something extremely
unpleasant that we are not able to get rid of or what we just hate. These
phrases are used about someone we dislike and would like to avoid if
possible. We could paraphrase them as: “I hate him just as I hate Charos
who is going to take me”:

BAénw kdmotov cav o Xdpo/ Tov PAénw oav To Xdpo pov
lit. I perceive him as Charos/ I perceive him as my Charos

TLOTéKEOAL ATIO TTAVW OV oav TO XApo;
lit. Why are you standing above me like Charos?

¢) We find another interesting usage in a phrase describing someone
whose life is very long, which is also very common in other languag-
es, where we can also find a trace of folk thinking about personified
death'®:

tov Eéxaoe o Xapog
lit. Charos has forgotten about him

d) Some phrases are used in reference to someone who is about to
die or has just passed away:

makedw e To XApo = xapomalevw
I wrestle with Charos'”

BAémw To Xapo e T pdTia pHov
Look death in the face; lit. I can see Charos through my eyes

Tov Pprke o Xapog
Charos has found him

Tiye oty mopTa Tov Xdpov
lit. He went to the door of Charos

1% Eng. Death has forgotten him, fr. La mort la oublié, ger. Der Tod hat ihn vergessen,
it. La morte si ¢ dimenticata di lui, pol. Smieré o nim zapomniata.

19 For more on the charopalema motif, see the chapter “Wrestling or playing with
Charos.”
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XTUTNOE TNV TOpTA ToL XAPOL
He knocked on the door of Charos'°

e) We find an intriguing usage of Charos in a phrase used for a per-
son who is indifferent to the consequences of his acts that usually threat-
en someoness life'":

KL 0ToLoVv TtapeL o Xdpog!
And whoever Charos will take!

f) A phrase used jokingly during a party while raising glasses:

va neBavet o Xapog!
Let Charos die!

The trace of permeating the folk view of the world into the language
might also be found in the name of a small owl that uses the name of
Charos: xapomoOAl, namely “the bird of Charos”** According to folk
beliefs, it is a bird presaging death, usually sudden and unexpected.
Charopouli in different ethnographical accounts is an equivalent to
stringlopouli (otpryyhomovlt) and klapsopouli (khaomovAt — the weep-
ing bird)."?

1% The last two examples undoubtedly echo a biblical phrase: the gates of Hades
(Wis 16:13). Interestingly, in Polish translations of the term, “death” appears rather
instead of “Hades”: Krainy Smierci (Mdr 16,13), according to the translation of the Bible
known as Biblia Poznanska.

" Interestingly, the phrase is supposed to have originated in a death game played
by the Greek irregular soldiers called Armatoloi (AppatoAoi) of 1821, similar to Russian
Roulette, which was strictly forbidden by the general Kolokotronis, the leader of the War
of Independence in 1821. http://www.mixanitouxronou.gr/opion-pari-o-charos-pos-
vgike-i-frasi-apo-ena-thanasimo-pechnidi-pou-ekane-exallo-ton-kolokotroni-emiaze-
me-ti-rosiki-rouleta-ke-to-apagorefse-o-stratigos-epidi-chanontan-ilithiodos-polla-
palikar/ [17.04.2017].

12 For more on the role birds play in the eschatology of demotic songs, see my
paper Bzinkowski 2012: 341. I also mentioned Charos’ bird in Bzinkowski 2009: 24.
I attempted to give to yapomovA: the possible Latin and English equivalents identifying
it as Aegolius funereus (Tengmalm’s Owl) or, according to Lawson as Strix aluco (tawny
owl). Lawson 1910: 312. They both belong to the owl family Strigidae which encompasses
a lot of owls that in folk culture are associated with death.

113 Psychogiou 2008: 307; 322; 363.
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3. Charos’ general characteristics

Verbs and verbal phrases

In Greek demotic songs the preference for verb and noun over adjec-
tives is clearly visible and is a characteristic feature of demotic poetry as
a whole. In that sense, Greek folk songs are more narrative than descrip-
tive, they prefer action, movement and specifics rather that descriptions
of the beauties of nature or a detailed characterisation of an object.

Thus, Charos’ main characteristics could be best described by verbs
or verbal phrases, which are used in relation to his person. Generally,
I divided them into some groups following the common conceptual ar-
eas. For obvious reasons, I was not able to enumerate all of them, as in
many cases they appear incidentally and only once.'*

1) to take - maipvw

The verb used most frequently regarding Charos’ activities. Inter-
estingly, we come across it in one of the oldest manuscripts contain-
ing Greek demotic songs, the above-mentioned sixteenth-century col-
lection discovered by Sathas. The fragment seems to be rather gnomic,
similarly to the other passages from that manuscript. It would be risky
to decide definitely that it is the modern Greek Charos it alludes to. Yet
it is worth mentioning, because it contains the expression that will be-
come one of the most frequently used in reference to Charos in demotic
songs:

Q xpovor kat kakoi katpoi, agrte pe va {How,

1 va kepdiow ta moBw, 1) va pe apn o Xapog. (Pernot 1931: v. 512-513, no. 96,
p. 64)115

!4 Such rare examples are “playing dice”: maiet kt 0 Xapog pia {aptd, keivo to vio
va dpet. (Motsios 295 B: 274); “paint the heart™: yioti “ xw pavpn tnv kapdid, Bappévn
pe proytddec./ O Xdpog pov tnv épaye, kot umhio tn Sev Eefaget. (Detorakis 163: 170).
In some cases, we also come across the rare motif of Charos singing: O Xdpog éxatoe
YnAa kat Tpayovdei mavdpla. Anagnostopoulos 1984: 81.

15Tt is noteworthy that in Pernot’s selection from Busbecq’s manuscript there are
no traces of Charos known from modern versions. Another example he gives is also
gnomic: yati yopilw ehevBepog kau Be va pe oxhapwong/ k' éxw kaAlid ovlwvtavov
tov Xdpov va pe dwong. (I walk free and you want to make me a slave/ I would prefer
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Oh years and bad times, let me live,
or I will acquire what I yearn, or let Death take me.

The following examples reveal different usage of the verb maipvw ac-
cording to the object of an action. The cited examples illustrate Charos’
most typical characteristics as someone violent, resolute and unshaka-
ble. It is used mostly:

a) to define someone taken or about to be taken by Charos;

This activity is in some cases regarded as the most significant feature
of Charos, the one without which he could not be called by his name, as
it is explicitly expressed in a dialogue with his mother, Charissa''®:

‘Otav Sev maipvw maidatveg 10” 6tav dev maipvw maidkiovg,

Sev maipvw ta Lwpd maudkid, va kKAaive ot pavvadeg

nwg Ba pe kpdfovv Xapovta, Xapovta mikpapuévo; (Saunier 10, 20, p. 412)
When I don'’t take girls and I don’t take boys,

I don’t take small children to make mothers cry,

How would they call me Charos, Charos the bitter?

Generally, this rapid activity is related to the prematurely dead, chil-
dren and young people:
maipv’ ar’ Tig paveg ta madid, Twv adepelav T adépeua. (Kougeas 75; see also

Kougeas 59)
He takes children from their mothers, sisters from their brothers.

you to give me alive to Charos/Death, Pernot v. 646-647, no. 118, Pipada k6png kat viov:
76). Characteristically, the name of Charos is always translated by Pernot as Charon, in
accordance with the tendency of West Europeans. There is another fragment in Pernot’s
collection that attests to the usage of the verb maipvw in the same context, however,
instead of Charos an angel appears. The passage is also gnomic, because here we have
the young boy talking to a girl who uses a somehow exaggerated comparison: o0
KpaTeig 0T XEPLa 0OV TO TTVEDLUA 0TS (wiig pov/ K’ eloat dyyelog e To omadi va mapng
v yuxiv pov (You keep in your hands the spirit of my life/ and you are an angel with
a sword to take my life, v. 638-639). For angelic imagery, see the chapter below: Charos
and the Angels. In Pernot’s anthology we also find a passage in which it is 8dvatog that
is not personified: va péxe mdpn o Bavatog v wpav omov ot ewda (I wish death took me
the hour I saw it, v. 439-440, no. 77, p. 56).
116 See the chapter “Charos’ family”
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However, there are some exceptions where Charos is not independ-
ent, but it is God’s will that allows or orders him to take someone!":

Kot 0 Xapog otav BovAnBei kat o @edg Behnoet,

TaipVEL TOVG VIoug Eappatoyols, Teg vieg Eeatohopéves. (Kougeas 119)
Charos, when he wants and God wants,

he takes the young boys unarmed, the young girls without ornaments.

Tn {MAeye o Xdpovtag kat maet yia va v tdpet. (Motsios 50, 51, p. 179)
Charos was jealous of her and he went to take her.

O Xdpog pov v mrpeve, dev eival Ao Sikn pov. (Motsios 281, p. 255)
Charos took her, she is no longer mine.

ITov mpeve T0 ylobka ToNg TOV Kahomavtpepévo. (Motsios 287, p. 261)
Who took her son, the one, who was well-married.

Occasionally, this verb appears in the words of someone who is afraid
of being taken by Charos:

KpbOye pe pdva, kphye pe va pn pe tapet o Xapog. (Saunier 18a, p. 52. Similarly:
18P, 18y)
Hide me, my mother, hide me, so that Charos would not take me.

There are some exceptions where death is expected to be better than
an orphanage:

[evtdpavov eyivnka K™ ev €Eepa xamapt

Twpa meptkalw K eyw To Xdpo va pe mapet. (Saunier 17a, p. 94; Gneutos VI)

I became a complete orphan and I knew only that,
now I beg Charos to take me.

b) in connection with the soul (yvxn) of someone who is about to
die'';

KAvVe Ta xépla gov oTavpo va apw Tny Yyuxn oov. (EDT 129)
Make the sign of the cross so that I take your soul.

AeBévtn W’ éotelde 0 Oeog va mapw Ty Yyoyr cov. (EDT 130, Kapsalis 628)
Young boy, God has sent me to take your soul.

"7 Saunier 1979: 333-339. Saunier 1999: 361; Kosegian 2010: 261-262.

18 In some cases, Charos “takes out” (Bydlel) someone’s soul, although we come
across it rather rarely: kat’ ev émeya og, Xdpovta, makkopata va kaung/ Iap’ éoteka
og, Xapovta Yuxés yla va pov PydAing. Cited by Omatos 1990: 311 from a Cyprian
folk-song.
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Xdpe mov Taipvelg TIg Yuyég, mape kaw tr Sikr| pov. (Paktitis 18, p. 173)
Charos, you, who take the souls, take also my own.

¢) in connection with the body (koppi) of someone who is about
to die;

Such examples differentiating the soul and the body are extremely
rare:

Tov maipvet o Xapog TNy Yyuxnv kat n Bapkovia to kopyl. (Kougeas 7)
Charos takes his soul and the boat his body.

yta 18¢ koppud ov mRpa. (Saunier 150, p. 404)
Have a look at the bodies I took.

d) in relation to life itself ({wn));

Xape mov maipvelg Tig {wég, mape kar t Sikn pov. (Koridis 13; Paktitis 8, p. 171)
Charos, you, who take life, take also my own.

e) in relation to someone’s youth (vidta);

Hovo pe mépmel o O@edg Ta vidta oov va tapw. (Detorakis 155 B p. 167)
Only God sends me to take his youth.

f) taking by Charos as a salutary act;

According to the folk world view, death — personified by Charos - is
regarded in some cases as a sort of salvation from hardship and pain.
As a consequence, Charos’ terrifying activity turns out to be salutary in
that case.'” This conviction manifests itself in different forms of speech,
often by use of the verb maipvw in the imperative form:

Iape pe, Xape, mdpe e, mape pe pe tn Pia

va Aeiy’ and ta pdoava 0” and Ty Tupavvia.'?

119 Bzinkowski 2011a: 447-448. In some cases, Charos is explicitly suggested
to give “mercy” (ekenpoovvn): Ilapnyopla éxet o Bavatog ki eenuocivi o Xapog
(Kondomichis 35).

120 Cited by Anagnostopoulos 1984: 60. There are some cases when death is
regarded as “a rest in the garden of Charos” (avdmayn otov Xapov 1o mepPoli). We also
come across a conviction that it is sometimes better to be taken by Charos than to die in
a foreign land, because “Charos takes and gives relief, but a foreign land makes you feel
sullen” (O Xdpog naipver kau Eeyvolal, n Eevitid pavpidet), Anagnostopoulos 1984: 60.
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Take me, Charos, take me, take me by force
so that my torments and tortures could cease.

g) in relation to the keys (kAetdia) that Charos took from
someone;
These might be the keys to go out of Hades but as well the keys to

Paradise'?!:

Mov mpe 0 Xdapog ta kAetdid kat maet oty mOAn xapwmnd. (Kondomichis 47)
Charos took the keys from me and is happy going to town.

Mov mpe 0 Xapog ta khetdid kat tafade otny toémnm. (Kondomichis 8)
Charos took the keys from me and put them into the pocket.

h) in relation to the hair;

Kat ta 6yovpd pov ta paAlia o Xdpog ta’xet mapet. (Tsouderos 44 A, B’)
And my curly hair was taken by Charos.

2) to catch, to seize, to carry off - apndlw, mavw/ put in chains
- Palw ota oidepa

The verb apmd{w underlining the more violent activity of Charos is
often used together with the verb naipvw:

péva o Xapog | dpmae, o <Xapovtag> pe mrpe. (Saunier 131, p. 456)
Charos caught me, Charondas took me.

Me amovia oe dpmage o €pnpog o Xapog. (Motsios 333, p. 303)
A lonely Charos took you without compassion.

O Xdapovtag efraotnke ypriyopa va o” apnakel. (Motsios 355, p. 317)
Charondas was in a hurry to seize you.

TUAVW KOTEANLEG OHOPPES, AVTPEG TTOAEULOTASEG

Kat Tdve kat pikpd roudid padi pe tovg pavadeg. (EDT 129)
I catch beautiful girls, men warriors

and I catch small children together with their mothers.

2l In the Kougeas collection we find a motif of stealing Charos’ keys to get out
from Hades: KAé@touvv tov Xdpov ta kAetdid, Tov Xdpov T avtikAeidia (Kougeas 11).
In some cases, someone begs Charos to lend him “the keys to Paradise”: va prov Saveioet
Ta kKAeldLd, khewdid tov Iapadeioov (Saunier 128, p. 170).
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Emphatically, this activity may be expressed by the verbal phrase
“put in chains” (Balw/ ¢vw ota oidepa):

ota oidepa Tov €deoe kat oTa deopd Tov Pavet,

Tov Pdvel Kat 0TOV KOPPo Tov pHavpov @dlon ke@dAt. (Ioannou 315, p. 432;

Pasayanis 37)

He put him in chains, he bound him,
he put a black snake’s head onto his breast.

3) to divide - xwpilw/ to make someone an orphan
- 0PPAVWVW

Another characteristic feature among Charos’ activities reveals itself
in the verbs xwpilw and opgavvw, which underline the aspect of the
lost connection between the dead and their relatives, rather than the
separation of the soul and the body.'* The latter happens in folk songs
by use of the verb maipvw, without any differentiation in verb as for the
significance of those two components, namely the prevalence of one el-
ement above the other one.

The aspect of dividing is expressed in most cases by the verb xwpi{w
in relation to mothers and children, brothers and sisters or newly-weds.
This aspect of Charos’ activity is expressed in two ways:

a) by Charos himself boasting about his deeds:

Ta 16¢ omiBuay Ta prjpaga kL avAég apdyviacd Tot

KL adép@la ov Eexdploa, Tov ‘oav ayannuéva,

KL Ol OTPATEG KAPAPWVAY T KL 0 KOOHOG ETPEUEV TAL.

Xwptoa paveg ‘o ta moudid, matdid 'mov Tot povade,

Exwploa kL avtpdyvva, mov ‘cav ayamnuéva.'? (See also Saunier 15a, p. 404)
Look at the houses I destroyed and covered with cobwebs

brothers and sisters I divided, who loved each other,

the roads admired and all the people trembled with fear seeing that.

I divided mothers from children, children from mothers,

I divided couples, who loved each other so much.

122 As for the relation of soul and body, see especially Dawkins 1942: 131-147.
12 Cited by Anagnostopoulos 1984: 78. See Politis 213 (To tpayovdt tov Xdpov).
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b) by the living who lament over the cruelty of Charos who is deaf
to their pleadings'**:

naipvel pavadwv va radid, Twv adeppav T adépla,

XwpiCet kat T avtpdyvva ta Tolvayamnuéva. (Saunier 6a, p. 384)

He takes children from their mothers, sisters from their brothers,
he divides couples, who love each other so much.

Kavel pavovleg dixwg ylovg, yvvaikeg Sixwg avtpeg

XwpiCet kat 116 adep@éc amd Tovg adep@oig Tovg. (Saunier 86, p. 390)
He deprives mothers of children, women of their husbands

he divides sisters from their brothers.

Xwpielg pdveg mov moudid kat ta audid 1 TG paveg

XwpiCelg Tig kaAOTAVTPES "oV TOVG KAAODG TOVG AvTpes. (Saunier 13a, p. 400)
You divide mothers from children, children from brothers

you divide well-married from their good husbands.

Similarly, the verb opgavwvw underlines the division of children
and their parents:

Xdpo dev efapebnkeg... va oppavaoeig ta matdid; (Saunier 13y, p. 400)
Charos, weren't you fed up with... making children orphans?

4) to destroy - Stayovpilw (Aenatw), pnuaiw, Staddw
(KataoTpEQw), apayvialw, Hapaivw, KOVPoELW

One of the most frequent features of Charos in demotic songs mani-
fests itself in the verbs underlining the destructive aspect of his activities.
The same semantic field contains all the verbs expressing Charos’ ability
to “decompose” everything, break to pieces. He appears to destroy not
only the relations between people by dividing the dead from the living.
Metaphorically, his damaging power is extended to ruining the hous-
es that become cobwebbed - the image often used in connection with
the graves and the Underworld, which I have already mentioned above.
Moreover, he is the one that makes everything wither and fade:

124 There are some examples, although quite rare, that instead of Charos, the living
address their rhetorical questions, which are full of regret, towards heaven: Q ovpavé, mov
‘oatynAd, kt OAov Tov koo’ opilels,/ T pava o’ To mauddikta TG, Yot T anoxwpileg/
Q ovpavé, mov’ cat YynAd, katéfa kdue kpion,/ Evov xpovod avtpdyvvo, yiati va to
Xwploeig; cited by Anagnostopoulos 1984: 42-43. See Bzinkowski 2011a: 445.
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mptv va "pB o Xdpog va pag Ppet va pdoe Stayovpioet

va Stayovpioel Tot yevveg kat va Staké€et T¢” dvtpeg. (Saunier 8a, p. 388)
Before Charos comes to find us and to plunder us

to plunder the generations and to choose the men.

Lo 18¢ omiBuav ta prjpaga k' avhég apayviaod ton. (Saunier 15a, p. 404)
Look at the houses I destroyed and covered with cobwebs.

Xapo Sev efapébnkeg... ToV kKOGHO va prudoels; (Saunier 13y, p. 400)
Charos, weren't you fed up with... destroying people?

o0 Xdpog épxetan kat Ba pog Stakvoet. (Motsios 198, p. 224)
Charos is coming to destroy us.

oMo to vhyteg mepPartei, OAo T0™ avyég kovpoevel. (Saunier 8y, p. 388)
He constantly walks at night, he constantly pillages at dawn.

Kat va X’ v TOV apdpavTo va pny T6 papaiv’ o Xdpog. (Motsios 254, p. 242)
Ah, if I had the everlasting flower so that Charos could not make it wither.

5) to kill (by an arrow, a knife, a sword) - okoTwvw, odaitedw,
HAXAUPWV®, CYALW, XTUTIW, Papw, EPYXOHAL e paxaipt, Kaiw,
PAPUAKWVW

Another group of verbs and verbal phrases semantically encom-
passes everything related to Charos’ image as a merciless killer using
different ways, tools and weapons to deprive someone of his life. Thus,
he is sometimes called explicitly a “killer” (poviag), which I shall show
below in the group of nouns and adjectives, he is the one who not only
just “kills” (oxotwvet) but “yearns for killing” (Bé\et oxdTwua) or even
“slaughters” (o@alw):

Enepratoboav dvo movAid mavtote evwpéva

kL anépaoe o Xdpovtag Kt eokdTwoe To éva. (Kapsalis 632)

Two birds walked always together
Charos passed and killed one of them.

O Xapog BéAet okdTwpa pe aonuévieg umaheg. (Kapsalis 622; Paktitis 2, p. 170;
see also Motsios 355, p. 317; Motsios 319, p. 289)
Charos wants killing with silver bullets.

Zalet maudid, avti ylo apvid, yovaikes yla tpopdteg,
o¢pdle mpwtomalikapa avti mayid kprapta. (Koridis 23)
He slaughters children, instead of lambs,

he slaughters the bravest young instead of fat rams.
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Among the weapons he uses, significantly, the most common are
a knife (paxaipt, payaipwvw), a bow and arrows (caitevw) or he just
hits (Bapw, xTomw)':

Xdpe, kal TL 0oV KAvape, Kt OAo pag paxatpwvels. (Motsios 348, p. 313; see also

Ioannou 276, p. 391)
Charos, what have we done to you so that all the time you knife us?

Kat TdeL TNV epayaipwoe, taxid péoa oto omnitt. (Kapsalis 649)
And he went and knifed her, quickly in the house.

KL o Xapog fpte Simha pov pe dikomo paxaipl. (Motsios 346, p. 311)
Charos came closer to me with a doubled-edged knife.

Tov XApov To payaipt/ Tov mfpe TN yvvaika pov. (Saunier 9, p. 84)
The knife of Charos/ that took my wife.

yuLé pov Tov 6 dp’ 0 XapovTag ki poaxatpoopa&é oe. (Kriaris, pp. 201-202)
My son, whom Charos found and slaughtered with a knife.

o Xapovtag enépaoe kat ecaieye pag. (Motsios 296, p. 276)
Charondas passed by and killed us with arrows.

10" efynke 10" eoditeye TV Hovaony Tnv kOpnv. (Saunier 19p, p. 410)
He came out and shot by arrow our only daughter.

Kt 0 Xapog tn oaiteye peg to dei to xépt. (Sklavenitis 2, p. 48)
And Charos shot her by arrow into her right hand.

o0 Xdpog tnv extvmnoe o¢ pa tonobeaia. (Motsios 350, p. 315)
Charos hit her in some place.

Bapel 116 péaveg otnv kapdid, Tig adeppég oTa okdTIA,

TIG XNPES TIG KakOHoLpeG péoa aTa uAAokdpdia. (Ioannou 281, p. 396)
He shoots mothers in the heart, sisters in the livers,

the miserable widows in the bottom of their hearts.

Other interesting verbs used in the same context and belonging to
the same semantic field are kaiw (to burn) and gappakwvw (to poison):

BéAw va kaiw adep@éc, va haxtapilw pdveg. (Ioannou 277, p. 392)
I want to burn sisters, to make mothers miss.

125 Alexiou 1978: 227; Anagnostopoulos 1984: 74f. we also find a sword (to ona6i)
and a spear (1o kovTdpl). In some very rare cases, Charos also uses a West European
attribute of Death, “a sickle” or “a scythe” (to dpemdvt). See the chapter “Charos the
Reaper”
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AvdaBepa to xdpovta, ov 1pBe va pe ket

va TdpeL TN HavovAa pov, ota pavpa va pe Bayet. (Paktitis 5, p. 170)
Curse on Charos, who came to burn me.

to take my beloved mother, to paint me in black.

nwg p €koyev o Xdpovtag, 8e p ey’ dAAo mpapa. (Tsouderos 13)
The way Charos burnt me, no other thing burnt me.

O Xapog ekatéPnke W éva Xpvood ToTrpL

QApUAKWOE TOV AVTpa OV, TOV TIp@TO voikokOpn. (Paktitis 15, p. 172)
Charos descended with a golden cup

he poisoned my husband, the first host.

6) to call, to invite - kaAw/ to receive — d¢xopat

There are also some verbs used in relation to Charos’ activities that
definitely have no negative explicit connotations as the other ones cited
above. They circle around the idea of Charos as a host of the Under-
world that “invites” (kxaAei) to his son’s wedding:'*

o0 Xapog Tov ekdAeae, mavTpeveL Tov vyLo Tov. (Pasayannis 93)
Charos invited him, he marries his son.

Surprisingly, I have also found an example where a young girl con-
fesses that she had been called by Charos so that he could kiss her, in
other words, to greet her in the world below:

pe kdheoev o Xdpovtag va maw va pe guréyel. (Motsios 75, p. 186)
Charos has called me to kiss me.

Bbmva kot TeG pov, HATLa pov, To wg oe 8€xtn o Xdpog; (Pasayanis 47, p. 25)
Wake up and tell me, my beloved, how Charos received you?

Na 1o ri§epa matddkt pov, to mwg oe déxtn 0 Xdpog,

edv oe Séxtnke kaAd, Aapmdda va tov oteilw. (Ioannou 296, p. 411; see also
297, 298, Matsinopoulos E-11)

I wish I knew, my child, how Charos received you,

if he received you well, so that I could send him a torch.

7) to be jealous, to envy — {nAedw

M’ e(hleye pag T wlia o épnpog o Xdpog. (Motsios 329, p. 299)
The lonely Charos was jealous about our nest.

126 See the chapter “Charos’ wedding”
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™ (Aeye o Xdpovtag kat maet va v mapet. (Kapsalis 654)
Charos was jealous about her and he came to take her.

8) to deceive - mMAavw, yedw

One of the most typical characteristics of Charos is his predilection
for deceiving people.'”” According to the folk world view, death appears
to be a deceiver who takes people using different tricks, who sets una-
voidable traps'?:

O Xapog pag emhdveoe kat Sev pmopw va gOyw. (Saunier 14a, p. 402)
Charos deceived us and I cannot escape.

‘Opopga mov pe yélaoev o Xapog va e mapet. (Saunier 14, p. 402)
How cunningly Charos deceived me to take me.

Mn oe yehaoel o Xdpovtag kou pn oe Eemhavéoel. (Saunier 40, p. 266)
Let Charos not deceive you, let him not delude you.

Ma §agvikd kat Tpowpa o€ yéAaoe o Xdpog. (Motsios 328, p. 298)
But abruptly and prematurely Charos deluded you.

"HpBev 0 Xdpog ki nOpe o kat mepimhdvnoe os. (Motsios 348, p. 313)
Charos came and found you and deluded you.

Nouns and adjectives

Most of Charos’ influence on people could be described by the word
“wrongdoer” (adikntrg, mapadikntng) which indicates that he is sup-
posed to commit something bad or illegal.'® Closely connected with
this epithet, and the semantic field it sends back, are the nouns empha-
sizing Charos as an enemy, according to the folk view of the world. Thus,
he is also regarded as a killer (goviag), a pirate (kovpodpog), a thief
(kAégTng) or “the first thief” (mpwtokAégTng), who uses tricks and sets
up ambushes to steal a man’s life or the keys to Paradise/Hades.** This

127" Saunier 1979: 319.

128 There is one interesting example that we find only in Laconia in Mani, where
Charos gathers people on the rock and sneers at them (tovg koytovdpet): O Xapog Tovg
epdlwie oe pa kanpévn paxn/ ki andvteg Tovg epdiwée, mavet Tovg koylovdper (Pas-
ayanis 2, p. 13; 22, pp. 18-19; Saunier 16, p. 404; Ioannou 285, p. 400).

129 Saunier 1979: 317-323.

13 Anagnostopoulos 1984: 78 ff.
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activity, so strongly connected with the belief that Charos-Death may
appear unexpectedly and that it is impossible to flee from him, is met
in other names folk imagination gave him. Most commonly he is called
a hunter (kvvnyntc) and a peddler (mpapatevtng).”* The following
examples clearly show that sometimes these nouns may occur together
and Charos can be called both a hunter and a pirate in one song. This
fact indicates the formulaic character of noun qualifiers that may be re-
placed by one another and are not necessarily meaningful. The repe-
tition of the first hemistich so that the second one may seem different
and that the narrative could evolve is a characteristic feature of demotic
poetry.*> Here are some examples:

Kalotuxa eivat ta ouvd, kahdTuxoi €1V’ oL KApTOL,

1ov Xdpo Sev ekaptepovy, povid dev meptpuévovy. (Saunier 6, 336; Ioannou 280,
p- 395; Politis 211)

The mountains are happy, the fields are lucky,

that they don’t wait for Charos, they don’t await the killer.

O Xapog eiv’ adknTg, eivat KpuPOG KOVPGAPOG

oMo tot vhyTeg mepPartei, OAo T0” avyég kovpaoevel. (Saunier 8y, p. 388)
Charos is a criminal, he is a hidden pirate

he constantly walks at night, he constantly pillages at dawn.

O Xapog eival Tovnpog, mTiolog TPWTOKAEPTNG,
EépeL KAEQTOTIATHUATA, TIOVIPLEG YUVAUKWDVE.*
Charos was a cunning and skilful first thief,

he knows a thief’s steps, women’s artifices.

ylat éxw ylov TpapatevTny toat ylov mpwtokovpadpov. (EDT 141; Pasayanis
33,p.21)
Because I have a son the peddler, a son the first pirate.

VATt € Yo KLVIynTn, ylati éxw yto kovpodpo. (Kapsalis 651; Sklavenitis 15,

p. 58)
Because I have a son the hunter, a son the pirate.

Q Xape mapadikntr, mapadikiég mov kauvels. (Saunier, 13a, p. 400; Gneutos
VIII)
Charos, you criminal, the crimes you commit.

1 For a more detailed analysis of the qualifiers concerning Charos as a hunter and
a peddler, see the next chapter.

132 Kosegian 2010: 39-40.

13 Cited by Anagnostopoulos 1984: 58, 78.
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O Xapog eivat yehavt{rg kat giv’ kat TOAD paplorog,

oav KAEPTNG HITAVEL GTO XWPLO KA 6oV KOupaapog Byaivet. (Saunier 88, p. 390)
Charos is a deceiver and very cunning,

he enters like a thief into the village, like a pirate he goes out.

The adjectives that generally appear rather rarely, which I have al-
ready mentioned, tend to emphasize Charos as “deceptive” (emiBovAog),
“merciless” and “heartless” (domhaxvog, dmovog), “bitter” (mukpog)'**
and “greedy” (axoptayog).”*> On rare occasions, he is also called “mind-
less” (aovAAOYLOTOG) " :

Xape yat’ eicar domhayvog, Xape yia 8¢ Avmaoay; (Saunier 138, p. 402)
Charos, why are you merciless, Charos, why don’t you pity?

O Xdapog eivat dmovog, kaBorov dev hvmarat. (Motsios 352, p. 316)
Charos has no compassion, he does not pity at all.

Xape mukpé axoptaye, avipepo Onpio. (Paktitis 21, p. 173)
Charos, bitter and greedy, an untameable beast.

Xa&povTa, TKPOXAPOVTA KL OXEVTPAG KANPOVOLLE

K dvaeg téTowa mupkaytd ov ofroipo dev maipvet. (Sklavenitis 10, p. 5)
Charondas, bitter Charondas and heir of the viper

you lighted such a big fire that it is not possible to extinguish.

Xape pov aovANOYLOTE, CUANOYLONO Oev €xelg

K’ 1pBeg kau pag adiknoeg andtov da mov otékels. (Saunier 130, p. 400)
Charos, you mindless, you unmindful

you came and you did injustice to us right there where you stand.

Interestingly, in some specific cases, Charos is not equipped only with
threatening features, he gains an almost human appearance and looks
tired, like in the following example that probably is exclusively Cretan,
where he is described as “pale” (YAwpog) and “withered” (papapévog,
Saunier 17, p. 406; loannou 283, p. 398 [Kriaris 228]) However, such an
appearance may also be caused by the slaughter he had just made and
then the picture would be rather ironic and sullen than “human.”*?

¥ One of the common names of Charos is Iikpoxdpovtag or — as a metathesis
- IIpikoxdpovtag. In a song from Lefkada this feature of Charos is multiplied: Xapovta,
ITikpoxdpovta, kat Bapuvmikpapéve. (Kondomichis 4). For other interesting epithets of
Charos, see especially Anagnostopoulos 1984: 86.

13 Anagnostopoulos 1984: 78.

1% Saunier 1979: 319.

¥ Anagnostopoulos 1984: 76.
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Sometimes he is even called “alone” (¢pnuog), which underlines his

loneliness in executing his duties as a personification of death'**:
uov’ oktdlopan To Bavaro, Tov épnuo to Xdpo. (Kapsalis 629)
I only tremble with the fear of death, the lonely Charos.

0 épnuog o Xapog, Aefévtn pov
avoifn oe Bépioe. (Kapsalis 658)
The lonely Charos, my boy

he reaped you in spring.

Some specific adjectives are also used to describe the appearance of
Charos, however, besides the most common of them, “black” (pavpog)**,
which is used very often, they appear extremely rarely and rather in
nineteenth-century collections of demotic songs.'*” According to some
of them, Charos is sometimes depicted as “barefooted” (§umodAntog,
EeokaAtowTog), dressed in shining clothes (Aapmpogpepévog) — which
is striking because usually he is completely black - with eyes like light-
ning (Tng aoTpamnig Ta patia, oav actpanr v’ 1o PAéupa tov).!!

138 Obviously, these examples don’t exhaust all the possible options as for the usage
of adjectives. For instance, only in Cyprus do we come across the representation of
Charos as a blind man (otpadv (' évav appatt). We come across the adjective used
in the Cypriot version for “blindness” (otpafdg) in some representations of Charos as
lame. Yet, they are not common in demotic songs, but we come across them rather in
folk stories. Two fragments from the Mani Peninsula are also interesting, where Charos
is depicted as “ruthless,” “hard” (oxAnpoxdpog) and another one, where apparently
this adjective has been distorted and a new phrase has been coined from it, basing
on structural similarity: okAnpog-okOAog. Here Charos is called “Charos the dog”
(okvhoxapog): kal amékel Tov peTdvwoe Tov Xapov okvhoxapov (Kougeas 3: 39), Ma
0 Xd&pog o okAnpoxapog ta kepapidia Bydvet (Kougeas 59).

139 See the next chapter: “Hunter, Horseman, Black Rider;” where I allude several
times to the motif of Charos’ black colour.

140 Most of them are cited by Anagnostopoulos 1984: 74-75 mainly from Politis,
Akritika... 10; 47; Passow 304; 430; Lambrakis 61.

" In two examples cited by Anagnostopoulos we find a very interesting and
rare representation of Charos as “dressed in lynx fur” (mwyet Tov pitoov Ta mAovwd).
Anagnostopoulos 1984: 74.
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4. Charos’ specific characteristics

Hunter, Horseman, Black Rider'#?

In a well-known, at least to Greek readers, poem by Kostis Palamas, Di-
genis and Charos (O Ayevis k1 0 Xapovtag), Death, obviously personi-
fied here as Charos, takes Digenis to Hades on his horse (Kafala mdet
o Xapovtag/ to Atyevry otov Adn). It seems that this image is so deeply
rooted in Greek consciousness and has become so natural that beyond
all doubt it should not provoke astonishment nor inspire questions.
However, as I will attempt to show, such a picture is more enigmatic and
complicated than it appears and - yet more important — arouses doubts
as to the possible origins of such a representation.

According to the folk world view, Charos as Death is a constant per-
secutor of mankind, following every step of man and casting a shadow
on all human efforts. Probably such a universal — archetypal in mythic
terms — conviction may constitute the basis of the image of Death as
a tireless hunter. There are some examples in Greek folk songs where he
appears to be a double-image of a man, a sort of his eidolon in behav-
iour, which is visible, for instance, in the following song from Pontus
based on the motif of wrestling with Charos'*:

Xdpe, V1O €xelg HeT” eUEV Kal TIAVT akoAovBdg e,

Kt av kdBovpat, ovykaBeoar, ki av mepmatw, akoAlovdag e

Kt av Keipat v anokotunBw, yiveoar pagiddpt s

Charos, what do you have against me that you always follow me,

when I sit, you sit with me, when I walk, you follow
and when I go to bed for sleep, you become my pillow?

If we assume that Charos acts as a personification of Death in this
example, the image would reveal a somehow curious eschatological di-
mension. Thus, Death would appear not as a sort of persecutor but rath-
er a guardian angel, however, strikingly, in a completely different and
astonishing context, metaphorically as a pillow (ua&ihépt) to sleep for

142 Some parts of the texts in this chapter are loosely based on my conference paper:
Bzinkowski, Serrano 2015.

14 Bzinkowski 2011a: 447.

14 Cited by Anagnostopoulos 1984: 47.



62  Masks of Charos in Modern Greek Demotic Songs...

ever on. This is obviously the mechanism of euphemism, well-known to
folk thinking and its tendency to substitute in a language the things that
appear to be unpleasant or offensive by milder ones.

In fact, the above-mentioned example is just an elaboration of an
idea of Charos as a hunter unceasing in his practice of tracking down his
prey, the image obviously weakened here by the mention of “a pillow”
that makes the horror of hunting by Death more tolerable.

The figure of Charos as a huntsman in Modern Greek folk songs is
inextricably mingled with his representations as a black horse rider and
it is very difficult to present and analyse them separately.

145 WhO

Significantly, it is Charos’ mother, Charissa or Charondissa,
sometimes describes him as an unceasing hunter. She addresses other
mothers to hide their children from him. We come across interesting
examples in Kougeas’ collection of Maniatic songs. Charondissa warns
the other ones about her son and orders them to shut the door and gath-

er the children:

yrati Byrike o viog pov anofpadic va moAvkvvnyroet

Agv kvvnydet mépdikeg, dev kuvnyd eAd@la,

KUVIyd Twv Havoy Ta Tadid, Twv Yovakav tovg aviped. (Kougeas 22 o)
Because my son at dusk goes hunting

He does not hunt for partridges, does not hunt for deer;

Only he hunts for mothers’ children, women'’s husbands.

ylati iv’ 0 Ylog Hov Kuvnyog Kat kuvnydet teg povyes. (Kougeas 127)
Because my son is a hunter and he hunts in the neighbourhood.

yat’ éxw yto kuvnynt. (Sklavenitis 15, p. 58)
Because I have a son the hunter.

The same motif is found in a song from North Epirus, but here it is
someone saying that he supposedly heard Charos’ mother shouting so
that women hide their husbands, sisters their brothers, young girls their
beloved ones, and mothers their children:

TLO YOG pov Byrke mayavid, efyrke ya Kuvnyt,

dev KLVNYA oTIG gpNULEG, OEV KLUVIYA OTOVG KAUTIOVG,

Sl éyel To KVVIyL TOL Kt 610V apéoet maipvel. (Kapsalis 640, 652)
Because my son went on a hunt, went on a chase,

145 See the chapter “Charos’ family”
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he does not hunt in the deserted places nor in the fields,
he chooses his prey and he takes it wherever he likes.

In another version, Charos sets out for a real hunting trip, trying to
shoot some animals, however, he does not succeed and heads for human

prey:

Byrike o Xdpog mayavid va Aagokvvnynoet [...]. (Ioannou 281, p. 396; Saunier
5B, p. 282)
Charos went hunting for deer [...].

Bapei 116 péveg otnv kapdid, Tig adep@ég 0Ta OKWTLA,

TIG XNPES TIG KAKOMOLPEG, péoa oTta @uAAokapdia. (Ioannou 281, p. 396,
Pramanta, Epirus)

He shoots mothers in the heart, sisters in the livers,

the miserable widows in the bottom of their hearts.

We also come across exactly the same formula (Byrke...) in a song
from Leukada in Saunier’s collection, although in a different context. Here
we deal rather with a motif of “the procession of Charos” that I will pres-
ent in another place."* In Saunier’s collection, in a song from Propylaia,
Charos is called by his mother kvvnydg, who does not hunt for deer (8ev
Kuvnydet aldgla) but young ones and children (Saunier 6y, p. 384).

In a different version, Charos’ mother addresses herself to her son:

Te w* o7to KLVAYL OV Ba Tag Kat 6To KVVRYNUA cov (Saunier 7, p. 386)'
My son, during the hunt you will go on, during your hunting.

In a short song from Elos in Crete, the person speaking asks Charos
why he is unyielding in his activity as a hunter:

XdpovTa ylavTa Kuviydg Tov KOopo Tov kanpévo; (Saunier 13y, p. 400)
Charos, why do you hunt for miserable people?

Charos as a huntsman is in some cases represented on horseback,
like in this song from Leukada, where his destroying activity is empha-
sized, as is the fact he acts as a conqueror:

EPBynke o Xapog mayavid va kdel Ty kapSid pag.
Kpbyte yovaikeg 16 avipeg oag, yovaikeg T matdid oog

146 See the chapter “Procession of Charos.”
47 From Passow 291, 408 who used the subsequent collections: Zambelios 732, 19
and Tomasseo 293. See Saunier 1999: 387.
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Kt eoeig OAppéves adep@ég va kpoyete o’ adép@la.

Ma o Xapog Oev oTopwvETAL KL 1) TiiKpa SV TOV TLAVEL.

‘Otav oeMwvel T dloyo, Ta otitia Ta pnudlet. (Kondomichis 5, p. 171)
My son went hunting to burn our hearts.

Women, hide your husbands, women hide your children

and you broken-hearted sisters, hide your brothers.

But Charos is implacable, bitterness does not touch him.

When he saddles his horse, he destroys the houses.

Sometimes Charos as a hunter or horseman is accompanied by his

hounds ({aydpia). However, such examples are not so frequent as one

would expect, which makes this case very interesting. The rare frequen-

cy of such an image questions this concept as a Greek one, which I shall

discuss later. It is symptomatic that the above-mentioned motif of hunt-

ing does not necessarily encompass the hounds. This element appears

in connection with the representation of Charos as a black horseman,

which will be discussed subsequently. The mention of the hounds al-

ways follows the black rider or black horseman motive and it is not pos-

sible to separate these two elements.

BAémw To Xapo KL EPXETAL OTOVG KAUTOVG KaPeldpng.

Mavpog eivat, pavpa gopei, pavpo v’ kat T dhoyd tov,

pavpo v’ 1o Laydpt Tov, mov épyetat kovta tov. (Petropoulos, p. 250, T, Apkadia)
I see Charos coming through the fields on a horse.

He is black, he is dressed in black, his horse is black,

his hound, following him, is black.

In a song from Mani, a version of a well-known motif “Charos and

a Shepherd” (O Xdpog kat o Toomavng), Charos is requested to take his

tent (tévta), his horses and hounds and go away to the other district

(pobya), but his answer leaves no doubt as to his intentions:

Tlape, Xape, TNV T€vTa oov, Tyave o GAAN podya.

va @ave T dtia 6ov Tayr kat T aAoya oov oTdpt

va gav kat ta oydpla cov agpdto mafuadt.

T &hoya BéAovv yépovTeg, T dTia pov taAlnkapia,

Bélovv kat Ta Laydpia pov pikpwv maudidv kepdia. (KEEL 333, 2, 6, Gytheio
1893, Nestoridis)'®

“Take away, Charos, your tent, go to the other district.

So that your steeds eat some feed, your horses eat some wheat

so that your hounds eat some fluffy rusks.

148 Cited by Saunier 1982: 302-303.
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Horses want old men, my steeds want the brave young,
my hounds want small children’s heads’

The three elements mentioned here, namely Charos’ tent, his horses
and hounds, do not often appear together, which makes the fragment
very interesting. Usually, Charos is depicted as a black-dressed horse-
man, always — which is worth underlining, because it is one of his
unchangeable features — with a black horse (pavpo &\oyo). This rep-
resentation in many different versions is undoubtedly Pan-Hellenic, we
find it in every part of Greece,'*® which does not mean that it is Hellenic
at all, as I shall try to elucidate below.

The main characteristics of Charos in this kind of representation is
the colour black: his garments as well as his horse are invariably black'*:

Ma va tov kot katéfatve Toov KApmovg kKaParAdpng

Havpog NTav, Katdpavpog, pavpo kat T aloyo Ttov (Saunier, 65, p. 386,
Kefalonia; see also Saunier, 8y, p. 388, 18dkn; Petropoulos 82 T, p. 250, B’)

And here he is descending to the fields on a horse

he was black, totally black, black was his horse.

Occasionally, he also has a black scarf (pavtilt) on his neck and head
(Mavpo pavtidt 0to Aapd kat pHavpo oto ke@dAl, Petropoulos 91 A
p. 254, A}, Agvkada).

Undoubtedly, in the fragments cited above regarding the representa-
tion of Charos as a hunter or a black horseman, different folk notions as
for the personification of death have mingled. What is striking and sig-
nificant is that none of them may be traced to the Greek antiquity. There
are no representations of any god belonging to the mythological cosmos
of eschatological images, which are composed by use of the black horse
imagery.

Any attempts made by scholars at dealing with the question - it is
worth underlining, rather seldom ones - to decipher the origins of such
representations so far have been in vain. In studies by Alexiou,""' whose
approach to the problem is regarded as the most complex and thorough,
we do not find any solution of this representation, nor even a slightest

149 Saunier 1982, 313.

1% Inveryrare cases, he is depicted as dressed in shining clothes (Aapmpogopepévoc),
which I have already alluded to.

1 Alexiou 1978. Alexiou 2002.
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clue that could be traced. The question was raised several times in older
studies by Moravcsik and Hesseling'®* who merely suggested the pos-
sible West European sources of the representation of Charos on horse-
back. In more up-to-date scholarship, the issue was alluded to, among
others, by Anagnostopoulos,'>® Saunier’”* and Bakker - Van Gemert'>®
but so far satisfying results as for the proposed solutions have not been
obtained.

According to Anagnostopoulos’ suggestion, a possible source of such
a representation of Charos might be an elaboration of the well-known
biblical image known as The Four Horsemen of the Apocalypse (Book
of Revelation 6:1-8). Such a suggestion obviously lacks a solid base due
to the fact that the horseman who rides a black horse (inmog pélag, 6, 5)
in this passage is known as a personification of Famine (Auog). Death
as the forth horseman, besides the only one mentioned by name, rides
a pale horse (inmog xYAwpog, 6, 8).

Anagnostopoulos also mentions that we come across such an image
in Ioannis Pikatoros’ from Rethymnon “Mournful Rhyme on the Bitter
and Insatiable Hades” (Pipa Opnvntikn 1§ Tov mikpov Kat akopesTov
Adnv), written after 1519.°¢ The work is a version of, popular in Byzan-
tine and post-Byzantine literature, variations of katabasis,'” however, it
is very original when compared with other works belonging to this gen-
re. The author must have drawn inspiration from very different sources,

192 Moravcesik 1930; Hesseling 1897, 1930, 1931.

1% Anagnostopoulos 1984: 77.

154 Saunier 1982: 302. Saunier 1972, 148.

155 Bakker — Van Gemert 2008: 5.

3¢ Anagnostopoulos 1984: 75-76.

7" For the most comprehensive and still up-to-date survey of the katabasis motif
in Byzantine and post-Byzantine literature, see Lambakis 1982. Significantly, there is no
personalized Charos in the second significant work of Cretan Renaissance, Apokopos,
ascribed to Bergadis and published in Venice in 1509. Charos is mentioned three times,
but is completely insignificant for the writer: Siati oTov Adnv Tovg MeTd cvlwvTavovg
0 Xapog. (255), kat o Xdpog pag edéxOnkev odpyvyxovg eig tov Adnv. (364), kot
Bdavatog o Spopog pag kat to ta&idtv Xapog (400). Aletiov, .: Mnepyadr|, Andkomnog,.
H BooxomovAa, Eppng, ABrva 1971. According to Van Gemert, Apokopos was
a reaction to the traditional image of the Underworld we find in Pikatoros’ Mournful
Rhyme and is purposely contrasted with it, regarding the mood and the eschatological
imagery. There have been many interpretations of the poem, but generally all agree that
it is not a moralizing work. Van Gemert 1991: 65.
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including other literary works, Greek folk tradition as well as paintings.
In his katabasis he made Charos/Death himself the guide of the Under-
world, who - riding a black horse - shows the torments of Hades to the
protagonist of the story.”*® The description abounds with elements from
West European apocalypses or katabasis stories, such as dragon-death,
river of the dead, a bridge of trials, the guardian of Hades, and Death as
a killer.””® The description of Charos-guide appears to be similar to the
cited above fragments of folk songs, although his appearance is more
threatening:

Kt eida tov Xdpo ki éumauve kit €pyatve Bupwuévog,
oav HaKeAAPNG KAl POVIAG Ta XEPLOL HATWHEVOG,:
pavpov ekafalikeve, efAota Kat KOVTapt

KL EKPATELEV €16 TNV XEPaV TOL oayita kat So&dpt

Kkt eixe OwpLav ayptobwpn, pavpn ki allotpropévn

KL T QOPEDLA TOV XAAKLVY KAt KaTapatwyévn. (66-71)
And I saw Charos, who was going to and fro angrily,

as a butcher or a killer with his bloodstained hands,

he was sitting on a black horse, kept a spear

and in the other hand had an arrow and a bow

and he was wild in appearance, black and alienated
and his garments were made of bronze and bloodstained.

Mournful Rhyme has nothing in common with the above-mentioned
Apokopos and is overflowing with macabre images,'® which makes it
closer to West European texts belonging to medieval folk culture known
as Dialogues between Man and Death.'®! Although we have no traces of
their existence in Byzantine scholar literature, there are some examples
of their usage in a few texts that were written in demotic language in the
last period of Byzantium.'®* One could even have the impression that

1% Van Gemert 1991: 65-67.

1% Bakker - Van Gemert 2008: 44.

10 “Mournful Rhyme” is closer to the still unpublished “ITaAatd kot Néa AtaBrikn”
in 5329 lines which is a dialogue between a man and Death as well as a monologue
of Charos, who is described as very friendly and has nothing in common either with
West European medieval images or with the terrifying Charos from demotic songs.
Panagiotakes 1995: 311-312.

'l Hesseling 1931: 133. Panagiotakes 1995: 311-313.

19 Three such poems are cited by Moravcsik 1931: 61-68, another two by Hesseling
1897: 56-63. See also: Knds 1962: 312; Alexiou 1978, 225-226; Omatos 1990: 306;
Panagiotakes 1995: 312-313.
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the author of Mournful Rhyme must have seen somewhere the late me-
dieval allegorical representations from the fourteenth and fifteenth cen-
turies known as Danse Macabre or Dances of Death, of French-German
origins'® — completely absent in Greece'** — where Death as a skeleton
forces people to dance.

Naturally, this is just a supposition devoid of any convincing proof.
Moreover, Death in Pikatoros is not a skeleton but a fully armed warrior,
which may exclude the possibility of such an influence.

As Alexis Politis convinces, there was constant and mutual interfer-
ence between the learned tradition - in this case written — and demotic
oral poetry.'® There are known folk songs containing modified passages
from Mournful Rhyme and the Cretan tragedy Erofili of Georgios Chor-
tatsis. Consequently, we could suppose that the image of Charos riding
a black horse that we come across in many demotic songs might have
originated in the work of Cretan Renaissance, but also in this case the
proof is rather frail and not so easy to verify.

According to Saunier,'*

such a representation of Charos as a con-
queror has probably originated as a distant recollection in the collective
memory of Greek society that throughout centuries was threatened by
external attacks, constantly from the fifteenth until nineteenth century,
especially of the pirates, which I shall discuss below. The question of the
origins in the context of historical events is still open for discussion and
so far no satisfying result has been achieved.'””

Another very enticing suggestion was made at the end of the nine-
teenth century by Hesseling.'®® He put forward a proposal that the image
of Charos on a black horse might be compared with the well-known,
and widespread through the Balkans, the Aegean and even in Asia Mi-

163 Vovelle 2008: 129-132.

1% Hesseling 1931: 134. Van Gemert 1991: 67.

165 Politis A. 2011: 284-292.

166 Saunier 1982: 302-303.

17" Bakker - Van Gemert 2008: 5. There is some similarity between the representation
of Charos as a black rider and black horses of the Akrites, but any attempt to link them
both is doomed to failure due to methodological as well as textual reasons: all the texts,
including most of the acritic songs, as it has been suggested several times, might have
originated in the nineteenth century. Politis A. 2011: 55.

1% Hesseling 1931: 188-189.
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nor, funerary relief with a motif of a hunter on horseback, known as the
“Thracian horseman” or “Thracian rider” They were used as a votive
relief to different deities as well as — more importantly to us - a funer-
ary stele. The name of the relief is connected with the place it appears
more often, namely in Thrace, and from 2000 such objects that have
been found, some of them are Hellenistic but most originated in Ro-
man times.'® The scene that is depicted on the relief is very interesting
for our consideration: a rider, mostly turned to the right,'” sitting on
a horse, in some types presented as a hunter or heading for hunting or
just coming back from it, in some cases followed by his hound.'”!

The Thracian Rider relief, regarded as an example of religious syncre-
tism, in which we could recognize mythological elements from Greek,
Roman, Thracian and Eastern traditions, with the recognizable features
of many other divinities, originated in Greek art, especially in funerary
reliefs of the heroised dead.'”* Although, as it is assumed, it reflects Thra-
cian beliefs in immortality, the figure of the hero on horseback is not
easily explainable and still gives rise to many doubts. However, the escha-
tological context — so important for our purposes - even if it may seem at
first view as incoherent and deprived of connection with the explanation
of Charos as a black rider, and with Modern Greek folk culture — should
definitely be taken into account, in my opinion. Moreover, as it turns
out, the figure of the Thracian Rider plays an important role in another
neighbouring folk tradition, the Serbian one. There, the Thracian horse-
man (Tpaukn xomanuk) plays the role of an intermediary between the
world of gods and this world and is regarded as a chthonic divinity.'”?
These obvious similarities clearly show that the relation between the Ser-
bian horseman and Greek Charos riding a black horse is definitely worth
further investigation, taking into account the context of intercultural
Balkan folk traditions, which is beyond the scope of this book.

¢ Dimitrova 2002: 209-210.

170 This kind of representation is preserved in Christian art. Saint Demetrios and
Saint Georgios are depicted exactly in this way.

71 Dimitrova 2002: 210-214, where we find the exact classification of the motives
presented on the reliefs with the Thracian Horseman.

172 Dimitrova 2002: 211; 220.

173 http://www.svevlad.org.rs/bajoslovlje/petrovic_mitologija.html [23.04.2017].
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Reaper

In some cases, different representations of Charos seem to have mixed
up in folk imagination, creating a mosaic image of mutually excluding
elements. In the following example, the figure of Charos as a hunter is
surprisingly extended into the well-known archetypal picture of Death
as a Reaper:

Kat PynKke o ytog pov mayavid kat maipvet kat Bepilet. (Kondomichis 34, p. 151,

Leukada)
And my son sets out for hunting, he takes and reaps.

The association between life perceived as the cycle of vegetation,
which all plants and living beings are subjected to, has accompanied
human thinking from the beginning of mankind. In Greek antiquity, the
concept of death harvesting the crop of life is well rooted and we could
find many examples of such an idea in Greek literature as well as in art.
In particular, the idea of flowers or fruit, prematurely cut, recurs in the
most archaic fragments of lyric poetry.'”*

The parallel coexistence of man and nature, their juxtaposition as
well as the comparison of a humanss life to that of a plant reiterates in
all Modern Greek folk poetry. In particular, mirologia abound in the
images of spring and flowers with reference to women, in most cases the
young ones.'”” Thus, the metaphor of the beauty of nature in springtime
is used to stress the cruelty of Charos-Death and simultaneously to ex-
press deep regret for the loss of children prematurely taken:

Ta 18¢6 katpo mov Sitdhekeg, Xdpe pov, va Tov Tapng,

'S Ta €Pya TOL KAAOKAPLOY, ‘G Ta EUTIAL TOV XELHWVA,

va mapng Tavln ox ta Povvd, Aelovdia and Tovg KAUTOUG,

va Tdpng Tov apdpavto, va tov papdv’ 1 mhdka. (Politis 192)

Look at the season that you chose, my Charos, to take me,

at the end of summer, at the beginning of wintet,

to take flowers from the mountains, flowers from the fields,
to take the everlasting flower so that the grave makes it wither.

174 Alexiou 2002b: 195. She cites a very graphic and useful example of the idea of
reaping from a fragment of Eurypides: Biov Oepilerv dote xiprmpov otdyvv (E. Hyps. fr.
757 Nauck). See also Omatos 1990: 310-311.

17> Bzinkowski 2011a: 446.
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The death of a child is sometimes compared to the gathering of un-
ripe fruit or to still green apples shaken by the north wind:

‘“Tay’ To, | pévva pov, mwg oovva UnAitoa,

avOLoeg [LKPT Kat KAPTILOEG PEYAAD,

@vonge Poptdg, o’ ta tiviage Ta priAa. (Politis 210)
‘Suppose, my mother, that you were an apple tree,

you blossomed small and you bore fruit when you grew up,
the northern wind blew and shook off the apples.

Also very popular is a motif of the dead as a tree that was cut down'”*:

ITotog ftav Keivog ToPave uTLd © G To TepBOAL

K’ eKan 1 @paxTn TapumeAlov, K’ ekan to meptPol,

K’ ekanoav ta dvo devtpd, mov foav adepwpéva; (Politis 188)
Who was the one who put the fire in the orchard

and the fence of the vineyard burnt and the orchard burnt,

and the two trees, which were closely joined, burnt?

In this context, Charos appears to be the figure of a reaper, a harvest-
er who gathers unripe crops:

Srapaxt pov kaBaptoto kit ayovpobepiopévo,

ITov 0" ayovpoBepicave tov Xdpov ot Beprotddec.'””

My little wheat, clean and prematurely reaped,
which was prematurely reaped by the reapers of Charos.

O koopog eivat éva SevTpi, K gpeig To TWPLKO TOV
o Xapog givat tpuynTig kat maipvet to avho tov.”
The world is a tree and we are its fruit

Charos is a harvester and he gathers its flowers.

Bepilels véov kat yépovta, KOpnV Kat TaAAkdpry.'”?

You reap the young and the old, girl and boy.

It is noteworthy that, as a Reaper, Charos very rarely uses a scythe or
a sickle, which in popular imagination have always been linked to the
personification of death. We come across this kind of attribute almost
exclusively in folk songs from Crete, the Dodekanese and Lesvos, name-
ly from those islands that through the centuries were under strong West

176 Bzinkowski 2011a: 446. The motif of comparing the dead and a tree is common
in demotic poetry. See especially Roilos 1988: 61-85. See also Borowska 2008: 79-80.

177 Cited by Alexiou 2002b: 197.

178 Cited by Omatos 1990: 310.

179" Cited by Omatos 1990: 310.
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European influence.'"® Right there, an image, so well-known from the
medieval representation of Death and so well rooted in the collective
memory and exploited throughout centuries in hundreds of paintings,
has been preserved, that is of Death with a scythe — an image completely
unknown in Byzantine art and literature.'

There are just a few examples in Modern Greek folk songs where we
deal with the motif of a scythe or a sickle (§pemdvt means both of them).
For instance, in some songs from Karpathos, Lesvos and Zakynthos'®

Kot mdvet to Spaméve tov kat Barlet to omabiv Tov. (Manolakakis 95)
And he seizes his sickle and puts his sword.

Ov Xdapovtag ov dyprovg Tov aipata Pulavet,

O¢piot Tov Ttadaxt (ov it Tov okAnpd Spuéve. (Darakis, p. 63)
Charos, the wild one, who suckles blood,

he reaps my little child with a hard sickle.

Apamavt éxeL 6TO XépL TOV, TEQTOVV T KOKKAAA Tov. (Schmidt 37)
He had a sickle in his hand, his bones fall down.

These scant examples of Charos equipped with a scythe occur in
songs originated in the area that was subjected to the influence of the
people that appeared in Greece during the Frankokratia.'® It seems
that the images of death, known as the Triumph of Death (Trionfi della
Morte) of Italian origin,'** must have exerted a sort of influence in places
subjected to Italian culture transmitted to Greek islands together with

1% Anagnostopoulos 1984: 76 ff.

181 Hesseling (1931, 131) mentions a didactic poem found by Moravesik (1930) in
a thirteenth-century manuscript in the Vatican Library. There we come across a very
interesting fragment, obviously of western origin, where there is a mention of Charos’
“sickle;” yet here in its ancient Greek form (10 @aoyavov): T@ @acydvew 8¢ 1@ pakpd
Kol KapmmoAw.

18 Alexiou knows only one song with a mention of Charos’ sickle. Alexiou 1978:
227; 234. Dawkins 1942: 143 mentions two fragments with a scythe, one from a folk
song from Karpathos, the other one from The Plague of Rhodes of Emmanuel Georgillas.

'8 Saunier in the archive of KEEA (YAn IloAitn 198, 5, 6) found a song from
Lefkada, where instead of the verb xovpoebel, we come across the version kooevel, of
Slavonic origin, where kosa (ko6oa, koootd), namely a scythe used for reaping crops is
concerned. According to him, it is undoubtedly the influence of West European images
of Death. Saunier 1982: 305. See also Dawkins 1942: 143-144.

184 Vovelle 2008: 132-136.
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Venetians.'®> Although the way of cultural transmission seems rather
understandable, the way these images of Charos with a scythe found
their way to demotic poetry is completely obscure and - I would dare
say — unidentifiable. Moreover, Death was imagined in the West at least
from the fifteenth century as a skeleton wielding a scythe, an image that
we will not find anywhere in Greek songs.

Although Charos in folk poetry is never personified in the West Eu-
ropean way as a skeleton, a theme known in medieval and also popular

in Baroque representations,'®

we come across such an image in the Cre-
tan Renaissance tragedy Erofili by Chortatsis. Charos himself speaks in
the prologue, threatening by his appearance, which undoubtedly brings
characteristics of a non Greek origin'®":

‘H dypta ki &veddmntn kai okotewvi) Bwptd pov,

Kai T0 Spamévt 6mod Baotd, kai TodTa T& YOUUVA LoV KOKKAAA. .. (V. 1-3)88

My appearance is wild and merciless,

and the sickle I keep in hand and these naked bones...

This prologue and West European characteristics of Charos were
used some centuries later by Pavlos Klados (ITavAog KAddog), a priest
from Arachnes in Crete in his poem Address to Death and Religious
Advices (Amootpo@n mpog Tov Bavatov kat Opnokevtikég oLUPOVALS),
written in 1712."® He accuses Death/Charos of the evil he brings to peo-

ple:

T avBpdmovg OAovs 0QAlels Kat CKOTWVELG,
yati pe o Spemévt oov Tt owverg. !

You slaughter and kill all the people,

because you finish them with your sickle.

18 Bakker - Van Gemert 2008: 55.
186 Bijalostocki 2007: 82.

187 Omatos 1990: 308.

188 Alexiou, Aposkiti 1988: v. 1-3.
189 Makromichelaki 2011: 473.

19 TlabAov KAdadov, Amootpogr mpog tov Bavatov, Exdoon Xp.N. Ilétpov-
Meooyeitov EEKX B’ (1939), 0. 355. The same Charos attribute is mentioned once
in Erotokritos but in a completely different context: Ztnv ke@alr| eixe oAdpavpov Tov
Xapo pe Spemév, B 361.
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In Gioustos Glykys from Koroni Mourning for Death (I1évBog
Bavérov, (wic pdratov kar mpog Oebv emoTpog), written in 1524 we
find the same description:

Kaut to §pemdvi omov faotds, kabwg oe {wypagiCovv.
And the sickle you keep, as they paint you.'?

It is noteworthy that similar characteristics of Charos appear in an
account of the plague on Rhodes in 1498, known as The Plague of Rhodes
(To ®avatikév 6 PoSov) written by Emmanuel Georgillas (Eppavovnh
lewpyihdg). Apart from the allusions to The Second Coming known
from fourteenth- and fifteenth-century wall-paintings, it contains many
elements of Charos-Death as a Reaper, for instance “naked arms” (ta
yovpva ta mpdtoa oov) or “the sickles” (ta dpénava oov).'*

The question of why in Greek islands, where we find folk songs with
a motif of Charos the Reaper, there is no single mention at all about
the motif of Death as a skeleton is still pending. However, it is worth
remembering that such representations — of Charos with a scythe stand-
ing straight — are very rare, but exist in post-Byzantine paintings that
we could find in the Catholic churches of Crete, such as the Church of
the Dormition of the Mother of God in Gournia in Crete (Naog tng
Koipnong tng ®eotokov).'**

¥ Knos 1962: 311.

2 Cited by Omatos 1990: 310 who follows IIévo¢ Oavirov. Néa EAAnvikn
BiBAoBrikn, ABrva 1988, 270 ff. Knos suggests Glykys might have seen the wall-
paintings containing such a motif in Koroni. Knos 1962: 312. There were also some
other works on the Underworld theme from that period, among others: Speech of the
Dead King (Opthioc Tov vexpot faoidic) written before 1513 or Rhyme concerning Death
(Piua mepi Tov Oavérov), written before 1493. Van Gemert 1991: 67.

19 Alexiou 1978:225-226. The whole passage: “IToA\oi o€ {wypagicacty katkaBeoal
enavw/ — appn eyw Bwpwvta ot eipal Sta v anoBdvw/ kal av OKLAGTOV TPOUACOW OF
va' oat oav Tov Tpopapxnv-/ endv i tov KépPepov oatavodtapordpxnv,/ mpocwmov
Eevoxdpayov, Kopuiv kat OvTa TPAYHa,/ e Ta YOpVA Ta TpdToa oov, va 7in 8ev owvel
YpAppa,/ TeG EVHOPPLEG Kat KAAAN ooV Ta éxet 1) Bactheld oov/ kpatwv maciloy’ dppata
Kat pe ta Spémava oov” (210-217).

194 Bakker — Van Gemert 2008: 54. There are also some examples in churches in
Sifnos or in the Gregoriou Monastery on Mount Athos. Anagnostopoulos 1984: 76.
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Merchant, Peddler

I will outline the idea that life can be redeemed and death may be
postponed later in the chapter about the motif of charopalema. In the
Cappadocian version of the motif, Charos appears to be a merchant or
a peddler and the encounter with him turns into a trade meeting. The
theme, as Saunier convincingly proves, might be associated with the his-
torical pirate attacks that Greek coasts were continuously exposed to for
centuries.'” Thus, he categorizes some songs that, according to him, are
supposed to be connected with piracy into a group he calls “unachieva-
ble redemption” (avépuktn e€ayopd). In my opinion, associating all the
songs containing the “redemption” motif with pirates is groundless and
needs to be verified.

First of all, Charos is called a pirate (kovpodpog) very rarely and
often this designation is accompanied by another word, for instance
a peddler (mpapatevtng),’*® secondly, there is no evident connection
with the “redemption” motif and Charos’ activity as a pirate. Definitely,
the question of some gifts or money that could be used to plead with
Charos to let someone free has no connection with some oral formulas
in which he appears as a pirate, which I shall try to prove below.

The attempt of the redemption of the dead"” from Charos is the
main theme of some songs cited by Saunier in the chapter above. I shall
deal only with the songs containing direct allusions to Charos, omitting
those where he is absent, which constitute the greater part of the selec-
tion. As it turns out, Charos is very rarely mentioned in the context of
redemption.

The motif may appear in the form of a young man pleading with his

)198

wife to redeem him from Charos (Saunier 3f, p. 200)'*® or the anony-

19 Saunier 1999: 189 ff.

1% See above the chapter “Charos’ general characteristics”

17 Another variant of “redemption from Hades” might be, as I suppose, the
recurring motif of “catching Charos” that we come across occasionally. Usually, some
young dead people try to catch Death/Charos and is some cases even “to hang” him
or to make him a slave: To Xdpo tov emdoave kat mav va tov kpepacovv (Pasayanis 4;
83), To Xapo tov emdoave kat okAdpo tove mave (Pasayanis 5). Saunier 1979: 324-325.

1% In some of the songs a motif of Charos’ wife and Charos’ children appears. See
below the chapter “Charos’ family”
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mous begging of someone dead (Saunier 3a, p. 198). In a version from
Pontus, a young man, supposedly dead, asks his mother to take care of
him because Charos had arrived at their house on his horse. Her answer
disillusions him as for the possibilities to avoid the unavoidable (Saunier
4, p. 200).

As Saunier notes, one of the most widespread versions throughout
Greece within the framework of this motif'”® is a group of songs in which
a mother asks Charos to buy out her son from him (Saunier 7a, p. 204)
and in some versions he answers he is not a “voivode” (Botpodag) nor
accepts a tribute (xapatodpng/xapatrg, Saunier 7B, p. 204; Saunier 7y,
p. 206; Saunier 73, p. 206).* The reiterating formulas in many songs
stress Charos’ incorruptibility and, simultaneously, the inevitability of
death:

Xdape pov dev mAnpwveoat, Xape i dev maipvelg ypoota. (Saunier 7, p. 204)
My Charos, you are incorruptible, my Charos, you don’t take payments.

Xdpe pov, dev mAnpwveoal kat dev mapakaAiéoat. (Saunier 7y, p. 206)
My Charos, you are incorruptible and implacable.

Charos leaves no doubts for those who beg him to let them out in
exchange for money. As he confesses:

eUéV pe Aév TpapateLTr), IOV Mpapatebw kOopo. (Saunier 79, p. 206)

They call me a peddler, because I peddle people.

Another variant of the motif of redemption, which - in my opinion
- should be considered separately because of evident discrepancies in
comparison with those presented above, is the motif of Charos selling
the dead.

In some songs that Saunier regards as exclusively Peloponnesian,*”!
an oral formula of “Charos is selling me” appears (péva o Xapog ue
TovAel/movAdel, Saunier 5a, 5B, p. 202). In these versions, a dead young
man asks his wife or someone beloved to find some gifts for Charos to

pay for his return to the world of the living. One of the things demanded

1 Saunier 1999: 205.

20 Interestingly, in this song Charos was identified with “the black earth” (Eipat
1 pavpn yng) that “eats” the living. As for the motif of the “Black Earth,” see below the
chapter “Charos’ wedding”

2 Saunier 1999: 203.
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by Charos turns out to be the sun (o Atog), which, of course, is very
symbolic in the eschatological context and brings many associations cir-
culating around the pair of light-darkness. However, the sun constantly
revolves (TpuyvploTnig, Saunier 5a, p. 202) or is “unbearable to look at”
(atnpnrog, Saunier 50, p. 202) and thus the payment is not possible.

Another variation of the analysed motif is selling the dead at the ba-
zaar (oto malapt),** the image that undoubtedly may be connected with
pirates and the abductions they must have committed, as Saunier rightly
supposed.”®® Yet, Charos is not present in this context, nor do we find
any allusions to him.

I would say that there is no need to seek the possible interpretations
of the motif in historical events. This is a symbolic representation of
the conviction common to all mankind that death is unavoidable and
neither gifts nor money will be sufficient to buy oneself out. Interest-
ingly, the intensification of such a concept is clearly visible in medieval
art and literature, almost obsessively based on death themes and me-
mento mori maxim. I would suggest that, together with the above-men-
tioned motives of Charos the Reaper and partly the Hunter, his rep-
resentations as a peddler or merchant may also go back to medieval
West European concepts. Of course, the universality of the motif can
indicate it is something we could also find in other mythological tra-
ditions. Yet, it is worth underlining that Byzantine medieval tradition,
art as well as literature, was not interested in the representation of death
in the context of money. It was much more spiritual than its Catholic
version in West Europe. Thus, it seems probable that such a concept that
we find in mirologia — not so often really - might have originated, as the
other elements, from a different tradition that was in constant contact
with Greek lands.

22 Tn fact, it is the name that is being sold: To évopa movhiétan oo malapt (Saunier
6, p. 202). In many cases, instead of the mention of someone dead (vekpog), we come
across in demotic songs his equivalent as “a name”” For instance: “whose was the name
that has been carried away by the river” (Tivovg ftave T’ dvopa, Tov Trpe TO TOTAL/
- Ao pog ftav T dvopla, o mrpe o motdut!, Matsinopoulos A-1, ). The name in
other versions may be taken by the sun and melted (to mripe o jAto6 Kt éAwos, cited by
Matsinopoulos 2008: 205).

% Saunier 1999: 203.






Chapter Il

CONTEXT

1. Wrestling or playing with Charos

In this chapter, I set out to compare different versions of acritic songs
containing the archetypal motif of “a man wrestling with Death”*** The
analysis of selected variants of the songs from the Pontus region, Cap-
padocia, Cyprus and the Ionian Islands reveals evident discrepancies in
the use of the motif of struggle with Death/Charos and - in my opinion
- questions both the common origin of the analysed variants as well as
the coherence of their categorization as a separate group.

One of the most meaningful mythological motives appearing in all
traditions from prehistoric times, represented in arts and literature, it
also naturally permeated to folk tradition. In Modern Greek folk songs,
it is reflected in the so-called motif of charopalema (xapomdAena), liter-
ally “fighting” or “wrestling with Charos.” Interestingly, the mythologi-
cal concept found its continuation in the language, which I have already
mentioned above, where the term hasa common meaningas “the struggle
preceding natural death”?* In this context, the folk songs based on this
motif or alluding to it may be regarded as a mythological pattern for
this kind of universal human experience.

24 The motif has been analysed meticulously by Politis in his introduction to
the collection of acritic songs containing the songs of “death of Digenis.” Politis 1909:
169-207. Still the most important in this matter is a paper by Saunier (Saunier 1972:
119-152; 335-370).

25 See the chapter “Charos in Modern Greek language”
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In Modern Greek folk poetry, we come across two kinds of such
songs. One group constitutes countless, and widespread in every corner
of the Greek mainland, songs about wrestling with Charos-Death that
we could call an encounter of a young man (AePévtng) or a shepherd
(toomavng) with Charos.**

The story, regardless of many differences in particular variants, has
many common recurring features. A carefree shepherd who descends
from the mountains is spotted by Charos who sits on a high rock. They
start a conversation and Charos confesses that he has been sent by God
himself to take the shepherd’s soul. The shepherd refuses and propos-
es a fight, the result of which is always predictable because Charos is
invariably the winner. However, the conquered shepherd begs Charos
to postpone his death, arguing that he has a lot of duties at home (wife,
children and animals).?%”

As has already been convincingly proved, this type turns out to be
not original but derivative and was adapted from acritic songs. In this
regard, the protagonist of these songs would constitute a counterpart of
the hero of acritic songs, Digenis Akritas, who in the folk imagination
of agricultural society metamorphosed himself into a shepherd to suit
the rural reality.*®

We should remember, as I have already noted, that - although me-
dieval Greek folk songs were not widespread in the Greek mainland*”
- we can find some traces of them in their more recent adaptations
and variants, which are hidden under the textual layers and imagery?'°
sometimes going back further in time and provoking questions about
their possible sources. As most scholars nowadays suggest, acritic songs

26 Alexiou 1978: 227-228. Borowska 2008: 79-81. The versions of the song we
find, for instance, [in:] Politis (214, Tov AeBévtn kat Tov Xdpov; 215, Tov Xdpov kat
Tov viov; 216, Tov Xdpov kat tov otpaduwtn); EDT (129, 130, 132); Kougeas (46, 88);
Kapsalis (628); Matsinopoulos (A-4, o), B’); Motsios (69, 70); Kriaris (243); Nimas
(1 A-@’); Theros (677-680). Saunier, who analysed 128 variants of the song, discovered
that the theme is unknown on Crete, Cyprus and in inland Asia Minor and the place of
origin of the songs with this motif is probably in the regions of Epirus and Macedonia.
Saunier 1972: 144.

27 Saunier 1972: 144-148.

208 Stathis 2004: 771-772. Politis A. 2011: 76. Alexiou 1978: 228.

209 Alexiou 1978: 230.

210 Politis A. 2011: 75.
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are not supposed to be of medieval origin and most of them could have
been written during the nineteenth century®'! and the term itself is an
invention of the folklorists.”'* According to some of them, the proof of
their later composition are the songs about the achievements of Digenis
that have no connection at all with the epic of Digenis Akritas,*" as - for
instance - the motif under consideration, namely the fight of Digenis
with Charos, does not exist in any of the manuscripts and variants of
the epic.**

In this chapter, I venture to compare different versions of the second
group of folk songs with the motif of the meeting of a man with Cha-
ros, namely, their acritic versions. Firstly, to show a variety of variants
that differ greatly, secondly, to pay attention to intercultural influences
determined by the place of origin of a given song, and lastly to attempt
to elucidate some eschatological problems appearing together with this
motif.

The question of hypothetical sources has already been researched,
but so far has not reached a satisfying result.?”> Saunier distinguished
four original types of the motif, dividing them into two acritic, two non
acritic and thirteen derivatives containing fragments of the original ver-
sions.?'* My purpose is not to undermine the proposals and conclusions

21 Saunier 1972: 121.

212 Alexiou 2002a: 205-206. Alexiou notes that the main theme of acritic songs is
the premature death of a young man. See also Saunier 1979: 287-302.

213 Beaton 2004: 78-82.

214 Hesseling 1897: 23. Saunier 1972: 121. Bzinkowski 2009: 24. We come across
the name in its ancient version as “Charon” (X&pwv) in a version from the monastery
of Grottaferrata (8.2, 8.125, 8.269) as well as in the variant of the epic known as Escorial
(vv. 1794, 1795), but in both versions he has nothing in common with Charos from
demotic songs and he appears rather as a simple synonym to death. The statement of
Hutter, Sikke in their paper that this was one of the most popular episodes from the epic
is obviously groundless. Hutter, Sikke 1979: 62.

25 Alexiou 1978: 227-229. Alexiou herself admits that there are serious
discrepancies between Eurypides” Alkestis — with the fight with Thanatos over Alcestis’
soul — that she regards as a source of modern combat with Charos and the modern
version of it. In my opinion, her suggestion as to any dependence of the Modern Greek
version on the ancient prototype is completely devoid of basis. Alexiou 1978: 229. For
ancient origins of the motif, see also Stathis 2004: 777.

216 Saunier 1972: 119-152, 335-370. He also added a group with a common theme
of “Bet of Giannis with Ilios [the Sun]” (Zroixnpa Itavvn kat'HAwov). Saunier 1999: 537.
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of the researchers but hopefully to add something that, I suppose, lacks
in the hitherto research. I would describe it as a perspective pertain-
ing the structure of the narratives as well as their content and context.
Moreover, while analysing the present motif, it seems to me essential
not to forget about the possible West European influences that might
have been exerted on Modern Greek versions of the representation of
fighting with death.

a) Pontic type - on the copper threshing floor (xdAxivov alwviv)

The Pontic type has a subsequent narrative structure: Akritis*’
builds a castle or a tower — a motif I will deal with in the following chap-
ters — but the birds that so far had sung about his happiness, suddenly
start to foresee his imminent death. Akritis goes hunting but, instead
of prey, he encounters Charos at a crossroads. It is noteworthy that the
crossroads bring here mythological associations, for they allude directly
to the place of passage to the Netherworld.?® However, Charos is not
a stranger, he seems rather an old acquaintance. The protagonist of the
song accuses Charos of bothering him all the time and challenges him
to a duel:

EXa, Xdp), ag maledwpey 0To XAAKIVOV T awvy,

Xdpe, Kat av VIKAG e £0V, VA TTALPG KAl THV YUXHV OV,

Xdpe, Kal av VIK® 0’ eyw, va xaipopat Tov koopov. (Saunier, 1, p. 538; Politis b,

pp- 234-235, 24)

Come, Charos, let’s fight on the bronze threshing floor,

Charos, if you conquer me, take my soul,
Charos, if I win, let me rejoice the world.

In Markos’ collection containing two songs of this type, the differ-
ence in the form of the battle concerns the last element, which is the bet,
in this case Charos’ black horse itself — an element I have already spoken
about above:

For more about the charopalema motif, see Anagnostopoulos 1984: 119-120. Lawson
1910: 104. For a comparative analysis, see Saunier 1972 and Stathis 2004: 771-784.

27 In the Pontus region, the hero is never called Digenis. Moreover his name
“Akritis” was changed into “Akritas” by Sathas and Legrand who discovered the first
manuscript of the epic of Digenis. Beaton 2004: 78.

218 Stathis 2004: 773.
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Xape W, yra Aa ag makevovpie ' To XAAKEVOV T aA@vLy,

ag €V’ Kal T VIKAG W oV, €map’ Ty yn 1 ko 8¢Pa,

ag ev kat To vikeieoat, Oa maipvw kat To pavpo o. (Markos, p. 176; 178 Axpitag
KAoTpov £xTilev)

Charos, let’s fight on the bronze threshing floor,

if you win, take my soul and go away,

if I win, I will take your black horse.

In Politis’ version, the last element of the bet are soul and life?'*:

Kol av VIKAG pe, XapovTta, va dpng TN Yuyr Hov,

K ey’ av vikd o€, Xdpovta, va €xw tnp {wiip pov. (Politis b, pp. 251-252, 40; see
also Politis b, pp. 245-246, 35)

And if you conquer me, Charos, take my soul,

and if I win, let me keep my life.

Worth underlining is the lack of a significant element - there is no
mention of any weapon used by the fighters. Besides that, we even don’t
know either how they fought or any details of the combat that has an
expected result, for Charos always turns out to be the winner.?*

E&éBav kat emdheyay, evikeoev o Xapov. (Markos, pp. 176, 178; see also Saunier,

1, p. 538)
They came out and fought, Charos won.

The fragments cited above clearly show that in Pontic versions the
motif of the fight does not exist and the only thing we can see is its result.
Anyhow, if we look at the analysed scene from a higher perspective, we
would discern some very interesting characteristics. Without forgetting
the Pontic peculiarities, we could describe the scene as follows: a lonely
horse-rider goes hunting and meets another one at the crossroads, start-
ing a conversation with him. In turn, they bet on what they get if either
of them will conquer the other one. I am convinced that right here we
should try to seek any possible sources of the Pontic charopalema motif.

The context of the Pontic version indicates we are dealing here with
the same motif I have already mentioned while analysing the figure of
Charos as a hunter: the medieval motif of an encounter with Death. Al-

29 The end of this version is somehow surprising, because the winner here is
Akritas and Charos is killed. Politis suggests the text should be corrected. Politis 1909:
246. See also Alexiou 1978: 228.

220 Saunier 1972: 127.
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though there are no such texts in Byzantine literature, we can find them
in the texts written in demotic Greek in the last years of Byzantium,
known as Alphabetical Dialogues of man and Charos/Death (Aidloyot
Kata aAeafnrov avBpwmov kat Tov Xdpov), which resemble and un-
doubtedly were inspired by West European medieval “Dialogues of man
with Death,” which I have mentioned above.?*!

In the Pontic version, there is also one feature that, in my opinion,
might be - although as a remote association - linked to medieval rep-
resentations of Death. All the above scene could be described as a “game
with Death” rather than a “fight” As it turns out, there are some medi-
eval paintings, yet not so frequent, depicting that sort of facing death
according to medieval concepts. The best known example is a wall
painting by Albertus Pictor (c. 1440-c. 1507) in Taby Church (Téby
kyrka) near Stockholm, the one that inspired Ingmar Bergman in his
allegorical famous film The Seventh Seal (Det sjunde inseglet, 1957). The
scenery in Bergman’s film is astonishingly similar to that of the Pontic
version of the analysed motif, which indicates that we are dealing some-
how with a universal, even archetypal figure. A knight returning from
the Crusades to Sweden encounters Death — by the way in a black cloak,
similar to the representation of Charos as a man dressed in black — and
challenges him to a chess match, which Death accepts and they start
playing - the bet in the game is the knight’s life.

If we suppose that the Pontic version of charopalema is just an ex-
pression of the universal idea of a man fighting with Death and reflects
the conviction that even the unavoidable may be conquered by a mere
game, the fight with Charos would be seen as nothing more than just
a Greek version of an archetypal image.

b) Cappadocian type - on the marbles

The songs from Cappadocia - the place historically connected with
the Akrites, the guards of the Eastern borders of the Byzantine Empire**
- seem to be a variant of the Pontic type. However, the protagonist here,
the name of whom is yet unknown, purposely builds a tower, so that

22! Hesseling 1931: 133. Omatos 1990: 306-307. Panagiotakes 1995: 311-313.
*2 Saunier 1972: 336-337.
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Charos could not find him.?*’ Similarly, in this type of motif in question,
there are some variants in which we won'’t find any mention of the com-
bat with Charos/Death. Instead of it, there are some features that tend
to underline the fact that: life can be redeemed and a man can postpone
the unavoidable (like in the case of Akritas’ wife who, instead of 40 days,
understood she would be given 40 years of life by Charos).?**

As a matter of fact, Charos in the Cappadocian version turns out to
be a merchant, a peddler,?” though merciless in his demands as for the
payment that belongs to him, yet trustworthy. Consequently, the fight
with Charos in Cappadocian songs turns into a trade meeting during
which both parties agree on the conditions and terms of the contract.

In this regard, as I suppose, realizing that it may seem just another
remote and groundless association, we could once more look for some
possible traces in the medieval West European representations of Death
we have already seen above. The allegorical representations known as
Danse Macabre® allude directly to the kind of meeting of Death with
a merchant.””” Naturally, in Cappadocian songs the man is not a mer-
chant, but it is Charos himself, however, one cannot help feeling that
both images might have a common origin in archetypal thinking. Re-
gardless of who the merchant is, the point of the meeting is life itself
that, according to medieval concepts, is not redeemable.

Anyhow, the characteristics of Charos as a merchant are too few to
definitely, without hesitation, link the image to the medieval concept. In
the Cappadocian versions some features of Charos as a merciless con-
queror appear, the concept I have already considered and which is prob-
ably more vital in Greek folk tradition than his supposed “commercial”
activity:

[...] am’ Ta padhid Tov émiace " ¢ pdppapa tov Padet

Xape W, ageg | ag Ta padAid kal TG He ag To XépL,

1 Seife pe v Tévta oov povdyog 1 ag myaive. (Politis b, p. 247, 36. Sinassou;

see also Saunier 2, p. 540, from Lagarde’s collection)

23 Saunier 1999: 541. As for the tower motif, see the chapter “Charos the builder”
24 For the exact survey of different variants, see Saunier 1972: 337-341.
25 See the chapter “Charos’ specific representations,” part “Merchant, Peddler”

226 Hesseling 1931: 134.
27 We see this kind of representation in almost all versions of late-medieval

allegories known as the Dance of Death, like in Hans Holbein’s woodcuts drawn in 1526.
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[...] he caught him by his hair and threw into the marbles.
Charos, leave my hair and take me by the hand,
or show me your tent so that I could go there by myself.

In a version cited by Politis, which he took from the earlier collection
of Lagarde (1886), some characteristics appear that show the encounter
with Charos in Capaddocian versions as a real fight. It is noteworthy
that Charos’ weapons mentioned here, a spear (kovtépt) and a sword
(omabi), are completely unknown elsewhere.??®

Politis suggests that it might be Akritas’ wife who encourages the
opponents to fight, yet Lagarde thought it was rather Akritas’ mother
speaking to her son.?” In this variant the motif of “pulling the hair” is
significant — the sign of Charos’ atrocity or just a symbolic representa-
tion of taking vital powers from a man - and the mention of a tent that
we also come across in the songs of the Shepherd and Charos.” It is
also worth noticing that the characteristics of Charos as “reasonable”
(ppovipog) and “well-educated” (k&AAo mawdevpévog) may indicate
a Christian “intrusion” and the need to describe Charos as a good serv-
ant of God, a motif we don't find in any other version as far as I know*":

Ag mapn Axpitng To omabi, kat ov, Xape, T0 KOVTAPL,

efydt exei ' 0To MOAEHO, G Eva TAATO AiBAdt.

Novtov 0 Xdpog ¢povipog Kat KaAALo Tatdevpévog.

‘Emaoe Xdpog to onadi, taxiodnv to omabi tov,

mdoe Kk and kovtaptod, tlakionv to kovtapt.

Ag ta paAlid tov €miace, ' Ta Lappapa Tov KpoveL.

Xap; apeg p ag T LaAld, Kat Tao” i ag To XépL,

Ta Seike pe Tnv Tévta oov, Kat povaxo [ ag nayw. (Politis b, p. 248, 37)

Let Akritis take the sword and you, Charos, the spear,

go out to fight, on the vast meadow.

Charos was reasonable and well-educated.
Charos took the sword, his sword broke,

228 Saunier notes that the text of all variants in this place is corrupted and confused.
Saunier 1972: 339.

2 Lagarde 1886: 26. Unfortunately, we don't know who the informants of Lagarde
were or if the collector changed by himself the version of the song, which was very
common practice then, as I have already mentioned, when the folk songs were regarded
rather as a written than oral text. Beaton 2004: 203. In fact, there is no similar version
of the song which rather suggests that it may not be genuine.

»0 Saunier 1972: 339-340.

»! Saunier 1972: 239. Saunier 1979: 331.
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he took his spear, his spear broke.

He took him by his hair, knocked him down on the marbles.
‘Charos, leave my hair and take me by the hand,

or show me your tent so that I could go there by myself’

c) Cypriot type - in the palaistra

The most elaborated versions with the motif of encounter with Cha-
ros come from Cyprus and are usually rather long compositions. The
plot of the story follows a similar scheme: Charos appears during a feast
and is invited by three young men to join them and eat and drink in
their company. He refuses, explaining he has come to take the youngest
of them, who - after a short dialogue - turns out to be Digenis himself.
Then a fight with Charos takes place, which constitutes the most ex-
panded version in comparison with any other containing the analysed
motif. Yet, what is worth underlining, the motif of fighting with Charos
is not the central one and not the most important in these versions. As it
turns out, the main part of the narrative contains a story usually told by
Digenis on his deathbed to his friends.**

The most significant features of the combat have nothing in common
either with the Pontic or Cappadocian versions.

It is wrestling, without the use of any weapon, it lasts three days and
three nights and the opponents fight not on a threshing-floor but in the
palaistra:

ZepKég, 0epKEG ETKIACAOLY KAl OTNV TAAWOTPAY TAGLY.

Tlau tlet 'vi TOVTAADVVACLY TPELG VUXTEG, TPELG IUEPEG,.

Tlel o "miktavey 0 XApovTag Ta yaipata mrovoay,

et o ‘TKlavev 0 Atyevig Ta KOkkala eleloboav. (Saunier, p. 542, 3; Politis b,
p- 210, 1; Markos p. 180, ITavw oteg €&n Tov unvog; Kitromilidou, p. 16, 2; see
also Politis b, pp. 212-214, 2)

They caught themselves hand by hand and went into the palaistra.

And there they fought three nights, three days.

There, where Charos caught, the blood flew,

there, where Digenis caught, the bones were disjointed.

#2 In some versions, Digenis kills his wife at the end of the story because she had
chosen Giannis instead of him when he dies. Alexiou 1978: 228.
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The battle is unsolved, Charos transforms himself into a golden eagle
and asks God for help, who in turn gives him a sort of divine power,
which is called enigmatically “theoti” (Bedtn)**:

Xpovadg atdg eyivnkey, 0Toug ovpavolg T e&ény,

TC dvoiev te aldteg Tov Tlat 100’ Ocdd Soalel

[...]

Tl kidoe, nkidoe, Xdpovta, tau tovtny o BedTny,

Tov Atyeviy v €deiev, tlar mmégter oto kpePPativ. (Saunier, p. 542, 3;
Kitromilidou, p. 19, 3; see also Politis b, p. 210, 1; Markos p. 180, ITdvw oteg €&
Tov punvog; Kitromilidou, p. 17, 2)

He became a golden eagle, flew to the heavens,

opened his wings and praised the Lord.

[...]

Catch, catch, Charos, this divine powet,

Charos showed it to Digenis and he fell into bed.

Politis cites another Cypriot version that differs significantly in this
point, at least seemingly. After the first clash that brought no result
and meant that Charos was obliged to call for God’s help, the narrative
changes, assuming some elements from Christian eschatology:

Hpte pwvr| mov tov Bedv ki’ and tovg Apxayyélovg.
Kau dev oe épya, Xdpovta, maldpota va KAUvng,
Tapd oTeld og, XapovTa, Yuxaig ya va pov BraAing.
Xpuoog atdg eyiviKe TAVW G TNV KEQAANV Tov,

K €0KATTEV [E VOXLV TOV Va PKAAN TNV Yuxnv TOV.

KU o Aryevrig yoxopaxei o€ o18epd maldtia,

oe odepa mamhwpata, oe o1depd kpePdtia. (Politis b, pp. 212-214, 2)
There came a voice from God and from the Archangels.

T haven’t sent you, Charos, so that you fight,

but I have sent you, Charos, so that you take out the souls.
He became a golden eagle over the head of Digenis,

and he dug with his claw to take out his soul.

And Digenis is dying in his iron palaces,

in his iron sheets, on his iron beds.

Irrelevantly, if Politis, inspired by the older collections, especially
by Sakellarios (1868) and Legrand (1874), had created the above-men-
tioned version himself, the whole fragment seems to be composed of

% Saunier rightly notes that the abstract term 0edtn belongs to scholar language
and consequently to the learned tradition. Saunier 1972: 135. Similarly, Politis was
puzzled by this noun and confessed he had no idea what it meant. Politis 1909: 211. For
more, see the chapter “Charos and the Angels”
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different variants with the addition of two rather seldom elements, ap-
pearing in this context: a reproach of God towards Charos for not exe-
cuting his duties and a mention of the Archangels. I shall deal with the
problem of angelology in demotic songs in the next chapters. In this
place, it is sufficient to say that Charos is identified sometimes with the
Archangel Michael, playing the role of psychopompos in folk tradition,

which I shall elaborate subsequently.**

d) The Heptanesian type - jump competition

In Heptanesian versions of the encounter with Charos we find a mo-
tif completely unknown anywhere else, namely a jump competition.
Whereas in other variants, it was Digenis fighting with Charos, here it
is a “widow’s son” (o ylog TG x1pag). Moreover, they build the castle
“somewhere in Jerusalem” (kamov ota I'epoodAvpa) — the element also
known from the Pontic versions — which is constructed purposely so
that people could hide themselves and Charos would not find them.
Likewise in the Cypriot versions — he enters during the feast and states
he has come to take the best of them. Consequently, the youngest one,
who turns out to be the widow’s son, answers and challenges Charos to
compete in a jumping competition:

Xapo, ag mapacapTdpove, K OTOL0G TPOAAPeL ag TapeL.

Zaptaiv’ ton xnpag to maudi, Tdel capavTa Tdooa

oaptaiv’ o ITpikoXapovTag Kat TdeL CApAVTATEVTE.

Zaptaiv’ Ton Xfpag to mudi Kat TdeL TEVAVTA TAooa,

Zaptaivet o IIptkoxapovrag kot maet mevnvtanévte. (Saunier, p. 560, 9p; Politis b,

pp. 256-257, 46, Kefalonia; see also Schmidt 20)

Charos, lets compete in jumping, and who will be further, he wins.

The widow’s son jumps, he reaches forty steps,

The Bitter Charos jumps, he reaches forty five.

The widow’s son jumps, he reaches fifty steps,
The Bitter Charos jumps, he reaches fifty five.

Saunijer drew this song from Schmidt’s collection (1877),° who
— contrary to his contemporary folklorists — is regarded rather as one

#4 Lawson 1910: 45;101. Omatos 1990: 307. Krueger 2006: 91, 125. Bzinkowski
2009: 27.

2% Politis classifies this song as acritic, rewriting the notes of Schmidt that the first
five verses are sung only in the village of Skala.
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who meticulously and thoroughly wrote down the songs he heard dur-
ing his stays on Zakynthos, Kefalonia and Ithaca.

Saunier cites another two songs of this kind in his collection. The first
one he took from Tomasseo (1842)*° and it differs only in two elements:
the widow’s son is mentioned by name, he is called Giannis, and the
competition takes place on the marble threshing floor (' Ta pappapévia
alwvia, Politis, pp. 257-258, 47). It is interesting to highlight this if we
recall that in the Pontic versions the threshing floor was made of copper
(xéAkvov) and in Crete usually of iron (0idepo).>*” In the second song,
from the island of Chios, the protagonist of the story is called Konstan-
dis and unexpectedly he manages in the end to “knock Charos to the
ground” (pixtet o Xdpw kdtw, Politis b, pp. 258-259, 48).

However, the most interesting aspect in this regard is a Heptanesian
variant drawn by Politis from the collection of Kanellakis (1890). Here,
instead of Charos, we come across another mythological figure known
from folk tradition, Drakos, who provokes others to fight with him:

‘TIotog éxet oidepo omabi, oidepo Ppakolwvy,

molog €xet 6tN0og pdppapov, To Apaxo va maaion;’

‘Who has the iron sword, the iron belt,
who has the marble breast to conquer Drakos?’

Only the widow’s son accepts Charos’ challenge:

‘EXa va ta tndrowile 1g TougG aviAlovg TOmovg.
IIndd g xnpoag to maudi ot o e€rvta piia,
Emndnoe 10’ 0 Apdxog pag toat ma eEnvtanévre.
Sov 1 xapilw T {wn, va oat evtpomiaouévog’
‘Come, so that we jump in sunless places.’

The widow’s son jumps and he reaches sixty miles,
Drakos jumps and he reaches sixty five.

1 spare your life, so that you regain your good name.

This variant, besides the features mentioned above, contains an in-
teresting name of the place the competition takes place, which is sunless
places (avrhtovg TOMOVE),>® bringing to mind eschatological connota-

%6 Tomasseo draws some folk songs from the poet Donysios Solomos. Beaton
2004: 8-9.

»7So far, I have not found any satisfying explanation of the differentiation of the
material that the threshing-floor of demotic songs is made of.

8 See the chapter “The Underworld of the demotic songs”
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tions. Secondly, the fight with Drakos ends happily for his opponent, but
not in the other versions:
KU ox Ta padAid Tov émiace kat Tove KwAOGEPVEL.
‘Ace e, Xdpe, a@’ Ta podhid kat maoe Woag’ Ta xépta! (Saunier, p. 560, 9f;
Politis b, pp. 256-257, 46; see also Politis b, p. 258, 47)

He caught him by his hair and he dragged him.
‘Charos, release my hair and grasp my hands.’

O Xdpog 1o movnpdg t0” ag’ Ta HaAALd TOV TAVEL

‘AQig pe, Xap, ag’ Ta HaAALd, Toat Ao e ag’ TO XéPL,

toat Seife pov To pépog oov va mdyw povayog pov. (Politis, p. 259, 48)
Charos was cunning and he caught him by his hair.

‘Charos, release my hair and grasp my hands,

and show me your tent, so that I could go there by myself’

Saunier pays attention to the motif of “pulling the hair” known also
from the Cappadocian versions, associating it with the motif of Charos
the Pirate,”® suggesting that it might reflect some historical events that
took place in the Hellenic ground.*** I wouldn’t agree with his statement.
It would seem unjustifiable and very risky to join mythological, one
could say even archetypal, motifs present in folk songs with real events.
It seems rather that it reflects the most archaic concepts connected with
hair and death, like beliefs about vital powers that were supposed to be
taken by pulling the hair in the moment of death**' and also resembles
some ancient ritual practices during which the hair of victims was cut.*?

In my opinion, in the Heptanesian versions of charopalema motif,
traditions and motives that originated in different epochs and in regions
distant from each other conflated, creating such a specific image. Once
more I can’t get rid of the impression that, in the liveliness and mobility
of the protagonists of the Heptanesian version competing in a jump-

9 See the chapter “Charos nekropompos.”

0 Saunier pays attention to the usage of the word tévta, which is of Latin origin and
was used as a military term. Saunier 1982: 301-302. Moreover, it seems to interconnect
with the motif of “pulling the hair” that we come across in the songs about the fight of
a young man with Charos. Saunier 1972: 340.

21 Stathis 2004: 780. Although his attempt to correlate the motif with the ancient
idea of the external soul that we find, among others, in the Biblical story of Sampson
is very alluring, in my opinion, it is not supported by any convincing evidence. Stathis
2004: 781.

2 Omatos 1990: 309.
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ing competition, one could notice some echoes of medieval dances with
Death, similarly full of vitality and spontaneity in its grotesque form.

All the remarks made above allow me to put forward a suggestion
that it would be groundless to categorize separately some songs into
a group called “fight with Charos-Death” The differences between the
versions regarding the way of fighting as well as the context clearly prove
that the fight with Charos/Death constitutes merely one of the elements
of the narratives, in any case the most important and leading one in the
plot. However, the question as to what extent the eschatological images
appearing in the cited songs reflect the medieval concepts of Death, or
the archetypal, mythological, ahistorical and timeless prototypes, is still
open to discussion.

2. Charos and the Angels

In this chapter*” I focus on the well-known John Cuthbert Lawson’s
study about Modern Greek folklore (1910) and I venture to verify if it
may be regarded as a reliable source of information about Greek folk
beliefs. I base my argument on the eschatological remarks Lawson made
concerning the personification of Death — Charos and his relationship
with the Christian Angels. Confronting Lawson’s views and his source
material with other similar demotic songs, mainly from the collections
he had access to, I try to show how the older collections of folk songs
might have distorted or falsified the eschatological images of Charos and
the Angels, and what he overlooked while analysing the sources. I also
shed some light on the possible influences of Byzantine Orthodoxy on
Modern Greek folk tradition to which Greek demotic songs belong.
One of the books that has been an inexhaustible source of infor-
mation for over a hundred years concerning the supposed continuity
of ancient Greece in its modern counterpart is a memorable study by
a young classical scholar John Cuthbert Lawson (1874-1919), a Fellow

23 The whole chapter is an almost unaltered version of my recent paper (Bzinkowski
2015a).
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of Pembroke College in Cambridge, entitled Modern Greek Folklore and
Ancient Greek Religion: A Study in Survivals (Lawson 1910).>*

As the author writes in the preface to his book, he spent two years in
Greece (1898-1900) thanks to the Craven Fund, which financed his stay
and work that he undertook in order to gather the information for his
research on the customs of modern Greece.?*® But the real purpose he
aimed to achieve was not the ethnographic collection of data during the
fieldwork, but - as he states with undisguised pride - the first attempt
ever made to show modern Greek folklore as a significant and essential
vehicle for the exploration of the continuity of Ancient Greek religion.**

The same year when Lawson’s book was published, it was reviewed
in The Classical Review by the then influential classical scholar Jane El-
len Harrison (1850-1928), who did not conceal her admiration for his
work, but simultaneously reproached him for neglecting and rejecting
the comparative method and not showing modern Greek folklore in
a broader perspective in comparison with other primitive tribal initi-
ation ceremonies.”” Another critical insight into Lawson’s book is of-
fered by the review written the same year by H.J. Rose, who accused the
author of being “childish” in interpreting the religious passages from
ancient writers that he had no knowledge about at all.*** On the other
hand, Rose admits that the ethnographic data gathered by Lawson is in-
deed valuable and his remarks about the contemporary beliefs of Mod-
ern Greeks deserve credit.

Two years later, a Professor of Harvard University, Clifford Herschel
Moore (1866-1931) later author of the classic study on Greek religion
(Moore 1916) and translator of Tacitus’ Historiae, reviewed Lawson’s
book, paying attention to the richness of the content concerning Greek
folklore, as well as to the author’s lack of knowledge of contemporary
studies on Greek religion that could support his, in many cases doubt-

24 Other well-known studies by English visitors in Greece during the nineteenth
and the beginning of the twentieth century include: Geldart 1884; Rodd 1892; Abbot
1903.

5 Lawson 1910: vii.

6 Lawson 1910: x.

7 Harrison 1910: 183.

2% Rose 1910: 529-532.
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tul, theses.*® According to Moore, one should also treat with caution
the accounts used by Lawson, due to the fact that respondents’ oral ac-
counts are not always trustworthy.*®* However, the most critical review
was published the same year by George L. Hamilton who explicitly re-
proached Lawson for his unacceptable ignorance of both comparative
religions and folklore studies, as well as a complete lack of knowledge of
the broader European context of the tales and folk stories he deals with
in his book.?* Later reviews, such as Johannes Th. Kakridis’ detailed
analysis of some passages in Lawsons book that are oversimplified or
misleading,”” or a short review by Américo Paredes®’ generally share
the opinion that, although in many cases his study is obviously out of
date, one must not deny his ability to show universal beliefs and prac-
tices.

The person most critical both to the question of the diachronic sur-
vivalism of Hellenic culture, and the person who sought every possible
source that could explain modern tales via ancient myths, was a pro-
fessor of Greek at the University of Oxford, archaeologist and folk-
lorist, Director of the British School in Athens, Richard M. Dawkins
(1871-1955). One of the most influential Neohellenist scholars, whose
works,* thanks to his research accuracy and thorough documentation

of the sources, are invariably admired in modern scholarship,**

strongly
stressed the necessity to see Greek folk tales in terms of a synchronic
system where every element is meaningful for the community that is
an addressee of a story.”* Instead of tracing back modern folklore to

ancient Greek culture, he preferred the comparative method and sought

29 Moore 1912: 108-111.

0 Moore 1912: 111.

251 Hamilton 1912: 87-90. For instance, he observes that Lawson does not know
either the then well-known collection of folk tales by Hahn (1864), or Dyer’s study about
Greek religion (Dyer 1891) that could support some of his theses and place them in their
relevant context.

22 Kakridis 1969: 495-499.

23 Paredes 1965: 356.

»4 The most influential are: Dawkins 1916, the result of three visits to Cappadocia
(1909, 1910, 1911) just before the Balkan wars began, and Dawkins 1953.

25 Alexiou 2002a: 218.

6 Mackridge 2009: 56; Tziovas 2014: 26, n. 5.
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to juxtapose Greek folk songs with their counterparts in other contem-
porary cultures.”’

Since Lawsonss study, in spite of the lapse of time and change of ap-
proaches, is regarded, among others by Alexiou in her influential mono-
graph,®® as a still reliable source of information about Greek folk beliefs,
in the present chapter I venture to verify this statement. Based on the
eschatological remarks Lawson made concerning the personification of
Death in Greek tradition and specifically the relationship between the
pagan Charos/Death and the Christian Angels, I will try to establish the
degree to which his account may be up-to-date and if the information
he conveys on the subject is up-to-date or if it should be disregarded.
Thus, confronting Lawson’s views and his source material with other
similar demotic songs, mainly from the collections he had access to,
I shall try to show in what way the older collections of folk songs he used
might have distorted or falsified the eschatological images of Charos
and the Angels, and what he overlooked while analysing the sources.
Simultaneously, I also hope to shed some light on a problem that, in
my opinion, is rather neglected by researchers of Greek demotic poet-
ry, namely the possible influences of Byzantine Orthodoxy on Modern
Greek folk tradition, to which Greek demotic songs belong.

It also seems useful to pay some attention to the sources of Greek
demotic songs Lawson used to illustrate his theses about Modern Greek
eschatology. He cites, among others, the collections of Passow (1860)
and Schmidt (1877), and mentions the works of the founder of Greek
folk studies, Nikolaos Politis (1852-1921), whose first Greek collec-
tion of songs he could not have known for obvious reasons.* It is also

»7  Mackridge 2009: 56. In a letter to Hasluck, Dawkins writes that Lawson “does
not possess an imaginative mind. It's odd that such an unsuitable person got hold of
such a subject” (Dawkins to Hasluck, 2 Feb. 1919). The quote is from Mackridge 2009:
56. However, later he seems to have softened his stance against Lawson. For instance,
in the James Frazer Memorial Lecture given at Oxford on 5th May in 1924, although he
does not agree with Lawson’s opinion about the vampires, he shares his views on the es-
chatology of Greek dirges. Besides this, he also shares some of Lawson’s views about the
continuity of ancient Greek concepts about the afterlife of an individual. See Dawkins
1942: 134-136.

258 Alexiou 2002a: 455, n. 24.

»%  The first edition of the well-known collection was published in 1914.
Interestingly, when publishing his collection, Politis used the method of textual criticism
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worth remembering that, at that time, other collections of Greek songs
in translation into European languages were already plentiful in Eng-
land,*® France®' and Germany or Austria.**

However, what is extremely interesting and - as I suppose - has not
attracted proper interest so far, in spite of Lawson’s peculiar attitude to
folk elements and his tendency to link every similar element with an-
cient Greek sources, is the fact that he is fully aware of the “double-faith”
patterns of Greek folk beliefs based, on the one hand, on Christian ele-
ments as the legacy of the Byzantine Church and, on the other, on Hel-
lenic sources of ancient origin.”®® As he notes, with a sort of perplexity,
peasants seem not to bother and easily identify both sides of their be-
liefs.?®*

Undoubtedly, Lawson is right in his general supposition that the
Modern Greek Charos is only partly what Charon used to be in clas-

that he borrowed from the classical studies. Moreover, in contradistinction to European
folklore studies of that time, Greek folk songs were treated mostly as “written text” and
their oral performance was neglected. See especially Alexiou 1984-1985: 7-10.

0 See above the chapter I “Sources” A detailed list and comparison of the
nineteenth-century European collections of Greek folk songs was made by Ibrovac (1966:
153-248) and if one would like to check any relevant information I strongly recommend
his thorough study. As for the Greek collections and their relationship to European
sources, see Politis A. 2011: 277-283, 325-334. For a short survey of collections, see also
Beaton 1986: 115-117. Here I mention merely some of the English collections Lawson
might have known and could have had access to. Apart from the translation of Claude
Fauriel’s collection by Sherridan (Fauriel 1825), collections by Garnett (1888) and by
Abbot (1900) were already available.

1 The most important are these by Marcellus 1851; Lévy 1860; and especially by
Legrand 1874. See Ibrovac 1966: 187-188.

%2 The most influential, it seems, was the anthology by Karl Theodor Kind that
had four editions (1835, 1844, 1849). In the last one published in 1861 (Anthologie
neugriechischer Volkslieder) Kind used the earlier collections and excerpted some songs
from them: among others from Passow, 1860; Zambelios 1852; Tomasseo 1842. See
Ibrovac 1966: 212-213.

63 Bzinkowski 2011: 104-105. See also Dawkins 1942.

24 Lawson (1910: 53, 101) even suggests that Charos is — though rarely - called
dytog (saint). I have not found so far any confirmation of his statement either in
collections of demotic songs or in the studies devoted to the subject. Thus, I omit this
remark in my analysis.
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265

sical times,”® namely the carrier of the dead to the “Homeric”-looking

Underworld,** although, as it should be stressed, he is by no means “the
ferryman” but rather a “psychopompos,” as documented elsewhere.*”
Generally, in accordance with the method he chose and the goal he
aimed to attain, Lawson regards Charos simply as “an ancient deity”*®
The speculation whether the name of the modern personification of
death in Greek tradition is indirectly rooted in the name of the ancient
ferryman, Charon, does not engage him so much. He limits himself just
to a statement that the origins of this modern deity are taken for granted
and the case does not need more elucidation.”® This is a significant way
of treating the researched material by the scholar who seems to have
chosen the shortest path to reach the confirmation of his theses. In other
words, that some manifestations of Modern Greek folk customs are an
indirect continuity of the ancient rituals and beliefs that survived on
Hellenic ground in spite of the domination of Christianity. It is worth
noticing because it reveals the core of his methodology: to see ancient
features in everything that seems similar but to omit the differences and,
more importantly, not to take into account the transitional stages of the
development of a researched feature. However, let us remember that
it was not uncommon for nineteenth-century European scholars, for
whom Greek folklore was interesting, provided that it could be linked
to the classical past and possibly explain ancient Greek mythology or
religion.””’

Moreover, the case of Charos touches upon the question of the cred-
ibility of the accounts that gave Lawson the proof material for his re-

search. As he states, the interlocutors asked about the personified death

265 The whole chapter about Charos, see Lawson 1910: 98-117. Abbot (1903: 205-
207), who mentions Charos only in the context of funeral rites, is also aware of the
complexity of a division of his duties and unclear origins.

266 As for the Modern Greek Underworld and its relation to Ancient Greek Hades,
see the chapter “The Underworld of demotic songs” See also Dawkins 1942: 143-145.

%7 Lawson 1910: 98. For the outline of his role as a psychopompos see, among
others, my paper: Bzinkowski 2009. In the present book, I present the question in the
chapter “Charos nekropompos.”

28 Lawson 1910: 98.

26 Lawson 1910: 98.

270 Alexiou 1984-1985: 9.
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showed “neither superstitious awe nor fear;””* which demonstrates that

he did not take into account the facts obvious for all ethnographers
and researchers working on the spot. Firstly, the respondents’ attitude
to strangers does not allow them to speak openly, especially when the
question is a ritualized taboo of a village or a traditional society, and that
is exactly the case of death as it is a “border situation.” Secondly, the in-
formants just do not want to show they are superstitious or backward.”>
On the other hand, the respondent, in order to show himself and the
story in a better light, may embroider it to make it more attractive or
simply provide information that is expected.”” It could also be the case,
which Abbot suspects, that Lawson had known that the informant sim-
ply did not remember exactly the story or the song he cited and thus
changed its contents.””*

Thus, the knowledge that Lawson gathered while investigating the
inhabitants of Greek villages must be treated very cautiously and at-
tempting to reconstruct the folk beliefs based mainly on the accounts
he refers to would be quite risky. Besides this, it was not the main aim of
the scholar who - as I have already mentioned - attempted to show the
relics of Ancient Greek religion by shedding some light (though in some
cases rather obscuring than illuminating) on the possible reminiscences
or traces of its manifestations in folk customs and beliefs.

Lawson suggests that in some cases Charos, who “is conceived to be

a free agent responsible to none or merely a minister of the supreme

God,;*” is accompanied in his duties by God’s assistants, the Angels.””

1 Alexiou 1984-1985: 9.

272 Alexiou 1984-1985: 12-13.

73 Alexiou 1984-1985: 11.

274 Abbot 1903: 206.

> Lawson 1910: 101.

76 Tt would be a difficult task, as I suppose, to find an equivalent image for instance
in Byzantine texts. Byzantium had never developed a coherent and universally accepted
system of the spiritual existence of the Angels. Besides this, it had never rejected
Biblical ideas and more ancient concepts about them. Apart from pseudo-Dionysius the
Areopagite’s Celestial hierarchy, who distinguished nine orders of the angels according to
Neoplatonic concepts, there is no other Byzantine treatise dealing thoroughly with the
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Their duty in the version of a demotic song mentioned by him and taken
in turn from Passow’s collection, is to take care of children during the
journey to Hades. Interestingly, the motif comes from a very popular
song that we come across in almost every part of Greece,”” Charos and
the Shepherd or The Young Brave and Charos (O Xdpog xeu o Toomdvys,
Tov Aefévtn keu Tov Xépov) that corresponds to different versions of
the song belonging to the acritic cycle, Digenis and Charos.*®

Interestingly, in Passow’s version, after the fight, which was in a sort
of a scheme of “wrestling with Charos” (xapomdAeua), the shepherd that
had surrendered ordered Charos to take him to his tent: deife pov v
TEVTA 00V VA TTAyw povaxog pov (“and show me your tent so that I go by
myself”).””” Charos’ answer gives no hope and rather aims to make the
shepherd realize his situation:

Na dyng €00 TNV TEVTA OV, O TPOULACUOG OE TILAVEL,
Omnayw Ta pukpa madid mov gépvouve T ot Ayyélol. (Passow 427)%°

problem of angelology. See Meyendorff 1979: 136. What is striking in Dionysius’ system
is that those who are in direct contact with humanity are angels and archangels who
are at the bottom of the angelic hierarchy, whereas in Byzantium the case of Archangel
Michael indicates that the folk beliefs in him were rooted rather in pagan and Jewish
concepts than in theologians’ treatises. See Peers 2001: 5-6 — a remarkable, hitherto
most comprehensive study of Byzantine angelology.

7 Dawkins 1942: 136.

78 See the previous chapter “Wrestling with Charos.” Here, let me recall that the
heroic medieval songs mostly were not disseminated in mainland Greece. However, the
versions of the songs with a motif of wrestling of a young brave (Aefévtng) or a shepherd
(toomdavng) with Death/Charos are the traces of the charopalema motif of Digenis
Akritas. They were adapted to a new reality, namely to the agricultural society. See
Politis A. 2011: 75-76. Lawson (1910: 104) knows a Cypriot version of such a song from
Sakellarios’ collection. For more on different versions of the motif, see Anagnostopoulos
1984: 119-120. For the comparative and cultural analysis, see Saunier 1972 and also
Stathis 2004: 771-784. Saunier (1999: 537) also includes in this group a third category:
“A bet between Yannis and the Sun” (Ztoiynua Tiévvn kat 'HAiov), which, according to
him, is a different form of the motif of wrestling with Death.

7 Saunier (1982: 301-302) convincingly suggests that it is a strictly military term
and he directs attention to the historical background of the motif. It is striking that
Dawkins (1942: 136) misinterprets this passage and writes that the one conquered in the
struggle with Death “must dwell in Charos’ tent” In the cited fragment it is obviously
the shepherd’s will to go there.

20 We find the same fragment in an almost unaltered version in Kind’s collection,
no. IX (O Xdpog kat 0 T60mdvng), p. 76: Na 181G €60 TNV TEVTA HOV, O TPOUACUOG OE
mdvel,/ Onoxw Ta pkpd maudid, Tov gépvouvy ot AyyéAot
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When you see my tent, you will be filled with dismay,
Just there I have the little children, the ones that the Angels bring me.

Interestingly, the parallel examples do not exist in demotic songs (at
least T have not found any other similar ones so far), which means that
the image of the Angels helping Charos in his duties by taking children
may be something extremely incidental, or there must be another ex-
planation of the appearance of the motif.?®! There is no such mention in
Fauriel’s collection, although it contains a version of the song “The Shep-
herd and Charos” (Fauriel II, 90-93).282 Neither do we come across it in

81 Stathis (2004: 776), basing on @pnokevtikiy kaw HOwr EyxvklomnaiSeta (12
volumes, edited by A. Martinos), refers to that: “The angels take the souls of small
children and they bring them to Charos” (ot Ayyelot maipvovv Ti Yyoyés twv abwwv
naudovy kat TG @épvovy oto Xapo). Due to the fact that I had no access to Stathis’
source, it is impossible for me to verify his statement. However, I realize that such
a conviction may be rooted in folk Orthodox beliefs and the problem definitely needs
a separate research procedure. There are also some accounts in Psychogiou that may
confirm the eschatological connection between the angels and children in folk tradition.
Psychogiou 2008: 303, according to Eleni Psychogiou, age 80, illiterate: Ta (ukpd moudid,
dpa meBaivovve afdgtnya, ovte Ta Safdfovve ovte To BdPave péo’ oty exkAnoia
[oT0 vekpotageio]. Ta Pagtiopéva ta BaBovve pe moANd Aovhovdia kat Ta Aéve «ot
dyyelot tov Beov» (“When little children die unbaptized, they are not read out nor
buried in church [in the graveyard]. The children that are baptized, they bury with a lot
of flowers and they call them “the angels of God”). Psychogiou 2008: 319, according to
Anna Rozaki, age 55, literate: dtav eivat [0 vexpdg] pkpo maudakt, péxpt 10-12 xpovav,
@TLaYVOLE KOVAOVPAKLa Oe oXMpa Y TTov Ta Aépe Aaldpoug’ kot Ta potpdlopte kat Aépe
‘ot ayyéhot va Tov ta tave’ (“When a small child [dies], around 10-12 years of age, we
make bagels in the shape of the letter gamma, we distribute them and we say ‘may the
angels bring them to him”).

%2 Almost the same version is contained in Abbot’s collection. Another collection
Lawson might have read, namely the well-known anthology by Legrand (1874) contains
only a few songs about Charos and the Underworld that do not contribute at all to our
issue. Interestingly, both Abbot and Legrand abundantly drew from earlier collections
of folk songs, but they never made reference to them. See Politis A. 2011: 266. Only in
the anthology of Kind (1861) do we come across another mention of the angels, though
- I daresay - even more obscure and rather unusual in demotic songs. In a variation
of a well-known song about Charos the builder, who builds the orchard (garden) from
dead bodies, in the first part, which is rather impossible to connect to the second one
with the well-known motif, there is a phrase that seems to be obviously an intrusion:
Lo ekeivog NTov ayyehog e Talg xpuvoaic @tepovyats (“But he was the angel with the
golden wings”). See Kind 1861: 68, song V (To mepipoAt Tov Xapov). It cannot be easily
determined whether it is about Charos identified here with The Angel of Death or if
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the collection by Iatridis (1859), known and cited by Lawson, in which
a variant of the story appears under the title: Ot ovdév addpactov
anévavtt Tov advownntov Bavdtov (Tpaywdt marawdtatov) (Iatridis
16-18) nor in Chasiotis, who mentions two variants of the song (Cha-
siotis 167-168).

Besides this, in the collection of Passow there are other songs centred
around the motif of “Death and the Shepherd,” but the Angels do not
appear. Instead, in the case of our fragment and its parallel versions, we
are dealing with a strictly formulaic language: the second part of a verse
is replaced by different elements while the first one stays (almost) un-
changed. Let us cite some examples of the above-mentioned formula to
see the oral technique of composition:

Muwpé av dyng v tévta pov, 6Aog avatpopalels. (Passow 428 [the last verse

of the song])
You fool, if you see my tent, you will be wholly scared.

Na ntag k™ 181§ v tévTa pov Bélelg va ovuvt opdéelg
Awat’eiv’ andw T'aovn ko péoa pav’opévn. (Passow 432)
When you go and see my tent you will be scared

Because from the outside it is green, from the inside black.

ITape va 8eig TNV TévTa oL va oTpapokativiong.

ATOE éxw To KOKKIVA Ko puég Exw Ta padpat. (Passow 433; Kind, nr VII [O Zéxog
kat 0 Xapog], p. 72)

Let’s go, so that you see my tent and doubt.

Outside I have red colours and inside black ones.

We come across an interesting variation of the same formula in a col-
lection that Lawson knows and cites several times, namely in folk songs
from the island of Chios by Kanellakis (1890). In the Chiotic version
of the song about Charos and the Shepherd (In Kanellakis’: Toopmavng
kat Xdpwv, no. 78, pp. 108-109) we do not find the cited formula, but
there is another curious trace of Christian beliefs interweaving with the
folk paganism. When, after the fight, Charos at last seized the shepherd’s
soul, he asked if he “had stolen any lambs or had eaten goats” (éxAeyeg
apvid; Toomdv; neayes 'yidia). After the shepherd’s negative answer his
soul “was put on the scales and he went out justified” (£’ tnv Quyaptdv

it comes from another song not related to that one at all. As for the motif of Charos
building the garden, see Stathis 2004: 801-806.
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Tov éBalav kat NPyev Siknwpévog). Such a mixture of eschatological
motives coming from two mutually exclusive worlds is found extremely
rarely. The Netherworld of modern Greek demotic songs is generally
“morally neutral” and there is no division of the dead according to their
life’s deeds.*

However, we come across the above-mentioned formula?®* in another
song in Kanellakis™ collection, entitled Charon which tells the story of
three brothers building a tower in order to avoid Death/Charos, who
unfortunately takes notice of them. Although they invite him to drink
and eat with them - a motif frequently occurring in different variations
throughout Greece - he stands to fight with Konstandis in a charopale-
ma. The conquered Konstandis asks Charos to show him his place so
that he could go alone there. He receives the following answer:

Na dng edv To pépog pov tpopdpa Ba oe mdon,

"oV 'V’ ano péca okotevd 10" and Ew 'payviacpévo

LE TWV avTpWV TNG ToEQAAai§ TO Xw YW XTIOUEVO

pe Twv koA WY Ta padAid To éxw ‘okenaopévo. (Kanellakis, nr 35, p. 46)

As soon as you see my place, you will be scared,

because inside it is dark, outside cobwebbed

and I built it from men’s heads
and covered it with girls’ hait.

We encounter another variation of the motif in the collection of
folk songs from Asia Minor by Lagarde (1886).*° In a song from Cap-
padocia, the motif of charopalema differs in the character of Charos,
who here is astonishingly “sensible and better educated” (¢povipog kat
kaAAo adevpévoc). Akritas, as in other versions, wants to go to Cha-

ros’ tent alone, but he is warned by him**:

Av oe S¢eifw v Tévta pov, ToA Beva tpopatels,
¢ KAwOeL OAOTIPATIVA KA LEGQL POXLACHEVQ,
w¢ KAwBovv Ta Tevtwpata, marAnkapiov Ppaxiovia. (Lagarde, nr 22, p. 26)

3 See the chapter “The Underworld of demotic songs”

4 Interestingly, the cited formula appears very rarely in later versions of the song
in twentieth-century collections as if it was regarded as a fragment coming from another
narrative.

%5 The song is cited by Saunier in his collection of mirologia (Saunier 1999: 540).

¢ There are many variants of the song as well as of the formula. See Politis,
Akritika, 247.
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If I show you my tent, you will be very scared,
because around it is totally green from outside but inside it is cobwebbed,
because the arms of the young brave are stretched all around.*’

It seems to me that the presence of the Angels in Passow’s collection,
mentioned in the first example as an illustration of Lawson’s suggestion,
could be explained in two ways. We should remind the reader indeed
that Passow cites the song at second hand for he uses the older popular
collection of Greek songs by an Italian linguist of Dalmatian origin, Nic-
colo Tommaseo (1802-1874), Canti popolari italiani, corsi, illirici, greci
(Tommaseo 1842).28

Based on the comparison of the above-mentioned verses with par-
allel examples from similar songs, we could assume that the phrase as
a part of a formula could have been introduced by a singer, who present-
ed the song to Tomasseo, in order to satisfy the collector with a slight
but significant reference to Christianity, replacing the phrase with “the
Angels” Of course, I realize the lack of firm basis for such a supposition
and thus I propose a second possibility. Tomasseo himself might have
replaced the phrase he had heard and made it more “Christian” in the
way that, instead of cruel and merciless Charos, he introduced the An-
gels, but only in one context — the one of carrying the children to the
Underworld. Let us underline the fact that is neglected by other scholars
commenting on Charos’ presence in demotic songs. For, as it turns out,
Tomasseo is fully aware of the possibility that the mention of the Angels
may be a sort of intrusion and, according to him, no matter what the

reality is, it is a good reason for rejoicing.**

#7 Due to the doubts about the meaning that arises with the last line, I decided to
paraphrase it.

8 For more on Tomasseo’s collection, his sources of Greek songs, see Ibrovac 1966:
231-232. As we know, some of Tomasseos informants were scholars and they purposely
changed the songs they presented to Tomasseo to make them more elegant or more - in
their opinion - proper. A very interesting example is one of the Kleftic songs alluding
to the time before the War of Independence cited by Fauriel (t. 1, Tov Kitoov, p. 119)
who had noted it from an anonymous informant. Because it was in prose, Fauriel gave
it only in his French translation. However, slightly later, a teacher of The Flanginian
School in Venice, Anthimos Mazarakis, changed Fauriel’s prose translation into verses
and transmitted it as a genuine song to Tomasseo, who published it in his collection. See
Politis A. 2011: 183.

9 Let me cite the passage from Tomasseo’s collection to show my supposition more
accurately: “L imagine degli Angeli rallegra Il luogo dell’ ultima notte. Non so se sia ver-
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Thus, Lawson’s remark that was a starting point for asking a question
about the validity of the syncretistic connection between Charos and
the Angels gains another dimension. Although Lawson had the possi-
bility to collect the material on the spot, he chose, among others, Pas-
sow’s collection that, in turn, was based on the texts published - let us
say — in a scholarly manner. It is now well-known that Passow had the
tendency to conflate some variants of the songs in order to - just like
the classical philologists, the editors of ancient texts, used to — create the
established model text of a given song based on all accessible versions.**
Besides this, as it turns out, most of the collections of folk songs that
were published in the nineteenth century were not the reproductions
of oral performances at all, but the work of a scholarly mind organizing
and readjusting the text material.*' Thus, naturally we must also treat
with great suspicion Lawson’s remarks about the Angels in the company
of Charos based on the cited folk songs.**

Interesting, though at first sight striking, is the information Lawson
gives about Archangel Michael who, according to him, in some cases
acts as a counterpart of Charos and plays the role of a psychopompos

taking the souls to the Underworld.”* Unfortunately, the scholar who

so intruso; ma toccarlo non oso: che mostra il confondersi delle cristiane tradizioni con
le pagane, e quelle pit liete. - Dicono il Cristianesimo malinconico! Il Cristianesimo
trae gioia dal dolore; il Paganesimo dolore da gioia. L uno dice: godiamo alla disperata,
cheé il dolore ¢ inevitabile; I" altro dice: speriamo gioie sempre maggiori dell’ inevitabil
dolore” (Tomasseo 1842: 303). It is known that some of the “folk” songs in Tomasseo’s
collection were provided to him by the national Greek poet Dionysios Solomos, who
never visited the Greek mainland and was interested in the creation of national Greek
literature rather than the folk poetry itself. See Beaton 2004: 8-9.

0 Beaton 2004: 10, 203. Politis A. 2011: 256-257.

#1 Beaton 2004: 203.

#2 Interestingly, in one of the accounts in Psychogiou we come across such
a company of Charos and the Angels. Syncretism of the image is explained by Psychogiou
as a possible result of the sex of the narrator, who in this case is a man. Psychogiou 2008:
343, according to Theophanis Papoutsis, age 74, shepherd: Ay o Xdpog kdvet pa xapd
- o pwpé pa xapd/ padi pe tovg ayyéhovg (“Oh, Charos has a good time, together with
the angels”).

23 Lawson 1910: 101. It seems that Dawkins (1942: 135-136) had not noticed this
remark since he writes that “of the archangel we lose sight entirely; his place is taken
by Charos” However, later he adds: “it is hard to say who the conductor of the dead is,
Charos or the angel”
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regards the Archangel as a natural Christian continuation of the ancient
Hermes psychopompos®* does not reveal where he drew his information
from, nor does he give any example of a folk song or folk tale that could
possibly illustrate that phenomenon. His main interest lies in juxtapos-
ing the above-mentioned charopalema motif with a motif of “struggling
with an angel” that, according to Schmidt’s study, which he cites several
times,*” is reflected in the phraseology of Modern Greek,*® so as a con-
sequence he puts Archangel Michael aside.

As it turns out, Lawson is generally right in his remark about the
presence of the Archangel. He indeed acts like Charos,*’ but - I would
like to emphasise — this happens only in some specific cases.®® What is
yet more important is that I doubt if, as Lawson states,® he leads the
souls to the Underworld.*® Therefore, in my opinion, he is not inter-
changeable, as Lawson postulated, with Charos in all his duties as one

4 Lawson 1910: 45. He gives an example of a relic of ancient beliefs in the Maina
village, where, according to him, people tell the story about the archangel with a sword
passing at the mouth of the caves of Taenarus, exactly the same place where Heracles
was supposed to come out with Cerberus.

»5 Schmidt 1871: 230.

26 There are many terms describing the struggle with the angels, such as:
ayyehookidlovpal,  ayyehopaxw, — ayyelokpivopar, — ayyelokpirnpebopar.  See
Anagnostopoulos 1984: 120f; Dawkins 1942: 135. I also referred to them in my paper:
Bzinkowski 2009: 28.

¥7 Dawkins (1942: 136) recalls that in some folk songs we can find a reflection of
the pictures of Michael we could see in church, where he is dressed in bright garments
and is equipped like a Roman soldier. Charos similarly is sometimes, not frequently,
presented as a shining warrior.

% Anagnostopoulos 1984: 122-127.

#® Lawson 1910: 101.

30 In Psychogiou 2008 we find an interesting account about the angel in the
Underworld. Psychogiou 2008: 338, according to Makri Aleksandra, age 80, illiterate:
Aéve ot Trye pua gopd n Iavaitoa pe tov dyyeho atov Adn, va 18el ToL YuxoUAe Kat
ot €ide va Pacavifovtal kat pwTNoE Tov dyyeho kat TG eine 0 dyyelog TIG apapTieg
(“They say, once upon a time, the Mother of God together with the angel went to Hades
to see the souls and saw that they are being tormented and asked the angel and he told
her about the sins”). As it turns out, there are countless sources of the story about the visit
of the Virgin Mary in the other world that survived in Greek, Ethiopic, Syriac, Arabic,
Latin, Irish, Georgian, Armenian, Slavonic and Romanian languages that confirm the
extraordinary popularity of Mary’s katabasis. See Baun 2007: 16, 97-98. About the plot
and the structure of the story, see Lambakis 1982: 46-49. Dawkins (1942: 133) mentions
he had found an unpublished sixteenth- or seventeenth-century manuscript from the



106  Masks of Charos in Modern Greek Demotic Songs...

would like him to be.**' The folk songs in which his name appears ex-
clude such a possibility, which I shall try to prove subsequently.

It is beyond the scope of this book to develop the subject of the pres-
ence of Archangel Michael - the patron saint of Byzantine emperors
appearing on coins together with them - in Byzantine as well as in Or-
thodox art, where he manifests himself in thousands of icons and is an
object of the greatest worship.’®* This confirms that he must have been
important for all the believers of the Orthodox Church and, thus, natu-
rally could have also permeated into the folk beliefs.

Instead, firstly let me point out that during the Byzantine era Arch-
angel Michael had already been confused and identified with Death/
Charos.*® In the late Byzantine period, there are many paintings de-
picting the deceased accompanied by Archangel Michael, who had been
regarded as the “escort of souls™" in the early Christian tradition that

Marcian library in Venice with a unique Cretan version written in Latin characters of
the Apocalypse of the Virgin, containing many unusual motifs of the narrative.

1 Herzfeld (1982: 96), for example, cites a Cypriot scholar Loukas, who regards
the Modern Greek Charos and the Archangel Michael as the same person with the same
responsibilities. In the Escorial manuscript of Digenis Akritas, a dying hero is scared
when seeing “The Angel of fire, descending from heavens” (Ayyelo mvpdg, and ovpavod
eneABovta) and he cries to his wife: “Can you see, my dear, the angel who wants to take
me?” (BAémelg, kaAn, Tov dyyelo omov e OéAel mdpet;). The fragment of the Escorial
version (verses 1765-1771) I cite from Stathis 2004: 775.

%2 A miraculous icon of Archangel Michael on Lesvos, known as Archangel
Michael of Mantamados, is very interesting in the eschatological context. He is also
called “Arab” (Apdamng, ApanéAl) due to his black face and is presented rather as
a hermaphrodite, which, according to Psychogiou, could indicate his strong connection
to his chthonic character as a psychopompos and also relate to the androgynous “Black
Earth” (Mavpnyn) whom a dead (irrelevantly man or woman) symbolically marries. See
Psychogiou 2008: 48.

%5 Angold 2000: 445.

34 Krueger 2006: 125. As it turns out, there were even popular shrines of Archangel
Michael (Krueger 2006: 91). The cult of Archangel Michael was also very widespread at
Chonae, resulting in the popular tales of the miracle the archangel made at the shrine
of his name there, dating back to the eighth century. See Peers 2001: 157f. It is also sig-
nificant that, generally, the cult of the angels that flourished especially during the early
Church became a problem for the Church because it was based mainly on a syncretic
belief coming from Jewish and pagan traditions. See Peers 2001: 8.
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we can find in the third-century apocryphal Apocalypse of Paul.**> Nu-
merous apocalypses from early as well as late Antiquity confirm that the
cult of Archangel Michael was extremely popular in Byzantium.** Thus,
there is no need to think, as Alexiou writes basing on Moravcsik,*”’” that
the hypothetical fusion might have originated in vernacular poetry of
the late Byzantine period.*”® Until now, some people say, as Danforth
notes, that forty days after death, the soul, after wandering about and
visiting the people and places from its life, is presented by Charos to
Archangel Michael (The Angel of the Lord), who eventually takes it
to heaven (otovg ovpavovg).’”

The traces of confusion between Charos and Archangel could also
be seen in the songs belonging to the acritic cycle, especially connected
with different versions of the song Death of Digenis (O ©dvatog Tov
Aryevy),*® which Lawson fully realizes and in that case, rather unusually
for him, gives his sources in the footnote.’"" The collections which he
references contain a lot of interesting traces of the confusion of Chris-

305 Known also as Visio Pauli or Visio Sancti Pauli (ed. Tischendorf 1866). It presents
the vision of heaven and hell seen by Paul the Apostle. See Baun 2007: 205-206. The
relevant fragment of the “Apocalypse of Paul”: “Let it [the soul] be delivered therefore
unto Michael the angel of the covenant, and let him lead it into the paradise of rejoicing
that it become fellow-heir with all the saints” (Paul 14, 43). “The Apocryphal New
Testament,” M.R. James (trans. and notes), Oxford 1924. Accessible on: http://wesley.
nnu.edu/sermons-essays-books/noncanonical-literature/noncanonical-literature-
apocryphal-nt-apocalypse/apocalypse-of-paul-summary/ (12.02.2015). About the plot
as well as the characteristics of the story, see Lambakis 1982: 43-44.

%6 Baun 2007: 205; Peers 2001: 157 f., chapter V: “Apprehending the Archangel
Michael”.

%7 Moravcsik 1931: 45-61.

308 Alexiou 2002a: 216, n. 7.

% Danforth 1982: 45. See also Angold 2000: 455-456. In ethnographic accounts
the angel appears when someone is about to die soon. Psychogiou 2008: 307, according
to Pigi Angelopoulou, age 72, illiterate: Otav givau kavévag va mebavel, kamwg aAladet,
kTt PAémel, PAémovve TOV dyyeho Tovg. (“When someone is about to die, he somehow
changes, sees something, they see their angel”). The belief that in the moment of death
the soul is taken by the angels and in particular by Archangel Michael is, according to
Dawkins (1942: 135), a common folk belief.

19 Anagnostopoulos 1984: 122.

311 Lawson 1910: 104, n. 4. Lawson (1910: 102) also notes that even Charos was
Christianised and the fact also influenced his character and made him more compas-
sionate and, in some cases, even reluctant to fulfill God’s orders.
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tian motives with the pagan folk tradition. Both sources known to Law-
son, Sakellarios (1891) as well as Politis (1909), provide examples of the
coexistence of Christian elements artfully interwoven in the fibre of de-
motic songs (Sakellarios 1891; Politis 1909).

The biblical image of Archangel Michael with a sword in one hand
and a scale in the other, very common in Byzantine iconography, has
mingled with a folk personification of Death.’’* In acritic songs, which
are regarded as the oldest preserved examples of demotic songs,’" it
seems that the subsequent fusion had not yet taken place. Let us see an
example from Politis’ collection which makes the issue of the responsi-
bility for man’s souls even more obscure. Digenis tells on his death bed
a story about his adventures and brave deeds:

ITotté pov dev edeillaca WOV AVTAY TNV MPAY,

mov Sa To Xdpov eySupvo, Tol Alov appatwyévo,

Top Mixan\ apkdyyelo tpid onabid twopévo.

TO £va VAL YL TOVG GTWXOVE, TAAAO yia TOvG apkOVTovG,
TO TPITOV TO QPAPHAKEPO Yl Hag Tovg avTpelwpévovs. (Politis b, p. 223, 8;
Saunier 1999, 5, p. 550)

I never feared like I do at that moment,

when I saw naked Charos, armed Elijah,

Archangel Michael belted with three swords.

The one for the poor, the other for the nobles,

the third, the poisoned one for the brave.

Or in another song with the same motif of Digenis speaking before
he dies:

K'ekei dev egofriOnka oav tovtnve Ty wpa,

mov eida to Xapo {wvtave, to Xapo kapariapn,

mov eida Tov apxtotpdtnyo pe 1o onadi oto xépt. (Politis b, p. 227, 14; Saunier
1999, 7a, p. 552)

I never feared like in that moment,

when I saw Charos alive, Charos the rider,

when I saw the archistrategos with a sword in hand.

In Sakellarios’ collection we come across another interesting, yet
slightly different, example in the song entitled The Alphabet Song of Cha-
ros (Aoua To AApafnTov Tov Xdpov):

12 Anagnostopoulos 1984: 125.
3 According to recent research, both the category of the songs and their medieval
origins were questioned. See Politis A. 2011: 55.
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Apyxovteg adpoiknoete T ak@apntov Tov Xdpov,

otav 0 Xa&pog kn dBpwmog oTékovy kat Stamovdpovy,

Tov MixanA apxayyelov éxopev o taig SovAetaig pag,

kat v Beotny Tov ‘Swkév va maipvn taug yuxaig pog. (Sakellarios 7, p. 29)
You noble ones, you have heard the alphabet of Charos,

when Charos and a man stand and wrestle,

we have Archangel Michael for our affairs,

and it was given to him divine power™* [by God], so that he would take our souls.

The aforementioned fragments clearly show the well-known phe-
nomenon of syncretic beliefs and convictions manifest in the popular
tradition of village societies. Folk imagination absorbed many elements
not only from ancient, pre-Christian rituals and traditions, as we can
see as one of the key-concepts in Lawson’s book. It has also assimilated
different concepts coming from different epochs and places and thus,
from time to time, used to create images not exactly adherent or, one
could say, not easily definable.

In the cited fragments we have different psychopompoi: Charos,
Archangel Michael (also called Archistrategos)*'® and even Saint Elijah
(here: Atog).*'® However, the question of the correspondence between

14 Politis (1909: 201), commenting on the word in the version of the song from
Cyprus, is not sure what 86t actually means: ayvwd av n A& €xet v évvolav
€1kovoG 1 dAAov Beiov mpaypatog (“I don’t know if the word has the meaning an image
or any other divine thing”). See also the chapter “Wrestling or playing with Charos’, part
“Cypriot type”.

5 Baun 2007: 97, 391f. According to Jewish apocalyptic writings, including the
Revelation, the archangels Michael and Gabriel are ranked just as “chief captains” of
celestial armies, which seems to be the main source of their presence in the Byzantine
liturgy. See Meyendorff 1979: 136. It stands in striking opposition to the concept of
Pseudo Dionysius, where the archangels are the second rank from the bottom in the
hierarchy of nine ranks. See Peers 2001: 4-5.

316 Politis (1909: 190, 223) explains that in some regions of Greece Atog is used
as a diminutive of Eppavoun\, MavadAng and probably it is an allusion to the prophet
Elijah. According to Anagnostopoulos, it is certainly the Prophet Elijah who was taken
to Heaven armoured (appatwpévog). It is also worth noticing the strong connection
between the prophet Elijah and Ilios (the Sun) due to the similarity of two words (H\iag
- 'HMog) that manifests in popular beliefs and is reflected in folk imagery. As for the
connection between them in folk traditions, see Politis 1882: 45-54. The local tradition
of Kerkyra also features Saint Spyridon who, according to Anagnostopoulos (1984: 123)
acts like Charos (Chasiotis 1866: 177-178, no. 12). However, it seems to me that in this
case the identification is impossible and it is due to a completely different context. In
a song from Chasiotis’ collection, the day of Saint Spyridon is approaching and thus
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the persons mentioned above is not so easily tangible and I am not quite
convinced - I dare say - if it is relevant at all. The core of the first frag-
ment comes from a story that has countless variants throughout Greece
about Digenis dying (O Atyevng yvxopaxei). If we look closer at the
language and the imagery of the cited fragment, we will notice a for-
mulaic expression®” containing a tripartite enumeration (X&pov - Alov
— MuixanA) that corresponds in turn to the three swords of Michael which
are assigned to each sort of the dead. We encounter the same situation in
the next cited example, where a trio appears: Charos alive — Charos the
rider - the Archangel with the sword.

The tripartite division into persons is, thus, an element of the expres-
sion characteristic for the oral tradition of composing the songs. I do
not say definitely that it is meaningless but I try to cast some doubt on
attempts at identifying what was sung (or written) and what is or was
believed. I do not see in the cited fragment any signs of “cooperation” of
the psychopompoi as some commentators suggest.’'® Neither could we
see the presence of Michael or Elijah as a substitution or replacement
of Charos.*” The only conclusion that is visible more clearly after ex-
amining the language of the fragment is that we are dealing here with
a process of “identification” or “fusion,” using Alexiou’s phraseology she
used to describe in reference to the Modern Greek Charos.**

As a matter of fact, it is nothing more than what is called “the rule
of three equivalents,”** the characteristic element of the morphology

a mother tries to plead with the saint, promising him some gifts if her beloved son
could be alive. She blames Saint Spyridon for taking her child and regrets that instead
of him there come birds, swallows, but he never comes back. In other versions, Charos’
duties could be executed even by Saint Nicolas. See Anagnostopoulos 1984: 122-123.
Politis (1909: 190) notes that the Saints as psychopompoi are rather unknown outside
Asia Minor. Undoubtedly, the presence of the Saints executing Charos™ duties needs
a separate study and has not been, as far as I know, treated with accuracy and due
attention by the scholars dealing with the subject of folk eschatology.

317 As for the formulas and their role in Greek folk songs, see especially Beaton
2004: 35-57.

18 Anagnostopoulos 1984: 122.

1 Anagnostopoulos 1984: 123.

320 Alexiou 1978: 224-225.

321 T use the term after Kosegian 2010: 33 (o vopog twv tptdv tooduvapwv). She
argues that we find the motif of three equivalents already in Homeric Hymns, giving an
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of Greek demotic songs that consists of expressing the same meaning
in three different ways,*” and more specifically introducing the main
person as the third one and thus underlining his superiority over the
others. In folk songs, this triadic scheme, which we can also come across

32 may also be used to stress “the third,

in fables, as Alexis Politis notes,
the best one” element of a whole,*** but it may also indicate the general,
symbolic usage of the number three, which is commonly used in differ-
ent contexts of folk songs.**

Transferring these observations into the interpretation of the first
two fragments cited above, we could say that Digenis sees Death that is
polymorphous or, to put it more precisely, he sees the equivalent ways in
which Death could appear in front of him - on the one hand, unknown,
enigmatic and all-embracing, on the other, in the religious masks he
could imagine and identify with Charos.

However, the third fragment, cited from Sakellarios’ collection, di-
verts our attention in another direction. Here, Archangel Michael turns
out to be the one who has the scale in his hands while a man fights with
Death/Charos. He is the one that eventually takes our soul to heaven
or not. As we read in a subsequent part of the same song in Sakellarios’
collection, that is a sort of confession as well as pleading:

Q MiyanA apxayyele kat mpdTe Twv ayyéAwv

"TIoL Xaipeoal kn aydAleoat HETA TWV apXayyEAwy.

Q MixanA apxayyehe, npogbaoce eig epéva,

KAl TApACTAGOL "¢ TNV WUXHV YAUKA TATEVWHEVAL.

Q Miyan apxdyyehog ypagel ta kpipatd oov,

example of the Hymn to Demeter (13-14), where the following speak in turn: the sky, the
earth and the sea, the three elements of the whole and thus the universe. See Kosegian
2010: 35.

322 Kosegian 2010: 33-36. Chara Kosegian cites a very figurative example of such
a technique in the well-known song Tng Avyeprig kat Tov Xdpov. A girl, whose soul
Charos is going to take, asks him to let her rejoice in the summer and see the ones who
will come back from abroad. Apparently, she speaks about three different persons: her
mother’s son-in-law, her mother-in-law’s son and her sister-in-law’s brother - in real-
ity about her husband. (Na ‘ptet tng pdvag o ‘apmnpog, g medbepidg pov o viog/ Tng
avtpadépeng [ agp@og K epévav o kahog pov!). Kosegian 2010: 36.

323 Politis A. 2011: 153.

4 Kosegian 2010: 43.

> Kosegian 2010: 56-59.
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K1 OVTOG 0€ TIApn ' TOV KPLTHV @épvel Ta opnpootd tov. (Sakellarios, no. 7,
pp. 31-32)

Oh, Michael the Archangel and chief of the angels

who rejoice and enjoy together with the archangels.

Oh, Michael the Archangel, come near to me,

and stand by my soul mildly and humbly.

Oh, Michael the Archangel writes down your sins,

and when he takes you to the judge, he has them in front of him.

The confirmation of such a picture of Archangel Michael as a judge
of the sins, of the one who holds the scale on which the human errors
are weighed, we can also find in other demotic songs from different col-
lections.”® I shall cite a fragment of the Song for Good Friday (Aoua
MeydaAng Iapaokevyg) from a book that Lawson was supposed to know,
which, however, is not clear because he does not refer to it, namely The
History of the Athenians (Iotopia Twv AOnvaiwy) by Dimitrios Kambou-
roglou®”:

K 0 MixanA apxayyelog o ¢oBepdg kat péyoag

omov Quytddel TG Yuxaig apaptwlaic kat Siknaig.

And Michael the Archangel terrifying and great
he who weighs the souls of sinners and fair ones.

The Christian element of differentiating the souls according to man’s
life deeds and, as a consequence, allotting the soul to heaven or else-
where has permeated into the almost entirely pagan eschatology of
Modern Greek folk songs in which, as I have already mentioned, the
Underworld is “neutral,” like in ancient Homeric poems. However, such
cases are very incidental and occur rarely in demotic songs together

with other “Christianized” pagan ideas of mostly ancient origin.*?

326 Anagnostopoulos (1984: 124) gives interesting examples of such a motif.

327 Kambouroglou 1889: 237. Anagnostopoulos (1984: 124) cites the same fragment
from the later three-volume edition (ABrjvau 1959).

28 To the best of my knowledge, so far there is no up-to-date study that would
cover the question of the presence of Christian beliefs in the folk tradition of Modern
Greece. An interesting and until now the best, as I suppose, approach has been made
by Anagnostopoulos in his doctoral dissertation, especially in chapter 10 entitled
“H KoAaon, o ITapadeioog kat n MéAdovoa Kpion” (“The Hell, the Paradise and the Last
Judgement”). Anagnostopoulos 1984: 320-347. For the most recent and thorough study
concerning the syncretism of Christianity and pagan folk elements, see Psychogiou
2008, especially 233-287 (chapter V).
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Thus, once more trying to verify Lawson’s knowledge about Mod-
ern Greek folklore that he included in his book, we observe the same
tendency and the same method, which I would call a “unification of the
similar, ignoring the differences, underlining the ancient origins.” Al-
though, as the mentions of books cited by him prove, he must have had
access to contemporary collections and studies, his way of treating and
examining the analysed material is rather negligent. The scholar cites
the songs at second hand without critical insight into what he had read
or heard during his field research. Along with the seemingly authentic
accounts of the peasants he wrote down during his stay in Greece, his
remarks reveal a somehow “romantic” folkloristic approach to popu-

lar religion®”

and a Philhellenic spirit that predisposes him to see all
around him the ancient deities. It is by no means surprising if we take
into account the stereotypical image of Greece that most of the West
Europeans had through centuries.

The case of the appearance of the Angels among other elements of
folk eschatology could constitute a good illustration of Lawson and his
contemporaries’ attitude to Modern Greek tradition, which is interesting
provided that it comprises reminiscences of ancient predecessors. More-
over, the above-mentioned Angels and Archangel Michael also show
clearly the ambiguous attitude towards Byzantine legacy and a rather
reluctant view of the Medieval Empire that dominated over a thousand
years in the Greek world. Edward Gibbon’s well-known contempt of the
Byzantines and their culture had influenced European minds for more
than a century, and it is by no means surprising that the classically ed-
ucated John Cutberth Lawson must have shared the same stereotypical
opinion of the somewhat obscure Christianity of the Greeks. As a con-
sequence, while presenting the Christian elements appearing in Greek
folklore, he oversimplifies them and does not pay due attention to their
relationship to popular beliefs deeply rooted among others in Byzantine
iconography.”® As for the examples he uses to illustrate his thesis about

3% Hartnup 2004: 8.

30 Moore (1912: 109) suggests that Lawson is generally right in his supposition that
Christianity in the popular religion only applied some elements to the existent ones and
modified some of the features belonging to the pagan religion. However, it seems more
justifiable to share Hartnup’s opinion that, in fact, just like other researchers of Lawson’s
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the continuity of Ancient Greek tradition, as I tried to show, the scholar
lacks a critical and comparative view of the sources, even to ones that
were accessible to him and that he cites.

It would be risky to attempt to understand the Modern Greek folk be-
liefs and traditions and their relation to antiquity based entirely on Law-
son’s study. Though its value is still today unquestionable, and after a cen-
tury it may be a point of reference and a valuable source of ethnographic
data, we must not forget about the time it was written and about the gener-
al, stereotypical view of the intellectuals concerning the existence of Mod-
ern Greece in West European thought.**® How could they have compre-
hended the place where Nymphs are still dancing with the satyrs and the
Angels help ancient Greek Charon, whom the Almighty ordered to take
up disagreeable duties and lead all the souls to the somber Hades...?

3. Charos nekropompos

Among different representations of Charos, one is especially worth
closer examination, as it brings to mind reminiscences of older con-
victions and beliefs, supposedly of ancient origin, connected with the
eschatological sphere of Charos’ activity. These are some motives of the
Modern Greek folks songs containing the scene of leading the dead by
Charos, who in such cases could be regarded as the modern counterpart
of the ancient Hermes. Yet, as the ancient Greek Hermes led the souls
(psychai) to Hades and consequently gained the name of psychopompos,
modern Charos from demotic songs leads the deceased, not their souls.
Considering this, the question arises as to if Charos retains any features
of his ancient predecessor and indeed plays his role,”** or if the folk im-

time, he did not attempt to trace and research the practices of the intervening periods
from the conversion to Christianity until the end of the Ottoman Empire. See Hartnup
2004: 8.

31 See the chapter “Sources”

332 Lawson, based on Abbot’s research, mentions that in some districts of Macedonia,
Thrace and Asia Minor an ancient custom of placing a small coin in the mouth of the
dead prevailed, but it was remembered at that time only by some old locals. Abbot 1903;
Lawson 1910: 108 f. See Bzinkowski 2009: 29.
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agination created such a picture under any foreign influence. I shall con-
centrate in the next part of this book on two motives connected with
Charos leading the dead, trying to shed some light on the question of
the possible origins of such an image and the context.

The procession of Charos

One of the most popular motives related to Charos, widespread
throughout Greece and known in countless versions, could be called
“the procession of Charos” or “Charos leading the dead.* Due to the
abundance of comparative material, it is obviously not possible to gather
all the existing variants and pay attention to all their peculiarities. I shall
only present the most typical ones, trying to catch their most character-
istic features.

In the first verse of the songs containing this motif, usually a seem-
ingly rhetorical question appears that introduces the coming of Charos,
preparing in a way the stage for his appearance. The attention is focused
on strange natural phenomena, such as the mountains unexpectedly
turning black or foggy, assuming a look as if they had just started to
lament and prepared for the passage of Charos. All the nature seems
to function as a harbinger of the approaching Death-Charos.*** The in-
troductory verse might be realized by use of different forms of expres-
sion, nevertheless it remains the same as for the mood and image:

Tieivat pavpa ta fovvd, kat oTékovv Povpkwuéva; (Saunier 5a, p. 382; Kriaris

p. 327)*
Why are the mountains black and they stand foggy?

Avaotevalovv ta fouvva kit ot kdumot ayloyave! (Sklaventis 37)
The mountains sigh and the fields weep!

To PAénelg keivo To Bouvvo, mov “var kayakiouévo; (EDT, 131)
Do you see that mountain that is burnt?

3 Saunier enumerates among others: Peloponnesus, Central Greece, Epirus, the
Heptanese, west Macedonia, Thrace, Milos, Nisiros, Crete, Pontus. Saunier 1999: 383.

334 Hutter, Sikke 1979: 62.

%5 Saunier cites Fauriel’s version (II, 228) noting that Politis’ version (218) is
undoubtedly artificial due to many words not belonging to demotic Greek. Saunier
1999: 383.
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To BAémelg “keivo to Pouvo, movvat toovhaPpiopévo; (Kougeas 65)
Do you see that mountain that is scorched?

To PAéneig keivo to Pouvo, mov eiv’ mo YnAod amod T’ dAla; (Matsinopoulos
A-12, )
Do you see that mountain that is higher than others?

IToAAR pavpida ota fouvd kat katoaxvid peydAn. (Pasayanis 30)
A lot of blackness in the mountains, dense fog.

Tati eivat pavpa ta Povvd, yat” eivat avtapraopéva; (Kondomichis 3, p. 171)3%¢
Why are the mountains black, why are they turbulent?

The continuous questions, if it is the wind or the rain causing such
a gloomy image, and the following negative answers lead to the simple
statement underlining the natural - as it seems — cause of things, namely
the passage of Charos with the dead:

pove SwaPaiv’ o Xapovrtag pe tovg amoBapévovs. (Saunier 5a, p. 382;

Matsinopoulos A-11, «’)
Only Charondas passes with the dead.

Exkel éxet o Xapog mépaopa, mepvaet Tovg mebapévovg (Matsinopoulos A-12,

o B)

There Charos passes, he leads the dead.

In most versions, the next lines include the well-known image of the
procession of Charos, who leads (dragging or just taking) the young
men (tovg veovg) in front of him, the old ones (tovg yépovtag) be-

hind, whereas the children (ta pkpd maidid, Ta moudomovia) hang on
the saddle.

2EPVEL TOVG VEOUG ATIO HITPOTTA, TOVG YEPOVTEG KATOTIL,

Ta TpLPePd TaudoTovAa 0T éAN’ apadtacuéva. (Saunier 5a, p. 382. Almost
identical versions see Motsios 56; Kapsalis 653; Ioannou 275; Kondomichis 3,
p-171)

He drags the young in front, the old behind,

he has the fragile children arrayed to the saddle.

%6 Interestingly, this is not the first verse of the song. It is preceded by a rhymed
distich: Zrjpepa pavpog ovpavoe, onuepa pavpn pépa/ onpepa Eexwpilovve aitds Kat
neplotépa. (Today the sky is black, today the day is black/ today the eagle and the dove
distinguish.)
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In some versions, there are also other groups of his “entourage” that
seem to consist of different social groups: housewives (voikokvpég),
ploughmen ((evyoAdtec), lords (dpxovtag), officers (aiwpatikoig):

QEPVEL KAL TIG VOIKOKVPEG YNAA AVATKOVUTIWHEVEG,

@épVeL kat Tovg (evyoldteg pe Ta okowvid otov wpo. (EDT 131)
He carries the housewives that are gathered highly,

he carries the ploughmen with the ropes on their arms.

OOVPVEL TOUG APXOVTAG PAOHOVG, T1 PTWYELL HAPAUEVT),
oovpvet kat Ta pkpd maudd ot aldyov ) oéha. (Kougeas 65)
He drags the pale lords, the poor withered,

he drags little children at the saddle.

Ma gixe TOUG APXOVTEG UTPOOTA Kat TOVG QTwXovG Eomtiow,

Ktely an’ tovg aflwpatikog Pyaipéva ta yalovia,

elxe kat ta pkpd madid otn okala T aAoyod tov. (Pasayanis 26)
He had the lords in front, the poor behind,

he had the stripes taken off the officers,

he had little children at the stirrup of his horse.

In different versions, we come cross the same oral formula, but
slightly changed by incorporating the element we have already seen in
the charopalema motif of “pulling the hair™":

ZépveL TOVG VIovg art’ Ta padAtd, Tovg yépoug arm’ Ta xépta.®*®

TUAVEL TO VIO’ IOV Ta pad i, xépaug Tov yovatilet. (Politis 215)
He drags the young by the hair, the old by the hands,
he catches a young boy by his hair, he makes him kneel.

Iaipvel Tovg viovg am’ ta LaALd, TOVG yépoug am’ Ta XEpLa,

maipvet Kat Ta pukpd tadid avapeoa otn oéda. (Motsios 246; see also Sklavenitis
37)

He takes the young by the hair, the old by the hand,

he takes little children in the middle of his saddle.

The subsequent parts of the song, regardless of the variant, are rather
uniform and don’t vary in the most important details. The dead ask Cha-

7 Omatos 1990: 309 makes an interesting suggestion that the motif of pulling the
hair recalls ancient sacrificial rites starting with the cutting of the hair of a victim. She
also recalls the custom of putting strands of hair on tombs as an offering to the dead.
She makes a reference to Eurypides’ Alkestis (98 ff.) where the hair was hung on the door
of the deceased. Pulling the hair might also be understood as taking the physical powers.
Hutter, Sikke 1979: 64.

% Cited by Omatos 1990: 309.
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ros to pass through villages so that they could see their relatives but he
refuses, arguing that - significantly - it might cause unbearable grief for
the living and they would recognize and try to embrace the dead, and it
would be too difficult to part with them. Consequently, the procession
of Charos disappears, which however is not explicitly expressed. We will
not find anywhere, in any version - at least I have not found such - the
information often repeated by commentators,’® that Charos leads
the dead to Hades. Yet, both the image as well as the frequency of its
occurrence in demotic songs may prove that he seems to function as
someone introducing the deceased to the other stage of existence.**

It has been suggested that the origins of the representation of the pro-
cession of Charos might be sought in acritic songs,**! however, such an
assumption was not supported by any convincing evidence. It seems as if
the motif of “pulling the hair,” relatively rare in “the procession of Cha-
ros” but appearing in the charopalema cycle,*** or the mention of Charos’
black horse, might have projected on the associations of the researchers
and brought about such a hypothesis.

The subsequent example of the version of the analysed motif may be
a good illustration, as I suppose, for extending the research into the con-
text of the possible sources of inspiration regarding such a representa-
tion. There is an extremely rare type of song in which a figure similar to
Charos, although it is not expressed explicitly, is called AvtpeiopAayog,
which could be translated as “The Brave Vlach” He drags nine brothers
chained together, similarly as if Charos led the dead.

Zépvel o AvtpeldPAayog evvid adepgoig Sepévovg

o€ pay AAvoo, o€ pia poakpetd avoida.

ITael k' 1 H&VVaA TOVG, KOVTA TTEPIKAALWVTAL:

‘Dévtn AvpeloPhaye, agévn Twv madwv pHov,

X&ptoe K epé kavév' o’ Ta adid pov

TO pkpOTEPO, TO peyakvTepo pov. (Politis 210)°*

The Brave Vlach drags nine brothers bound

in one chain, in one long chain.

¥ Anagnostopoulos 1984: 88-89.

340 Hutter, Sikke 1979: 61.

1 Kougeas 2000: 62; Sklavenitis 2012: 83.

2 See the chapter “Wrestling or playing with Charos”.

3 There is a similar version in Saunier (9y, p. 392), where instead of a@évtn Twv
naduwv pov, we have: matépa Twv madw pov.
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Their mother comes closer, begging:

‘Dear Lord, the Brave Vlach, lord of my children,
give me any one of my children

the youngest one, the oldest one.

Saunier himself, who includes this song into the category of songs he
calls collectively “Charos,” admits he does not know where such a name
of Charos might come from.*** This may seem weird if we remember his
tendency to link most of the representations of Charos with historical
events. In my opinion, the problem is different, the question is whether
this very song really alludes to Charos.

Spiridakis, who found nineteen versions of this song, most of them
with the name Tatapng or Taptapng, convincingly proves that this song
was mistakenly associated thematically with the figure of Charos. Ac-
cording to him, Nikolaos Politis, who published the above-mentioned
song in his well-known collection (1914), made a compilation of two
existing variants.** Politis himself commented on the name of “The
Brave Vlach,” deciding ex cathedra that AvtpeioPAaxog as well as in
other versions, “Tataris,” is no other than Charos and classified this
song as miroloi because of its allegorical, according to his opinion, con-
tent. Spiridakis goes on and explains that the name “Tataris” has no
connection at all with Tartaris - the other name of Charos we sporadi-
cally find** - and alludes to the Turkish word tatar, namely to a mount-
ed messenger of the Sultan during the turkokratia.’” Thus, according
to him, this is without any doubt not a lament song about Charos, but
it reflects the memory of the Sultan’s orders to imprison some persons

>4 Saunier 1999: 393.

5 Spiridakis 1956: 45 ff. He thoroughly analyses all the variants paying attention
not only to the differences as to the misunderstanding in interpreting it as a lament song.

6 A version, in which instead of “The Brave Vlach” appears Tartaris (Taptapng),
is found in Saunier: oépvet o Taptapng [...] - Agévtn Taptapn, Kt agévtn TV Tadiwv
pov. (Saunier 9a, p. 390). Interestingly, in another version in Saunier with the name
Tartaris we find an enigmatic phrase: - XkOAe Taptapn, Xdpovta Twv maudidv {ov.
(Saunier 9p, p. 392) We find the same phrase in Kriaris (p. 310, entitled significantly:
[apaxAnotg mpog tov Taptapn Xdpovta). I think in both cases the name Charos might
be understood rather as a casual synonym to death and its personification.

7 We come across the name Tataris in many Greek folk songs. Spiridakis 1956:
47 ff.
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dangerous for the state.**® As a matter of fact, the nine brothers from the
above-mentioned song could be a distant reflection of children being
taken away from their mothers, not an allusion to dead brothers,** as it
was misunderstood. I share his opinion, yet I wonder, why he - as the
other ones — omitted any attempt to explain the name AvtpeiopAayog.

Even if we assume, as it has been suggested elsewhere, that the name

350 that we come across

is just another version of the name Andronikos
in acritic songs, or that the whole song is just a reflection of prisoners
taken during the turkokratia, we still don’t solve the puzzle as to why
one name is replaced by another one, which is rather odd at first sight.
Thus, maybe the explanation lies somewhere else.

Undoubtedly, one could easily associate the name of Charos from
the cited song with the ethnic group called Vlachs®' living mainly in
northern parts of Greece. For centuries, they have coexisted with the
Greeks, introducing some elements from their traditional culture into
the folklore of Modern Greece and, of course, borrowing some elements
from them. The question that arises is why Charos could in any way be
identified with a Vlach...? I would not say it is a derisive way of calling
him, since in the cited version the situational context is rather serious:
a desperate mother who begs Charos/The Vlach to give her back at least
her youngest son. Moreover, the places in which Politis registered the
songs are not situated in the parts of Greece inhabited by Vlachs, but
in Lakonia and Arcadia. Is this just another resonance of any historical
memory of the Vlachs and the fear they might have caused during their
sudden appearance in the mountainous villages? The question remains
open and would be worth further research, I suppose.

8 Spiridakis 1956: 46 ff.

9 Spiridakis (1956: 51) makes a suggestion that a well-known ballad about nine
dead brothers from Cappadocia might have been the main source of inspiration for the
subsequent versions about Tataris.

0 Romaios 1979: 235-236.

*1 In Greek they are called Armanoi/Aromouni (Apudvor/Apwupovvor) or Vlachoi
(BAdyou).
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The ship of the dead

In the folklore of Modern Greece there are no evident and doubtless
traces of Charos as a ferryman carrying the souls across the river or the
lake.** Yet, another intriguing representation of Charos that we sporad-

ically come across in songs from different part of Greece,>

especially
from the Mani Peninsula and some islands, is integrally connected with
the motif of the ship of the dead.

The figure of a ship carrying the dead or the souls may, of course,
convey the most archaic concepts of the passage to the Underworld.***
However, it seems to me, which I shall attempt to show, that in this case
this apparently mythological image might be explained in a different
way, using different associations.

It is noteworthy that we come across such an image in the Modern
Greek version that is very close to the well-known, in European nautical

355

folk tradition, story of a ghost ship known as the Flying Dutchman.

2 Anagnostopoulos 1984: 90. Bzinkowski 2009: 30. I have found only one
extraordinary example linking Charos to a boat and thus seemingly associating him
with ancient Charon. In Michailidis-Nouaros’ collection of Karpathiaka, there is a very
unusual song - repeated later in Makris’ collection of Dodecanese songs (Makris 25,
p. 257) where Charos surprisingly appears — not vividly but in an allusive way - as
a boatman. The person speaking here asks Charos to bring him his boat so that he could
go alone: ®épe pov Papka, Xdpovta, K’ eyt *pat makikapt (Bring me the boat, Charos,
I am also a brave young man, Michailidis-Nouaros, p. 139). There are two such songs
from Zakynthos in Schmidt’s collection (37, 38), but he himself has many doubts as to
their genuineness. Dawkins 1942: 1939.

3 Songs about the ship of the dead are very rare, which may mean that the idea
might have been rather borrowed from elsewhere, intertwined with local motives and
incorporated in the corpus of demotic songs. For instance, we can not find any examples
of this kind in EDT, nor in Politis, nor in Kougeas.

#  De Vries 1974: 420-421. Ships were used, among others, as a symbolic
representation of the human body carrying the soul. Moreover, for Egyptians they were
grave-gifts. German peoples used the shape of the ship as a grave or even the whole ships
were buried with the body.

5 Ttis interesting to notice that the motif became very popular just at the beginning
of the nineteenth century, namely the time the romantic movement urged forward the
interest in folklore and stimulated the research on Modern Greek folklore. Apart from
Coleridge’s poem The Rime of the Ancient Mariner (1797-1798), there was Wagner’s
well-known opera The Flying Dutchman (1843) composed under Heine’s influence who
in his Aus den Memoiren des Herrn von Schnabelewopski (1833) mentions a theatrical
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In the famous classification of Thomson, the whole story is concisely
summarized as follows: “A sea captain, because of his wickedness sails
his phantom ship eternally without coming to harbour.”>** Although not
all elements of the description correspond to the Greek version, it seems
it contains some common features, which I shall attempt to show below.

It may seem probable, although I realize it is not possible to be proved
at all, that Modern Greek folk tradition, especially of the islands, knew
a story of a ghost ship that was popular in West European folk tradition
as early as the seventeenth century. As people of the sea, the Greeks had
incessant contact with the other nations sailing to and fro and bring-
ing goods, as well as their own stories transmitted in oral tradition by
sea men. It would not be groundless to assume that those stories might
have been interwoven in folk imagination with the local ones, creating
a unique original account containing both older Greek elements and the
inherited ones.

Generally, the plot of the Greek version of the ship of the dead fol-
lows, in most cases, the same scheme: a ghost ship approaches the land,
the living run to see their dead relatives, but the ship disappears because
of different reasons that vary according to the given variant. It is worth
underlining that, although in some collections these songs are classi-
fied or entitled as Charos’ Ship (Tov Xdpov to kapifi, Pasayanis 102),
there is no mention of the name of Charos at all. Thus, I would suppose
these kinds of songs — due to their eschatological dimension and close
similarity to the songs with a motif of procession with Charos - might
have been unjustly associated with Charos by folklore researchers. In
other words, calling Charos “the captain of the ship of the dead” as some

researchers propose,*”’

seems to be rather a misinterpretation and inter-
polation from elsewhere.

In the beginning, we usually come across a mention of the ship (to
kapapu) that — according to different versions — may appear directly at

s€a:

performance of The Flying Dutchman in Amsterdam, as well as the novel The Phantom
Ship (1839) by Frederick Marryat. Janion 1987: 11-16.

¢ Thompson 1955-1958: E511.

7 Anagnostopoulos 1984: 90.
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Eva kapdft 0to yiaho AePévtes poptwuévo. (Pasayanis 43, p. 24; Petropoulos
81 A’; Saunier 8a, p. 208)
A ship at sea loaded with brave young men.

Eva kapapr ayvavteya Aefévteg poptwpévo. (Kondomichis 58, Letkada)
I discerned a ship at sea loaded with brave young men.

Kapdfr vetayvavtioe atn péon tov mekayov. (Pasayanis 102)
He discerned in the middle of the sea a ship.

Instead of a simple “ship,” in some versions “a steamship” appears (to
Bamopt):

Avtikpla oto Bevetiko épxetat éva mandpt. (Kougeas 54)
Opposite the Ventiko island a ship is sailing.

Interestingly, in the versions from the Mani Peninsula, another kind
of ship is mentioned, namely a galley (1o katepyo). Moreover, in this
case we come across three ships:

Tpia katepya ayvavtéyave otn puéon tov mehdyove. (Kougeas 81; 123)
Three galleys appeared in the middle of the sea.

Ayvavtia oto Bevétiko tpia katepya ayvavreyav. (Kougeas 52)
Opposite the Ventiko island three galleys appeared.

Avrtikpv an’ to Bevétiko épyovrat tpia kapdPia. (Pasayanis 40)
From the opposite side, from the Ventiko island, three ships are coming.

Or, in rare cases, it comes directly from the earth and the lower world:

Kapdfi Byaivet and tn yn, Kt and tov kdtov kdapo. (Petropoulos 81 B’; Saunier
8p, p. 208)
A ship is coming out from the earth, from the Underworld.

The second feature that is repeated in all versions of the story is
a division of the dead accordingly to the place on the ship. The explic-
it formulaic composition of the first lines of different versions brings
analogies to the picture of the procession of Charos that I have already
alluded to.

Thus, in some cases, we have three or four sorts of dead, regardless
of the part of the ship, which are interchangeable in different variants in
Kougeas’ collection:

politicians, mayors noAttwkot, Srjpapyot (Kougeas 72)
slim girls Avyepéc (Kougeas 52; 54; 81)
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brave boys AePévteg (Kougeas 52; 54; 81; 123), Aefevrtovpytd
(Kougeas 72)

hosts votkokvpaiot, oikodeonoteg (Kougeas 52; 54)

small children pkpa taudid (Kougeas 72; 54; 81; 101)

priests nanddeg (Kougeas 88)

the brave avtpewwpévol (Kougeas 101)

lords apyovteg (Kougeas 101)

old men yépovteg (Kougeas 123)

Interestingly, in Saunier’s and Pasayanis’ collections, slightly differ-
ent groups appear:

(ill) dppwaTot, (wounded) AaPwpévotl, (drowned at the sea) Bahacconviypévot

(Saunier 8a, p. 208, Laconia — apparently drawn from Pasayanis 43, Kondomichis

58, p. 159)

(old men) yépovteg, (young boys) marAnkdpia, (small children) pukpd mouddia

(Saunier 8, p. 208, Trifylia)

(old men) yépovtes, (young boys) malwkdpia, (young girls) kopacideg

(Pasayanis 40)

If we compare the categories of the passengers of the ghost ship in
Kougeas and the other two collections, we notice that the former are
more specific, including some defined social groups, yet the latter al-
lude only generally to people according to their age. It is noteworthy
that Kougeas himself thought that the people mentioned above, espe-
cially in Song 72, might be a reflection of a real historical event during
which a ship transporting some significant people sank after the cap-
tain’s manoeuvre.**® Thus, the other versions, according to him, could
be regarded as derivatives of 72. Simultaneously, he pays attention to
the fact that it is not possible to trace exactly the historical source of

the song.*”

I would disagree with such a statement and would rather
suggest it might have been adversely. As I suppose, there might have
been some songs of this kind in oral tradition, regardless of their origin,
which is partly confirmed as we also come across them in other parts of
Greece (Ithaca, Lakonia), not exclusively in Mani. Secondly, if Song 72
could be a source of other ones about the ship of the dead, there is a high
probability that some of them could be preserved and noted in collec-

tions of folks songs, which, as far as I know, did not happen. Instead,

% Kougeas 2000: 85-86.
»% Kougeas 2000: 85.
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we have only one such existing version - at least I have not found any
other similar ones — which differs a lot from the other ones of this kind.
Song 72 gives some real topographical features: the ship is coming from
Chios. Interestingly, in other versions in Kougeas, the action takes place
close to a small island called Venetiko, which, in fact, is situated in the
south-eastern part of Chios, but an island with such a name also exists
in the Messenian Gulf close to Mani.”® The problem of geographical
names in Greek ballads and folk songs is clearly visible in the example
of the mythical Bridge of Arta, which, of course, does not allude to the
real bridge in Greece, but is just an existing topographical equivalent
of a mythical, symbolical place of passage.” The same situation, but
naturally not necessarily, as it seems to me, might have happened with
the Venetico island. I am convinced here that we are dealing with the
language of eschatological imagery, expressing the moment of passage
to the other world. Thus, it seems more natural that the passengers of
the ship would be described rather in general terms than regarding their
social position, like in Song 72.

The rest of the story about the ghost ship follows a scheme that slight-
ly differs according to peculiar variants. In most cases, there is a rumour
in the neighbouring villages that the ship with their dead relatives is
coming closer, widows, mothers and sisters run and gather to greet their
relatives, but the ship (or ships) vanishes (Kougeas 52; Pasayanis 43) or
sinks (Kougeas 123).** In some cases, the passengers themselves ask the
captain, who is not named, to get closer so that they could visit their
living relatives, but the captain refuses.

A different variant is recorded in a version cited by Saunier, where
the dead themselves ask Charos not to land (Saunier 12, p. 400), which
is a very rare example where Charos himself appears.** However, in this
very case we come across a variant differing completely in comparison
with the ones cited above. Charos in this song is a builder - the role

%9 Kougeas 2000: 85.

1 Beaton 2004: 120-124.

%2 In some cases, the narrator of the story begs the captain to sail to Kitres (Kougeas
52) or the dead themselves ask him not to approach the villages in order not to bring
about more grief and lament.

%3 Saunier 1999: 401.
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I shall outline in the following chapter — but instead of a tower or a castle
- he builds a steamship:

Tov Xdpov 1o PovAndnke mamodpt va okapiwoet. (Saunier 12, p. 400, Ithaca)**
Charos wanted to build a steamship.

The difference between this song and the other ones with the motif
of a ship lies in the role the dead play. Whereas in the previous frag-
ments they were just passengers, here they constitute the parts of the
ship, as following: yépot — okapid (the old - hulls), viot — padépia (the
young — wooden planks), malikdpia — avtevokdrtapta (the young brave
- masts), EavBoparwv mAegideg — Eaptia (braids of the blonde-haired
girls — shrouds), pukpwv madwv KOLPOVAEG, UiKPWV TAUSIWOY KePAALa
- Tavid, pkpwv madwv kepdAia — avtevokapovAa (small children’s
heads - the sails/ the crow’s nests).

The composition of this song shows the strong influence of the motif
of Charos the builder and seems to be yet another version of the songs
belonging to that type.

The rarity of such representations of Charos indicate that his con-
nection with the sea is rather limited, his area of activity is exclusively
the land, the Greek mainland, he seems not to have any connections
with water and the songs containing this element might have been cre-
ated per analogiam to other songs.

The question that arises is, why for the Greeks, for whom the sea is
always in folk tradition regarded as “bitter” (6&Aaocoa, mkpoOdlacoa
Kat mkpokvpatrovoa, EDT 155 — The sea, the bitter sea, bitterly undu-
lant), the sea that takes forever their relatives — where they die or they
just go abroad to foreign lands - has it almost no connection with the
personified Death in Charos’ mask? Scant evidence found in Greek folk
songs prove that Death and the sea are something unusual in the folk
eschatology of the Modern Greeks. It is symptomatic, because one can
have the impression that it is not the sea that is the most dangerous
place whence Death may come, but the land. Indeed, as I have already
demonstrated, even the representation of Charos as a pirate is not as
frequent as it could be, if we take into account the historical reasons sug-

%4 'We come across a different variant in Sklavenitis 2012: 68 (cited from Giofyllis,
Thiaka p. 99, 2).
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365

gested by Saunier,’® but as it seems, also in this kind of representation,
emphasis is put rather on his destroying activity.

Summarizing the deliberations about the motif of the ship of the
dead and its connection with Charos, let me underline that the rare
frequency of such a representation rather suggests a foreign source of
inspiration. If we juxtapose the above-mentioned songs with the Flying
Dutchman story that I have alluded to, we could see some common fea-
tures, although, of course, many more differences. However, the image
of a ship where the passengers are the dead and a recurring motif of
approaching the coast and then disappearing may suggest that the Mod-
ern Greek versions may have something in common with the folk story
known to West Europeans.

Yet, even if we could perceive the figure of a ghost ship from Mod-
ern Greek songs as a symbolic representation of a passage to the other
world, the motif recurring in all ancient mythologies with the usage of

a boat imagery,*®

some difficulties arise. First of all, the ship does not
travel to the Netherworld or elsewhere, but strays away - similarly to
the Flying Dutchman. Secondly, except one song with a motif of Charos
building a steamship, there is no ferryman or any nekropompos that we
could associate with the passage to the other world and thus link it to the
mythological representations.

It seems that, in this case, we are dealing rather with a conflation of
the story about a ghost ship, popular in European folk tradition, with
the motif of the procession of Charos we come across in different part
of Greece.

365 Saunier recalls that in “The Chronicle of Galaxeidi” (Xpoviké tov Taha&eidiov)
written in 1703 by the monk Euthymios in the vernacular language, the word xovpadpot
is used mainly for Bulgar occupants in the tenth century as well as the pirates of Roger II
of Sicily. Saunier 1982, 305.

3% There are some examples of identifying the dead with a boat in Greek folk songs.
See, for example: Pasayanis (kapaft pov tpikartapto... Pasayanis 19; 52; Saunier 58, 268;
Sklavenitis 55, gpeydda pov Tpikdtaptn... (Sklavenitis 56), kapdft mpwtotatido...
Pasayanis 90; Saunier 15y, 92, Kalamata) with the apostrophes to the dead using the
metaphor of a ship. See also different variants in Sklavenitis 2012: 100-102.
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4. Charos the builder

One of the most intriguing representations of Charos is connected with
his activity as a builder of different kinds of things, most often a tower
or a garden. However, he does not use common building materials in
his works, but the bodies of the dead. The motif of building a tower
(mvpyog) is known mainly on the Ionian Islands, in Peloponnesus and
in the region of Aetolia- Acarnania, but there is also a variant from Cap-
padocia.*” In turn, we come across the garden or the orchard (meptBoAr,
ura&éc) motif in Peloponnesus, especially in Lakonia, the Mani Pen-
insula and Messenia, as well as in Crete, the Ionian Islands, the Aege-
an Islands, but also in Cappadocia.’® Apart from these two motives,
which are undoubtedly the most frequent and, at the same time, rela-
tively homogenized, here and there we could also find some untypical
representations of Charos building a palace (ma\att), houses (omitia),
a factory (@apmpika), jails (puAaxég) or even a monastery (LovaoTtrpt).
I shall try to elucidate the context of such a macabre image, also shed-
ding some light on possible sources as well as unsuccessful, so far, at-
tempts to interpret the motif.

In most cases, the beginning of a song has an introductory formula
specifying the construction Charos is going to build. In the following
example, it is a tower:

Tov Xdpov tov fovAnBnke mopyo va Bepeliwoet. (Saunier 10a, p. 392; 10, 10y,

108, p. 394; Kougeas 79; 3; 69; Pasayanis 8; 102)
Charos wanted to erect a tower.

Two elements appear invariably as a permanent component and they
seem to be always linked to the same category of the dead: foundation
(B¢pero) — the old men (yépot), cornerstone (aykwvdpt) — the young
(véou).

The third element, children, is variable. It may also be: windows
(mapaBlpia, Saunier 10a, p. 392), battlements (pevtévia, Saunier 10p,

%7 Saunier 1999: 395. Dawkins pays attention to the fact that the motif of tower is
better understood in Mani, where almost every house has a real tower built as a shelter
or a place of defence in case of vendetta. Dawkins 1942: 138-139.

% Saunier 1999: 397.
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p. 394), small stones in the walls (coumola, Saunier 10y, 105, p. 394),
wooden nails in windows (toiBid, Saunier 10e, p. 394), or pebbles
(nikpoOAta xakikdkia, Kougeas 79). The most macabre image emerges
when children are called to be soil itself (y@pata, Kougeas 69).

In some cases, three components are not enough and the frame-
work of the image is extended by introducing some other catego-
ries of the dead juxtaposed with the parts of a building. As the raft-
ers (uetfavobula) and the floor (matwpdartepa) Charos uses the arms
of young men (maAAnkapiwve umpdtla, Saunier 10y, 105, p. 394). In
place of doors and windows (roptomapdBupa) he puts good landladies
(kalég votkokovpadeg, Saunier 10y, p. 394; Kougeas 3) or just young
girls (Kougeas 79). The roof battens (otalixia) are built of girls’ braids
(kopaotdwv mAekideg, Saunier 106, p. 394).

All the untypical variants of the tower motif, although introduced
by the different kinds of construction Charos is going to build (house,
factory, monastery), follow almost the same pattern regarding the jux-
taposition of the dead and building material. Only the introductory for-
mulas vary:

O Xapog £Bale PovAn va xtioet éva maAdrtt. (Saunier 10¢, p. 394)
Charos decided to build a palace.

O Xdpog omitia é@tiave ki 0 Xdpog omitia xtilet. (Kapsalis 645)
Charos built houses, Charos builds houses.

O Xapog @kiavet apmpika, prLavel kavovpta onitia. (Kondomichis 20, p. 176,
Lefkada)
Charos builds a factory, he builds new houses.

369

O Xapog £pale Bouvhn va xTioel povaoTtrpt.
Charos decided to build a monastery.

Here are some examples with an extended introduction:

O Xapog ekatéPnke and Tov KaTw KOOHO,

naipvel avBpwmovg yia SovAeld, Béhel va ytioet omitt. (Kondomichis 7, p. 172,
Lefkada)

Charos emerges from the Underworld,

he takes people to work, he wants to build a house.

9 According to Vangellio Vrettou, 75 years old, Charadiatika, Lefkada. Cited by
Sklavenitis 2012: 67.
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Katov otig métpiveg avhég, ota pappapévia alwvia,

0 Xd&pog priavel QApTPIKEG Kat otkodopuég peydhes. (Sklavenitis 23)
Down at the stony courts, down at the marble threshing-floors,
Charos builds factories and huge buildings.

Similarly to this case, we have almost the same pairs as in the tow-
er motif, with some unusual variants and occasionally, which is worth
underlining, the elements are inverted. Thus, the foundation (6¢uelo)
is built not by the old ones as it was, but by the young, the cornerstone
(aykwvapt) by the old ones (Kondomichis 7; 20; Sklavenitis 23; Sklaveni-
tis 2012: 67). In Kapsalis’ version from Northern Epirus we come across
men (&vtpeg) as dépata (probably here not just “parcels” but rather
“links”), women as doors (mopteg) and children as windows (apabvpia,
Kapsalis 645). In other versions, children are used as pebbles (xahikt,
Kondomichis 20), or large pebbles (tpoxala, Sklavenitis 23). There are
also women - good housewives (kaAég vouokvpég, Kondomichis 7)
used by Charos as windows and girls as doors (roptomovAeg, Sklaveni-
tis 2012: 67).

It is noteworthy that in these cases there is no category of old men
who would compose any kind of enclosure of the construction.

The garden or orchard motif is similarly introduced by a formula
“Charos wanted/decided to build/plant a garden” that appears rather in-
variable with insignificant changes®”:

O Xdpog efovrifnke va @ridoet mepiPoAl. (Saunier 11a, 11B, 11y, p. 396;

Kougeas 75; 14; 6; 114; Pasayanis 7; 9)
Charos wanted to plant a garden.

O Xapog T’ anogdotoe va @kiaoet eptPoAt. (Kondomichis 21, p. 176; Kougeas
138)
Charos decided to plant a garden.

Otav gxtiotn 0 Ovpavog ki eBepeliwdn o kOopOG

O Xapog to1e apyivnoe va gtiavet meptPoAt. (Pasayanis 10)
When The Heavens were built and the world was founded
then Charos started to plant a garden.

370 Borowska 2011: 132.
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There is also an interesting version from Passow, mentioned by
Saunier’”! and repeated by Stathis,?”* in which Charos invites people to
build the garden with him and the ones who help will be freed by him.
In this variant Charos “trumpeted” (StahéAnoe) he is going to plant
a garden:

O Xapog edtahainoe va ktioet meptPoAL,

omotog Ppedei kau ktioet To va tov eAevBepwaoel. (Passow 435)

Charos announced he wanted to build a garden,
and whoever will come and build, he will let him out.

In the garden or the orchard, the dead in most versions are associ-
ated with the following kinds of trees: young girls (vieg) — lemon trees
(Aepovia), young boys (viot) — cypresses (kvmapioota). As for children
(maudid), they are linked to different kinds of plants. They become
either roses (TplavtaguAla, Saunier 11a, p. 396), or mint and carna-
tions (SVaopot kat kapvo@UAAa, Saunier 116, p. 396), or carnations and
violets (yapovgaAla kot Ptodeg, Saunier 11y, p. 396; Kougeas 138; 6;
14), or just flowers (avBoi, Kondomichis 21).

What is significant in the description of Charos’ garden is the
complete lack of the category of old men, which was an integral part
of the tower he built. It might, of course, be explained by the imagery of
the vegetation cycle and the spring rebirth of the plants that leaves no
space for old age. Yet such an assumption may be seemingly misleading,
it turns out that there are many variants of the motif of Charos’ garden
in which the category of old men (yé¢povteg) appears. However, their
place is not among the plants, they invariably become the fence or the
wall of the garden (@pdyxtn, Toixog, Pasayanis 7; 10; Kougeas 138; 14) or
just fence pales (tdooalot, Kondomichis 21).

In some versions, the description of the garden is followed by the
wish of a woman to die, step into this garden and cut down the plants

! In Saunier we come across an interesting variant taken from Passow (309: 435),
in which young girls and boys do not constitute parts of the garden, but they run and
gather to help him to build it. Saunier 118: 398. An untypical variant coming from
Karpathos is noted also by Sklavenitis. Here Charos builds not only a garden but also
jails (puhakég). Sklavenitis 2012: 69. See also Manolakakis 95: O Xdpog ytilet puhakrv
Kat Kapvel TepBOAL

372 Stathis 2004: 803.
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(Saunier 11, p. 396; Kougeas 75; 138) or just uproot the trees and the
flowers and talk to the fence (Saunier 11y, p. 396). In Schmidt’s version
from Zakynthos (Schmidt 164, p. 23), the woman comes to the garden
to water the plants.’”

Structurally, the tower and the garden motif, as we have seen, are al-
most identical. Both of them are introduced by a specific oral formu-
la followed by juxtaposed enumeration of the dead used as a building
material or the components of Charos” garden. The variability of the
possible solutions within the framework of the structure of the motif is
not significant. However, semantically both variants undoubtedly differ
a lot from each other, a fact which is worth not only underlining but
elaborating on.

In the case of Charos” tower, and by extension of all kinds of con-
struction he builds in other variants of the motif, the emphasis of the
image seems to stress an enclosure, a closed space being under the reign
of Charos-Death. Although in some cases this enclosed area seems do-
mesticated by the usage of the word “house” (omitt), it remains a dreary
building composed of dead bodies. One could ask, as Saunier suggested
elsewhere,”* if the picture could be associated with another construction
characteristic for Charos’ domain, namely with a tent (tévta), bringing
to mind the military term, which I have already outlined above.

According to me, the tower motif in connection with Charos cannot
be explained in these terms.*” First of all, it is completely devoid of any
other military elements and, as a matter of fact, is rather static, adversely
to the above-mentioned image of Charos as an aggressor pulling the
hair of his victims. Secondly, the similarity of the image postulated by
Saunier to the representations of Hades that we could find in demotic

7 Saunier 1999: 397. We come across a similar motif in Kougeas’ collection where
a song appears that does not belong to the analysed motif but is rather a call for weeping
and thus for watering by tears the garden of Charos. (Kougeas 13a). See also Borowska
2011: 132-133.

74 Saunier 1999: 364.

5 There is also no direct connection with acritic songs containing the motif of
“garden of Digenis.” Borowska 2011: 129.
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songs is also groundless. If we take into account, for instance, the song
6y, p- 238 with a description of the dead in the lower world, there are
vivid discrepancies between the tower motif and that song, in which the
dominating motif is “decomposition” and “decay” (Saunier 6y, p. 238).
In the analysed examples, all the bodies appear to be complete, the to-
tality of the persons has not been touched, they are the whole as they
were during their life, like the dead in the Homeric poems, but now they
constitute a part of Charos’ domain.

At this point, due to the many parallels that come into mind, I have
to allude to the second variation of the motif of the dead being compo-
nents of a construction. It has been suggested by Alexiou that Charos’
garden belongs to the same imagery of plants and trees that is vital in
popular tradition and is connected mainly with the images of spring and
harvesting used - according to her — continuously in Greek tradition
from antiquity until nowadays.?”® She argues that the idea of cutting the
flowers, withering apples, falling leaves and especially of uprooted trees,
occurring in countless examples in ancient Greek and later Byzantine
literature, from the oldest lyric poets, through Homeric comparisons
abounding in such images, also manifests itself in popular Modern
Greek tradition.””” And, of course, she is right in her suggestions, as
I have already shown while analysing the figure of Charos as a reaper,
she is no doubt right, at least partly.

In my opinion, the idea expressed in the songs where the figure of
Charos the builder occurs has nothing in common either with military
terms (in the case of the tower motif) or with spring and vegetation im-
agery (in the image of the garden of Charos), or - in no case — with the
garden of Eden, as Stathis postulated.’”®

376 Alexiou 2002: 195-201.

77 Alexiou 2002: 195-201.

78 Stathis 2004: 801. He believes that Charos’ garden belongs to the same mytho-
logical tradition as Isles of the Blessed (paxdpwv vijoot) or the Elysian Fields (HAvotov
nediov) known from ancient Greek myths. Naturally, it is far from being possible due to
the vivid discrepancy between the image the ancient prototypes convey and the modern
folk version. However, Stathis further realizes that, in this case, this is “the most macabre
garden in the world” and that rural Greek society imagined people in this garden not
having the nature of the trees and flowers but being rather in their place. Stathis 2004:
803.
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The most characteristic feature that — according to me — may be rele-
vant in the songs analysed before, is the idea of the motionless, stillness,
of the dead. All the groups constituting the components of the construc-
tions may be characterized as passive and typical — without differenti-
ating social status or introducing any individual elements. One could
not get rid of the impression that, in the hands of Charos-Death, they
become just elements of the landscape, integrally melted and fused with
the surrounding reality. Charos, in turn, is not a violent aggressor here
like he was in the representations outlined above, but rather a scrupu-
lous worker. Significantly, the verbs that are used to describe his ac-
tions are totally neutral in meaning, not emphatic at all, as if he exe-
cuted something typical for him: maipvet — he takes, pdvet (Baget) - he
puts. In the garden motif, it is even more vivid: éokaye, kalAiépynoe,
@uteye — he dug, cultivated, planted (Saunier 11a, p. 396) or €xtioe,
kaAAovpynoe - he built, cultivated (Saunier 11y, p. 396).

Such a picture is clearly different from the representation of Charos
leading the procession of the dead, where he is depicted as a violent oc-
cupier, bringing to mind more his activity as a hunter or a reaper than
a gardener. Although the motive of Charos leading the dead that I have
presented in previous chapters is structurally similar and is constructed
by the use of the oral formulas, it cannot by identified with Charos’ ac-
tivity as a builder. The whole scenery, according to me, with some typi-
cal kinds of trees, such as cypresses, and ephemeral flowers that consti-
tute the elements of the landscape, inevitably brings to mind a picture of
a cemetery. What may seem at first sight just a remote association grows
in importance with a closer look. I don't say that the garden of Charos
is a mythological representation of a cemetery. Yet, if we recall that the
nineteenth century, at least in West Europe, was the beginning of a pro-
cess when the dead ceased to be buried in graveyards and a new, inde-
pendent place of burial, known and common today as a cemetery, was
established,”” the question becomes meaningful. Around 1800, the idea
of a cemetery in the open nature, being a fragment of nature as well as
creating a sort of a “small cosmos of death” surrounded by cypresses and

separated from the world of the living, became increasingly popular.’*

379 Vovelle 2008: 540-545.
380 Bialostocki 2007: 123-125. Ariés 2011: 528-529.
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Thus, maybe in folk imagination Charos-Death became in the course
of time a gardener of the dead, in other words, the folk mythology was
adapted to the changing reality and created such a unique picture of
Death planting trees, flowers and herbs in the place enclosed by the
fence of the old men, constituting a miniature of the kingdom of the
dead. Or, it is just another mythical mask of the universal idea of cyclical
time manifesting itself in the images both of decay and growth, dead
bodies turning into soil and new flowers and trees growing from their
ashes.

5. Charos’ family

One of the most astonishing features of Charos, the element that clear-
ly confirms that it would be an oversimplification to regard him just
as a folk personification of death, is the fact that he has a family: his
mother or wife, Charondissa/Charissa (Xapovtiooa, Xdpiooa) or
Charaina (Xdpatva) in the Pontus region and his children, Charopoula
(Xapomovha).

The role of Charissa is distinctly defined in songs where she is called
his mother (pé&va), which I shall allude to below, however, in many cases
she appears to be rather his wife, which is not explicitly expressed, and
then her role is not so easily defined. In such cases, she appears in the
company of their children or a child - Charopoulo (Xapdémnovlo). It is
noteworthy that the motif of Charos’ family is rather briefly sketched
in Greek folk songs, it occurs now and then as an oral formula and in
most cases is devoid of any special meaning.*®' As far as Charos’ mother
is concerned, it seems Charissa is significant and her appearance brings
about a change and influences Charos’ actions.

1 In some cases, her name appears gnomically, like in a song from Leukada,
where a dead man is speaking. He confesses that “he was invited by Charondissa for the
feast” (Me kaAeoe n Xapovtiooa tpamélt va pov kavel, Sklavenitis 3), which obviously
metaphorically means that he died. She also appears in some formulaic expressions
associated with the lower world: Katw otov Xapov tnv avAn, otng Xapawvag tig fpvoeg
(Saunier 78, p. 160), or: kpepaet o Xapog to onadi ki n Xapiooa toepnépt (Ioannou 310).
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The most frequently occurring pattern in the frame of this motif is
a quarrel between Charos and his mother. Charondissa usually blames
her son for bringing children who still need their mothers to the lower
world, like in the song from Laconia that starts with the words of some-
one dead:

‘Olov tov Adn yvpioa pe Svo keptd avappéva

Kt akovoa tn XapodvTiooa, mov pdAwve To Xapo

- Xape, kat Tt pov 10’ @epeg To moAvxaidepévo; (Pasayanis 59; Saunier 2a,
p-372)

I walked the whole of Hades with two candles lit

and I heard Charondissa quarrelling with Charos

- Charos, why did you bring me here the one that was caressed so much?

The same motif appears in different versions and its main aim seems
to contrast Charos and his mother, underlining the clemency of the lat-
ter.*®> She reproaches him for taking to Hades children that all the time
cry and cannot be easily hushed (Saunier 2f, 2y, p. 374; Saunier 20,
p. 412; Ioannou 289; Pasayanis 59; Petropoluos 38 E), p. 234), or they
don’t want to eat (Ioannou 288), or that could rejoice the world instead
of being here (Motsios 325). She blames Charos for taking young girls,
in some cases newly-married, and young boys and those who have little
children (Matsinopoulos A-14, o} B}y, &).

The figure of Charondissa as Charos’ mother is also helpful for the
living. One of the most widespread motives underlines her concern for
people, especially for women. She warns mothers to hide their children
and sisters to conceal their brothers from her cruel and merciless son.**
Mostly, the motif is introduced by an oral formula according to the same
structural pattern “Charos’ mother shouted/spoke (StahdAnoe, xovyta-
Eev, poake) from the high mountain top/window” (am6 ynAn paxovia,
an’ wpto mapabvpt, Saunier 60, p. 384; Saunier 6y, p. 384; Kougeas 22a’;
127; 133; Pasayanis 21) with some slightly different variants:

Tov Xdpov n pdva 16 Aeye otng ekkAnodg tnv mopta. (Pasayanis 33;

Matsinopoulos A-13, °)
Charos’ mother spoke this in the door of the church.

382 Hutter, Sikke 1979: 61. Borowska 2008: 81. Charondissa’s reaction is in some
cases contrasted to those of Charos, while he laughs, she weeps, for instance: To PAémel
o0 Xdpog kat yeha ki n Xaptooa kat kAaiet (Kondomichis 62).

3 Anagnostopoulos 1984: 93-94.
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Tov Xdapov 1 péva t0° Aeye, 10 Aeye polpordyt. (Matsinopoulos A-13, o)
Charos’ mother spoke this, she sang a lament song.

The scheme of her warning - sometimes explicitly expressed as her
lament song (miroloi), like in the last example - is almost always the
same and is also expressed in formulaic language. Charos appears in
such cases mostly as a hunter (Kougeas 22a, 127; Saunier 6y, p. 384;
Pasayanis 21; Matsinopoulos A-13, B y’), which has already been
demonstrated above, but also as a gardener (Kougeas 133) and a reaper
(Saunier 6, p. 384), or pirate and peddler (Saunier 6a, p. 384; Pasayanis
33; Matsinopoulos A-13, &) or just a passer-by who went for a walk
(mepatlada, Sklavenitis 14). The image of Charos that is revealed in his
mother’s words is rather threatening, among his characteristics his mer-
cilessness is emphatically stressed.

For instance, in the following song, Charondissa orders other moth-
ers to gather their children because the hunter is coming:

- Malw&Te, vieg, TOUG AvTpeg 0ag, Havades, Ta Tadld oag

T’ gfynKe 0 yvlog Hov Kuvnyog, Sev kvuvrydet aldela,

HOV’ KLVIYAEL VIOVG Kal VIeG, To™ xovv padpa patia. (Saunier 6y, p. 384)
- Gather, young ladies, your husbands, mothers, your children

my son went hunting, he doesn’t hunt for deer,

only he hunts for young girls and boys, who have black eyes.

In Kougeas’ collection there are similar versions of the hunting by
Charos (Kougeas 22a, 127) and the motif of Charos’ garden (Kougeas
133), however, the most interesting is a song that differs a lot from the
other variants with Charos’ mother. In this song, his mother appears to
be a herald announcing a competition: the one who gets the wedding
ring out of the well, as a reward will be enabled to go out of the lower
world and come back to the world of the living, which naturally turns
out to be impossible (Kougeas 26).

The name Charondissa in many cases, although it is not expressed
directly, appears to be applied rather to Charos’ wife. The context in
which she is mentioned is connected mainly with the motif that we
could call “Charos’ dinner”*** The person speaking here is someone
dead who usually addresses his pleading to his mother so that she never

4 Anagnostopoulos 1984: 95.
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starts lamenting at the sunset, because at this time of the day Charos
usually dines with his Charondissa (yiati deinvaet o Xapovtag pe tnv
Xapovtiood tov, Saunier 3y, 36, p. 378; 3¢, p. 380; Stamatelos 7, p.19).%%
Most of the songs of such type are brief, however, there are some ver-
sions describing in detail the dinner in the Underworld. In one of them,
noted in Ithaca, taken from Schmidt (166, 26) and cited in Saunier (38,
p. 378), the scenery seems as if it comes from a completely different tra-
dition, not the folk one, where such images do not appear almost at all
in the eschatological context.

The vision of the plates upside-down (ta mata avamoda), black table
towels (ta TovPaiiBia pavpa) and especially of “small children’s heads”
(kpav Taudwv ke@daAia) on the table, and - instead of a dinner ser-
vice - eagles’ claws (otavpaitwve xépta)**® as well as of the young as
servants,”” brings to mind rather grotesque paintings and sculptures.
I do not mean here the medieval representations that were rather full of
laughter, but the terrible Baroque images abounding in macabre figures.

The seventeenth-century iconography of death, especially in Italian
and Spanish art, is focused on representing the idea of the passing of
time and transience of human life. Thus, the paintings, alluding to me-
dieval tradition, contain a lot of suggestive and realistically presented
macabre elements, such as skulls, skeletons, cross-bones and other ana-
tomical details. These features are clearly visible in seventeenth-century
Baroque sepulchral sculpture. The purpose of all of these was to remind
observers about the idea of vanitas of life.**®

We come across such descriptions of the Underworld, alluding to
this imagery and the macabre side of death, in the works composed in

5 Cited by Sklavenitis 2012: 75.

¢ We find a similar image in Song 29 cited by Saunier (p. 374) which also comes
from Ithaca. Here, instead of “eagle claws” we have “the arms of the brave” (twv
avtpelwpévov pmpdrtoa). It is worth noting that in this song there is no mention of
Charos but of his counterpart Mais (Mdng) and consequently of Maissa and Maiopoula
(Mdiooo/Maittoa, Maytomovla).

7 Sometimes the dead complain that they had to serve at Charos’ table. Dawkins
1942: 142.

388 Bialostocki 2007: 69-96. For more on the attitude of people of the Baroque
towards death, see especially a monumental monograph by Vovelle 2008: 271ff. and
Aries 2011: 328-341.



Context 139

Crete during the so-called “Cretan Renaissance,” which I have alluded to
several times.*®* The place of origin of two above-mentioned songs, one
of the Ionian islands, suggests it is very probable the motif might have
been borrowed directly from West European tradition.**

Another interesting example with macabre elements comes from
Crete, another island under strong West European influence through
the centuries. Moreover, this lament song, as Saunier comments, is
exclusively Cretan.®! In this song, according to the person speaking,
who describes himself as “staying overnight in Charos’ neighbourhood”
(otov Xdpovta T yertovid npovve wpevapng, Saunier 17, p. 406), Cha-
ros came back to Charondissa and told her he felt the “human’s smell”
(avBpwmov pupwdid). His wife’s answer reveals the reason for that smell,
which comes from Charos himself, because “he comes back from the
slaughtering” (Amo0 to pakeleld " pyeoat kat Oa *oat KOLPAGHEVOG).

Charos’ children, Charopoula, appear incidentally, not to say ex-
tremely rarely. We find an interesting example in a song from the village
Papadatos, close to Xiromero situated in West Greece in the region of
Aetolia-Acarnania. The song appears in Motsios collection (Motsios
216) as well as in the same version in Saunier (Saunier 78, p. 160). In the
first lines, we come across an intriguing image of the dead singing. Cha-
ros reacts with laughter, Charissa with weeping and Charopoula want
to lapidate them (T’ akovel 0 Xd&pog kat yehdet,  Xdptooa kat kKAaiet,/
T’ akobv Kat Ta Xapomovla kat Tovg AlBoBoAdve).

Among the songs categorized by Saunier into the motif of ransom
and redemption (e§ayopd),*?* there is one where the name of Charos’
child appears, Charopoulo (Xapomovlo). Very precious gifts are being

39 See especially the chapter “Hunter, Horseman, Black Rider”.

¥ In EDT there is an interesting song from Cyprus. It is a dialogue between
a young man and Charissa who proposes him to take the gun (nape to Tovgéxt). His
answer reveals the impossibility of such an undertaking, because he now remains in
possession of Charos and he has on his breast “black snakes’ heads” (pavpd @i8xid
toe@dia, EDT 140). The macabre image corresponds exactly with my assumption that
it might have been influenced by West European tradition. There are also many other
songs containing the snake motif in the eschatological context (EDT 164; 169/ Pasayanis
37; 47; 109; 110).

! Saunier 1999: 407.

%2 Saunier 1999: 189-221.
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offered for the three members of Charos’ family (a silk dress, a piece of
velvet, a golden kerchief) but Charos is incorruptible.*® A dead man
cherishes hope that, thanks to them, he will be given three great Chris-
tian feasts in the year (Christmas, Palm Sunday and Easter). All the ver-
sions are similar, only the gifts are interchangeable elements:

Ta&e Tov Xdpov kapovyd s Xapiooag Pehovdo

1a&e kat Tov Xapodmovhov €va xpvood pavtihi (Saunier 3a, p. 198)

Promise Charos silk dresses, Charondissa velvet
promise Charopoulo a golden kerchief.

Ta&e Tov Xdpov kapmovxd, tng Xapiooag ferovdo,

Kat Tov pkpob Xapdmovlov petafwto pavtnt (Pasayanis 45)
Promise Charos silk dresses, Charondissa velvet,

promise small Charopoulo a silk kerchief.

Ta&e Tov Xdpov popeatd, Tng Xaplooag ¢ovsTav,

ta&e kat Tov Xapomovhov petafwto (ovvapt. (Spandonidi 218)
Promise Charos a uniform, Charondissa a skirt,

and promise Charopoulo a silk belt.

We come across another similar version, differing in the proposed
gifts and this time with the company of Charos’ children, in Ioannou:

Ta&e Tov Xdpov xdpiopa, Tne Xaplooag pavtns,

e kau ota Xapomovla 6Ao gAovpd ki aonpt. (Ioannou 284)

Promise Charos a gift, Charissa a kerchief,
promise Charopoula a lot of gold coins and silver.

As we have already seen, Charondissa as Charos’ mother has ab-
solutely nothing in common with his wife bearing the same name. As
a mother, she is personalized and plays a significant role interacting with
men - the living as well as the dead. All the characteristics she possesses
indicate, in my opinion, that it would not be groundless to regard her as
a female counterpart of the male Charos.

Thus her behaviour (warning the living, mercifulness) is highly con-
trasted with Charos’ destroying activity and his cruelties. The question
that arises is what could be the reason for the appearance in folk imag-
ination of such a figure in the company of the male personification of
death?

35 Dawkins 1942: 139. See also the chapter “Charos’ specific characteristics,” part
“Merchant, Peddler”
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I would dare to put forward two hypotheses that at first sight may
seem ridiculous, but I am quite convinced are probable, yet difficult to
prove. The first one is that Charondissa/Charissa appeared in Greek folk
songs due to the grammatical gender of Charos.

The personification of Death and consequently also folk representa-
tions are determined by the grammatical gender of the noun “death”
In the case of the Greek language, both words defining death, thanatos
(8&vatog) and Charos (Xdapog) are masculine as in German languages.
However, in the Romance as well as in the Slavonic languages, death is
always feminine. The phenomenon of grammatical gender and its influ-
ence on the representations of death is clearly visible in European art,
where death was presented in different masks throughout the centuries.
The subject was thoroughly researched, among others, by Bialostocki in
his essay in which he analyses the metamorphoses of death in European
art.

It is noteworthy that, though in German art, death - starting with
Holbein - was depicted as an aggressive, lively, strong man, in armour
or on horseback,* during the nineteenth and twentieth centuries we
come across, under Romance and Slavonic languages, female rep-
resentations of death as a beautiful, seductive woman.**®* Women in the
works of the artists from those countries had delicate, captivating fe-
male countenance and were full of grace - in contrast to the masculine
representations of German origin.*’

It is very probable that the Modern Greek Charissa/Charondissa was
created in the folk imagination just as a female counterpart of the more
cruel Charos. It is not as groundless as it seems if we take into account
the Slavonic as well as Romance influence on the Hellenic ground over
the course of many centuries.

The second hypothesis, which may be seemingly odd, on the pres-
ence of a woman in the Underworld is connected with apocryphal

34 Tuse the Polish edition (Biatostocki 2007) of his essay that was originally printed
in German, in Mnemosyne: Festschrift fiir Manfred Lurker zum 60. Geburtstag, Baden-
-Baden, 1988.

% Biatostocki 2007: 22.

% Biatostocki 2007: 40.

7 Biatostocki 2007: 28.
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Apocalypses, extremely popular in Byzantium, containing the katabasis
motif.*® In the texts belonging to this genre, known as The Apocalypse
of the Theotokos®® Archangel Michael becomes a guide of the Mother of
God.* These medieval apocrypha were extremely popular, which may
be confirmed by the fact that there are hundreds of manuscripts with
the story in ten different languages.*! All the versions have similar con-
tent and are based on the same narrative structures. Characteristically,
the Theotokos is presented as a dynamic, active person, who is curious
to know all the sins that the sinners suffer from in the other world and
is deeply moved by the cruelties the dead experience and is full of com-

passion for them**

- similarly to Charondissa in Greek demotic songs.
Although it is extremely difficult to prove the interaction of the Mother
of God from the apocrypha (also belonging to folk tradition)*” and the
songs in which Charos’ mother appears, the assumption I have made is
not devoid of any basis.

The context in which Charondissa appears as Charos’ potential wife,
in comparison with the representations of his mother, seems to belong
completely to a different tradition. It has many common features with
grotesque and macabre representations known in West European tra-

dition, popular mainly in Baroque art and inspired by medieval rep-

% The most important surveys of the subject are still: Lambakis 1982, Baun 2007
and Cupane 2014. See also my recent paper Bzinkowski 2015b. It is worth underlining
that in Byzantine and post-Byzantine katabaseis the descent to the Underworld is
reserved almost exclusively to the Mother of God. The other ones may get there only
through sleep. Bzinkowski 2015b: 134-137.

¥ Baun analyses thoroughly the manuscripts of The Apocalypse of Theotokos from
the eleventh until the sixteenth century, especially eight medieval Greek versions. Baun
2007: 40 fI. She pays attention to the fact that some copies of the apocalypse were written
by hand in Greece in the nineteenth century and they contain a lot of medieval features.
Baun 2007: 40.

40 In other popular katabaseis dating to the tenth century, it is Saint Anastasia
guided by Archangel. See Baun 2007: 205.

“' Baun 2007: 39.

42 Baun 2007: 274 ff.

45Tt is alluring - yet again not based on any verified proof - to juxtapose the
images of Charos’ mother crying for the dead, full of compassion Theotokos from the
apocryphal apocalypses with the iconographic representations of Virgin Mary known
and popular in the Orthodox world as Lamenting Virgin (Theotokos Threnousa) and
Virgin of Compassion (Theotokos Eleousa).
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resentations, the interactions of which we come across, as I have men-
tioned several times, in the works of the Cretan Renaissance.

6. Charos’ wedding

The mutual relationship between death and marriage, based both on
similarity and opposition, is characteristic to all Indo-European my-
thologies and is well rooted in European culture.*”* In Ancient Greek
literature, especially in tragedy, we find many references to the relation
of weddings and funeral, the two ceremonies that conflate and blend

together on different levels.*”

The metaphor of death and marriage be-
comes indeed an attempt to reconcile existing opposition of life and
death and, consequently, to come to terms with death, creating a sym-
bolic impression that it is not the end of existence.**

As it is attested, there are many parallels in the rituals of weddings
and funerals because in popular beliefs they both mark the transition
from one stage to another: the dead departs on the last journey and the
bride leaves home to start a new life.”” They both are rites of passage
sharing a lot of common features for traditional rural societies in which
a wedding turns out to be for close relatives a rather sad occasion since
a bride leaves her home for ever to live with her husband.**®

As Alexiou proved, the Modern Greek laments for the dead are very
close structurally and formally to the songs that are sung while a bride
leaves her house, similarly as the two rituals that have many parallels.**
Moreover, as Danforth notes, it is sometimes extremely difficult to clas-

4 Giannakis 1998: 93 ff., who analyses the parallelism of “marriage-death”
especially on the level of language and according to lexical-cultural semantics.

5 The most comprehensive study on the abundance of the wedding-to-death motif
that we find in Agamemnon of Aeschylus, but also in Sophocles (Antigone, Trachniae)
and Eurypides (Alkestis, Medea, Supplices, Helen, Troades) was written by Rehm 2004.
As for the other Ancient Greek references, see also Giannakis 1998: 94 ff.

46 Danforth 1982: 83.

407 Alexiou 2002b: 120.

48 Danforth 1982: 75.

49 Alexiou 2002b: 120 ff. See also Psychogiou 2008: 48-49.
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sify songs as mirologia or nifiatika (wedding songs), because they strict-
ly depend on the context in which they are performed.*?

Thus, in demotic songs the phenomenon of death is sometimes con-
ceived as a marriage: if the dead person is a young man it is symbolical-
ly expressed by the phrase that “he marries The Black Earth™'" or just
a “gravestone” (mAdka). The example we find in a song from Pasayanis’
collection about dead Andonis who took the gravestone as his mother-
in-law and black pebbles for his brothers and cousins:

O Avtwvng emavTpedTKe KL EMPE Lo yuvaika,

Kavet Ty mAdka mebepd, T Mavpnyn yvvaika,

KL OAa T pavpoxahika adép@ra kat Eadép@ua. (Pasayanis 116)

Andonis married and took a wife,

he makes the gravestone his mother-in-law, he marries the Black Earth,
and all black pebbles he makes his brothers and cousins.

However, if it is a girl who died, metaphorically her passage to the

other world is described as a wedding with Charos. In a song from Cy-

prus, but widespread throughout Greece and in the Pontus region,*'?

410 Danforth 1982: 74. In the subsequent pages, she deals with songs that are sung
both at funerals as well as weddings, showing a lot of analogies between the two rites.

411 Bzinkowski 2011b: 112. In one of the mirologia from Pasayanis there is a short
song, where we find the following idea: “Let the Black Earth rejoice [...] who has young
men for dancing, young girls for playing” (H Mavpnyn va xaipetat [...] maxet tovg
VIOUG YLt TO X0pO, TIG Vieg yla Ta matvidia, Pasayanis 91). We also find an interesting
example in the collection of songs from Kerkyra, where Charos cooperates with the Black
Earth: “Charos and the Black Earth were deliberating on taking my life” (O Xdpog pe tn
HaDpT| YNG EKAAVE KOVOOVPTO/ yla va pov Ttépovy Tn {wry, Paktitis 19). Psychogiou pays
attention to the fertility aspect of the Black Earth: “the one who dies symbolically unites
with earth that ‘devours’ him, which can also be understood on a symbolical level as erotic
union.” Psychogiou 2008: 48. Mavpnyn becomes in some cases a synonym to Charos
as a personification of death: “They call me the Black Earth and blackened gravestone/
I make mothers without sons, women without husbands/ I make black sisters without
their brothers” (’ Méva pe Aéve Mavpnyr|g kat pavptopévn mAdka/ kdvw pavovAeg Sixwg
ytoug, yvvaikeg Sixwg avtpeg/ kdvw Kat Ti¢ pavpadep@ég dixwg Tovg adep@ong Tovg).
Cited by Psychogiou 2008: 108. Elsewhere she appears together with Charos: n Mavpnyng
TOVG TPWEL... Ta Katoapd pov ta paAlid o Xapog ta “xet mapet. Cited by Psychogiou
2008: 107. The Black Earth becomes in some cases a synonym to Hades: “What do I need
for ‘Have a good day’ here in the Underworld?/ The place they call here The Black Earth
and cobwebbed earth!” (Tt “kaAnuépa” Béw eyd e8w otov Katov Koopo;/ ITov edw to
Aéve Mavpnyne kt apayhiacpévo xapal, Matsinopoulos E-14, f7).

412 Stathis 2004: 818.
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Charos appears as a black bird to punish Eugenoulla for her boastful-
ness. She realizes that she is about to die soon and orders her mother
to dress her as a bride because, as she confesses: “I am marrying, I take
Charos as a husband” (wodv 10" ew mavtpedopat, maipvw tov Xdpov
avtpa, EDT 145; Saunier 19, p. 410).*"* Thus, in symbolical language,
Charos becomes a bridegroom, in other words: taking a young girl by
death is conceived as her marriage with Charos.

There are some examples where the wedding ritual is described in
more detailed metaphors, like in this fragment from Motsios’ collection,
where a young girl, who realizes she is about to die soon, asks her mother:

Dépe pov, pdva, PEpe Pov, TO KOKKIVO TOEUTEPL,

Kkat tpoevid pov oteilave eToOTO TO TEPEPL,

kat tpoevid pov oteilave va mavtpevtd to Xdpo,

Kovpmapog pag Ba’ pBet va pmet o okoTelvdg o Tagog. (Motsios 296)

Bring me, my mother, bring me, a red headscarf,

the matchmaking for me it was this journey,

the matchmaking for me it was to marry Charos,
a sombre grave will become for us the best man.

A similar example is found in Sklavenitis’ collection, where a girl
asks not to tell the guests who will come to her house that she is dy-
ing (yvxopaxei), but instead they could give her engagement ring to
another girl, because she had already become engaged to Charos (ey@
appePwvidotnka, mpa to Xapo yu' avtpa, Sklavenitis 66).

Sometimes it is the mother who speaks to her daughter, lamenting
over her fate and her newly-married husband whom she left for Charos,
like in the following “lament song for a bride” (uotpoAdyt oe vOgn) from
Northern Epirus:

VEKPWOEG TOV AvTpa oov, Nikn pov,

1ov 0” BeAe TOAY, AovAovdid pov,

Twg Tov dnkeg, Nikn pov,

Kat TavTpevTnkeg pe o Xdpo, Aefévtiooa. (Kapsalis 657)

You put to death your husband, my Niki,

who wanted you so much, my flower,

how did you abandon him, my Niki,
and you married with Charos, you brave young girl.

43 Bzinkowski 2012: 345.
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The motif of the relationship between death and marriage may also
be illustrated by different kinds of imagery. The folk imagination trans-
ferred the idea of wedding to Charos’ family. In this case, it is not Charos
who is the bridegroom, but Charos who marries his son (mavtpebet tov
VY10 Tov). On that occasion, he invites all the dead to take part in the
Underworld ceremony*':

Kaver 0 Xdpog pa xapd,*® mavtpevel Tov vyLod Tov.

Kaei Toug viovg yLa 1o Xopo, Tig vieg yia To TpayoddL,

KaAei kat Ta pkpd madid yia Tig anokptoég tov. (Kondomichis 6, p. 172)

Charos makes a feast, he marries his son.

He calls young boys for dancing, young girls for singing,

he calls little children so that they serve him.

In Matsinopoulos’ versions, the first two verses are almost the same,
yet the last one differs:

Kael kat Ta pkpd adid, Aovlovdia va tov mtave. (Matsinopoulos A-7, o)
KL QUTODG TOVG TIPWTOYEPOVTEG Yo T XpLo& Tpamélia

Kt o pukpoAta ta toudid, va vekpokovBalave (Matsinopoulos A-7, B7)

He also invites little children, so that they bring him flowers,

and these first old men to golden tables.

He also calls little children to serve the dead.

In another version, Charos “calls for assembly” in order to marry his
son:

O Xapog kavet ovvadn Tov ylov Tov ylo To yapo,

Staéet vioug yla o xopo kat vieg yia to tpaméll. (Kondomichis 17, p. 175)

Charos calls for assembly on the occasion of his son’s wedding,
he chooses young boys for dances, young girls for the table.

Or “calls all the people™:

ExdAeoe ovAo TO VTOLVLA, OVAN TNV okovpévr. (Matsinopoulos A-7, €7)
He invited all the people, all the world.

414 Close to that representation is also the motif of dining with Charos. The dead
- usually young girls and boys — are then invited to eat with him. See Matsinopoulos
A-8, o ). See also Borowska 2008: 85-86.

45 This is one of the most common word plays, rather untranslatable, based on the
similarity of the words Xdpog (Charos) and xapd (chara — joy). There are countless folk
songs in which the phrase appears, among others, we come across it [in:] Motsios 253,
p. 241; Saunier 7f, p. 302; 707, p. 304; 71, p. 306; 710, p. 308; Saunier 7, p. 304; Saunier
70, p. 306; Saunier 76, p. 304. Similarly, Charos is sometimes called dyapog (acharos)
- unpleasing, graceless. (Saunier 4, p. 200).
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In the context of Charos’ son’s wedding, the well-known garden im-
agery connected rather with the motif of Charos the builder also ap-
pears:

Kaei 116 vieg yia Aeipoviég, Tovg viovg yia kumapioota,

KaAel kat Ta pukpa madid, Oho xapounAitoes. (Matsinopoulos A-7, ')

He invites young girls as lemon trees, young boys as cypresses,
he invites little children, as small apple trees.

The death of someone is sometimes explained by the necessity of
gathering the guests for Charos” son’s wedding. Interestingly, he does
not need only young girls and boys as usual, but also the old “to slaugh-
ter them like rams™:

O Xdpog tov ekaleoe, TavTpedeL TOV LYLO TOV.

Kaei Toug viovg yLa 1o Xopo, Tig vieg yta ta Tpayovdia,

padevel kat Toug yépovteg, va ogaln ya kptapua. (Pasayanis 93)

Charos invited him, he marries his son.

He invites young boys for dances, young girls for songs,
he also gathers the old to slaughter them as rams.

The close interrelationship between death and marriage and, con-
sequently, between funeral laments and wedding songs with many re-
semblances, is not exclusively a Hellenic concept and is widespread in
the whole Balkan region.*'®* However, it is worth underlining that the
above-mentioned examples show some characteristics that are uniquely
of Greek origin and do not appear in the folk songs of other countries.
These are the concepts of Charos as a bridegroom and the idea of wed-
ding in the lower world.

The linguistic representation of this concept is expressed by the
phrases used in reference to young girls, such as: “I take Charos as a hus-
band” (maipvw to Xapo avtpa) or “I marry Charos” (mavtpevopat [pe]
10 Xd&po). The wedding in Hades seems to be an elaboration of the same

416 Alexiou 2002b: 120-122; 230 (footnote 64). Such parallels are present, among
others, in the folk songs of Hungary, Bulgaria and Romania. They concern mostly the
funerals of unmarried people. Danforth refers to an interesting custom when the remains
of an unmarried person are exhumed. The ceremony looks like it was a greeting of
a bride and groom. The laments that are sung at the exhumation describe the departure
of the bride from her home. Significantly in the lament songs cited by Danforth Charos
is the one who tries to hold back the person whose remains are exhumed. Danforth
1982: 85-89.
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idea, enriched by an eschatological aspect characteristic to Greek folk
beliefs, namely the abode of all the dead. The picture that appears in
this case seems to be a mirror image of the hypothetical wedding that
could take place in the upper world. The parallels on a linguistic as well
as symbolic and ritual level indicate that the parallel “marriage-death”
(yapog-Bavatog) is not just a poetic concept and invention of those
performing mirologia, but is deeply rooted in folk thinking and goes
back to the most archaic and universal ideas known from antiquity. The
figure of Charos in this context becomes not just a simple personifica-
tion of death, nor the Angel of death executing God’s orders or his own
duties,*"” but constitutes rather a symbolic representation of ancient du-
alistic thinking, according to which death and marriage are two sides of
the same aspect — departing and passage, understood symbolically and
metaphorically.

47T disagree with Psychogiou (2008: 27) in this point and I think Charos in
the wedding motif is as important as the Black Earth in reference to the vegetation
symbolism. Moreover, it is Charos that is used in association with reaping and harvesting
in demotic songs rather than his female counterpart in the figure of the Black Earth as
mother-earth, who is present rather in rituals than in the texts.



CONCLUSION

Since the figure of Charos, as we have seen, is not a homogeneous myth-
ological personage in demotic songs and is characterized by a wide va-
riety of representations, in many cases not coherent with each other, it
is all but impossible to attempt to embrace the whole range of them in
a unified way. Although the name of Charos appears almost exclusive-
ly in the eschatological context and in some unquestionable cases may
be identified as a folk personification of Death or God’s messenger, the
Angel of Death, all the above-mentioned examples prove that any une-
quivocal characterisation of his appearance as well as of his activities is
doomed to failure.

Moreover, as I have already stressed, the similarity of his name to the
ancient ferryman of the dead brought about many misinterpretations
and misunderstandings regarding some aspects of Charos’ images. Yet,
as it turns out after closer examination and comparison of different var-
iants of the same motives, it is very hard to find an obvious confirmation
anywhere in demotic songs that Charos leads the dead to the Under-
world. Undoubtedly, as is visible through the analysis of some common
phrases of demotic songs as well as of the representations of him as an
aggressor and the lord in the world below, according to the folk view,
he indeed is responsible for “taking” lives, usually of those prematurely
dead, children and young people. However, the other representations
that I have outlined, such as of Charos the builder and the gardener or
Charos as a bridegroom, clearly show that in this figure from folk my-
thology a whole cosmos of multi-layered concepts is hidden, some of
them going back to the most archaic symbolic thinking.

The attempt to analyse the complex personality of Charos in demot-
ic songs also distinctly reveals countless possible intercultural interfer-
ences that contributed to the creation of such intangible and enigmatic
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representations. Since, as I have demonstrated, many of Charos’ imag-
es bring to mind some concepts unknown in Byzantium or Modern
Greece, but present in the cultural traditions of West Europe, in order
to trace their possible sources it seemed relevant to allude to cultures
that had been in constant contact in the course of centuries with the
Hellenic lands. The external influences, as I attempted to show, concern
not exclusively the reception of some ideas in literature, as is clearly vis-
ible in the case of the works written during the Cretan Renaissance, but,
most importantly, the transmission of ideas that mingled with Greek
concepts, creating a unique composition, a mosaic, the shape and col-
ours of which are never fully static and discernible.

The case of Charos and his different manifestations clearly proves that
Greek folk culture cannot be fully separated from written and learned
tradition, which is a characteristic feature of all European countries.*'®
Both traditions always permeated each other, borrowing not only from
themselves but also from every cultural manifestation and idea they had
contact with. Thus, as our example of Charos in Greek demotic songs,
which are treated significantly as written literature, confirms, the most
characteristic feature for the texts belonging to folk songs is exactly what
we could call a variety. Popular culture was never homogeneous and
uniform and was always susceptible to the influences of “high” culture
and learned literature.*”® Any approach to the mythological motives
that demotic songs convey, usually through the language of hidden and
veiled imagery, should then include references to the literary works of
different epochs and, in some cases, of external traditions whose ideas
have been transmitted for centuries. Some traces of ancient concepts
and the works of Byzantine and post-Byzantine periods, as well as of the
Cretan Renaissance, that I linked with the figure of Charos in demotic
songs prove the above-mentioned suggestion about the interference of
ideas. Unfortunately, they also attest our impossibility of tracing them
exactly and without any doubt due to the lack of obvious evidence.

However, the eschatological context in which the enigmatic figure of
Charos mostly manifests himself is very specific and fragile, as it reflects
one of the most universal spheres of experience common to all human

48 Pyuchner 2009: 142.
49 Burke 1978: 21-22.



Conclusion 151

beings. Modern Greek demotic songs may constitute confirmation that
the old, most archaic ideas concerning the afterlife beliefs are insignifi-
cantly vulnerable to later cultural influences. The most ancient concepts
not only coexist with the eschatology of Orthodox Christianity but, as
the case of Modern Greek folk songs convincingly demonstrates, are
even more vital and meaningful for the Greeks than the Christian ones.

Charos from demotic songs, as it results from the characteristics out-
lined above, turns out to be not a single mythological personage em-
bodying one particular idea manifesting himself in different ways and
through different imagery. Based on the variety of his representations,
one cannot shake the impression that through the various masks that
are put onto his name echoing the ancient ferryman of the dead, we
could discern miscellaneous concepts and ideas related to the eschatol-
ogy of the individual according to the folk world view.
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APPENDIX

This appendix contains pictures taken in two cemeteries: in Corinth, in
October 2009, and in Thessaloniki, in October 2016. The authentic writ-
ings, some of them as pieces of paper, laminated or just put into plastic
document sleeves, and some engraved in stone, illustrate the vitality of
sombre eschatological convictions as well as the presence of Charos in
Modern Greek tradition.

Appendix 1.

With the breath you left
my little star, I will live.

And I will never see
again your smile.

As the sun I will enclose
both in my hands,

even if I break down,

I will speak of you!!!

As long as I live, I will love you
even in the earth

and if the dead

can feel, I will

love you still!!!

Your brother Stavros
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Appendix 2.

About your unjust bereavement

On 29 March

of the year 1983

a little angel passed away
from the people.

It was a lively child
full of sweetness,
but you left so early
my little Mimika.

I had no right

to rejoice the world
and a wheel hit me
from the heavens.

My beloved parents,

I made you bitter with this
yet it was not my fault,
but I beg you.

Here, deep in the earth where I am lying,
when the evening comes

I am small and I can't,

I am afraid of darkness.

As I was afraid

when dusk was about to fall
and I ran to hide myself

in the arms of my mother.

That’s why I beg you,
when the evening comes,
give me one minute

and light me a candle.

That’s why, my sweet Mimika
I give you a promise

I will never let

your candle be extinguished.
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My beloved parents
and you, good Giotoula
never forget that

I am your little sister.

With her I shared

bitterness and caresses

we played together tennis

in the neighbourhood in evenings.

But now, when you have lost her
you think a little of her

you bring to her grave

some flowers.

Ah, I wish you came one evening
ornamented as a bride

so that your mother could see you
because she is waiting.

She was not present, my Mimika
close to you at the funeral

it seems to her unbelievable

the whole story.

It was an unjust bereavement
it hurt us indeed

about such bereavements

we read in fables.

All your cousins

when they are together at home
they look at each other with sorrow
as if something is missing for them.

Their thoughts run once more,
Mimika, close to you,

yet the lips cannot

speak out your name.

Yet, whatever we will do,
you will not come back,
only in our thoughts
you will always be flying.

Ah, if T could one evening
come again to you

165
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yet, I promise you,
I will come back in your dreams.
Those, who are forgotten, die.

Christos Tsantilas

Appendix 3.

Your traces, step by step,

are followed by your daughter and son.
Where are you going into this endless,
my father, night

and you leave us alone?

You seek a rosy bed

to sleep in the earth?

Where are you going, father, so handsome,
into this silence?

You think it is right

to make us orphans

in the warm and sweet embraces

of our mother?

Everything was ruined

the hopes and the dreams

a shape of you was left

a sweetness of your smile.
Joys in our souls have put out
[...] cemetery

[...] came in.

Your children

Appendix 4.

Fifty years you lived unclouded with him

you were the only love in his life

he adored you like a goddess, longed so that you didn’t suffer
he boasted that he would not be able to live without you.

And you, like a turtle dove, who happened to lose her match,
and she cannot eat nor drink, only she wants to go to the woods,



Appendix

looking for him all day long, waiting until he comes,

till in the end hungry and thirsty she dies.

Directly, as soon as Charos took your Takis (22.08.1970)

you did not endure even a year the burden of separation (17.04.1971)

You flew into Paradise to meet him (Holy Saturday)
wishing to give him a kiss of resurrection.

D.D.

* % %

Proofreading of the English text: Ian Corkill
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vV
: IHIVYV AOL VN XVLINOVIS ZIUIAXVIIVNV IHL IViIo-
€0lVEavI WY IHIUWVYLNY NOL VN VIJ OIZVVdVL NOLI X3=v.i3u
ClL-p-11)/20dVE OL AOWRIdUX AOL IIZVLIIVE ONOdX NVN3I ILAO
(0L-8:22) XOdVX O 3IdHLI NOL ADZ AOX HIVL NOL XIVOW N.>®.>m

IINIVOIU HLIILOUY DI HAILIHN ZOVal AOU XIdX3IW

IENIWIOdU OL HEdVN IV V.LIHZVNY OL XIdIWHVO

HIVV V.1 .,Z3W NOW 13V3e HIU YN 3IVAQ HV® VYN 3IVAO
HIVX YN ZHL IdIYL OL HEWAX NV AOU VNUJIAdL NVXI AX

FIAOdOUW N3V HIHZ VN INV.LUIXAVA IXI IIdOX

FAIAOAVLXVYV IHeVL NHW V36 NVIU 3IA3dLvV 3

AOL HUZ HLX VNAOZH AOL HUVIY HAIVVNOW
AOL 1ZVW VVIAGINV IITHZI VINOdX V.LNHNIU
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