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ABSTRACT
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Abstract (not to exceed 200 words - any continuation sheets must contain the author's full name and full title
of the thesis/dissertation):

This thesis studies the versification of the poem, the King’s Flute by Kostis Palamas and
specifically examines the fifteen-syllable verse of this poem, leaving aside its content and its
interpretation.

The study focuses on the various rhythmical and metrical devices which Palamas used in order to
reshape and renew the traditional fifteen-syllable verse. It also discusses the fifteen-syllable verse
before The King’s Flute in order to show the various changes and stages of refinement the fifteen-
syllable verse went through. This helps us appreciate the poem more as demonstrating how the
verse has been renewed and reshaped.

The conclusions reached in this study suggest that The King’s Flute indeed constitutes the
culmination of Palamas’s fifteen-syllable verse. He achieved this by the intense and peculiar use of

some metrical and rhythmical devices and by introducing some innovations.

Finally this study shows that Palamas’s contribution to the revival of the traditional fifteen-syllable
verse was decisive.

Abstract and Access form Library Services May 2009
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INTRODUCTION

The King’s Flute, published in 1910, is the last complete, long poem by Kostis
Palamas. Despite Palamas’s great ambitions for this poem it has been
criticized by a number of scholars, from the time it was first published up to
the present day, mostly for supporting the ‘Great Idea’ but also for its
language. For scholars the Flute never attained the artistic quality and
perfection of his poem The Twelve Words of the Gipsy (1907)." As
Chourmouzios characteristically points out: ‘H ®Aoyépa cival ammd Ta Aiva épya
Tou lMaAaud TTOU KaTakpiOnkav atmd Tnv KPITIK TOU Kalpou K €dwaoe Tnv
agopn va yivel TTAATUC AGyoc yia Ta “eAartwpara’ Tou TroinTR’.? The poet,
however, both in his personal interviews and in his letters, clearly states his
preference and love for this poem, which he singles out as his most mature
creation.® Indeed, Palamas claims that ‘O Awd&ekdAoyog Tou [U@ToU aTroTeAE

Ta TTPOTTUAGIa TTou pag ptradouv otn ®Aoyépa rou Baoihid .

The King’s Flute was written and completed in twenty-five years. In 1886, the
first version of the poem O lo¢ tn¢ Xnpa¢ was published under the title

Baoiksio¢ 0 Makeduwv.® Compared to the final one, this version has all the

! Apostolos Sachinis, Evag Emixéc Yuvog tov EXnviouod, H ®loyépa tov Baoilid, Athens: The Kostis
Palamas Foundation 1993, p. 7.

2 Emilios Chourmouzios, O ITadaudc ka5 exoyij tov, vol. 2, Athens: Dionysos 1959, p. 215.

? Palamas himself evidently preferred The King’s Flute to his other works. In an interview in 1922, in
response to the question which books he would take with him to a desert island, he said that of all his
books he would take ‘to Biiio mov Bpicketar to Tpayoddt pov opyavepévo o OAN v évtaon: Tn
Dloyépa tov Baothia’ (Amovra, vol.14, p.117). In 1923, in a letter to Rachel he writes: ‘kat 6tn okn
pov cvveidnon givar ypappévo aspouota tmg 1 Ployépa eivorl To SuvaTdTEPO, TO VIEPOYO TPOYOVIL OV
OV PTAVEL LOVO aVTO Yo Vo oL ddor o Tiuntiketatn 8éon’ (Awavea, vol.14, p. 148). In 1933, he
writes: ‘ov €TPOKEITO VO TA KAWY® OAQ Yo Vo KpATHo® €va, vopilm OtL ekeivo mov pe mepikieiet
neplocoTEPO, ivar 1 Ployépa tov Baoilio’ (Antonios Chalas, H alinioypagio pov ue tov momnti pog
Koot [aloua, Athens: 1. D. Kollaros 1934, p. 17) And see some other relevant comments: Azavza,
Vol. 7, pp. 439 — 440, Vol. 14, p. 336, 425 and AAnloypagia, Vol. 2, p. 187.

* Kostis Palamas, ‘IIpoleyopeva’, Azavra, vol. 10, Athens: Biris, p. 15.

> Kostis Palamas, H ®loyépa tov Baoilid, Athens: The Kostis Palamas Foundation 1989, p. 7.



clumsiness of a beginner. The material in this first edition is raw, the fifteen-
syllable verse is in an embryonic stage and the language is poor. There is
nothing to indicate its later form.® In 1905, we have an in-between version of
the introductory part entitted To maidi tn¢ xneag, which presents minor
deviations from the final text. The poem, at that time, was in the process of
preparation. To maidi tn¢ xnpea¢ had already taken its place and found its
role, in the poem.” The Introduction of the Flute, which is preserved in an
autograph manuscript in the archives of the Kostis Palamas Foundation, is
dated 30 October 1902.% This part, which stands apart from the rest of the
poem, revolves around a national catastrophe and attempts to awaken the
consciousness of the Greek nation as well as the Greeks’ historical memory.®
This shows that Palamas had already considered at a very early stage (i.e.
between the defeat of 1897 and the resurgence of 1912-1913) the major role
which he wished the Flute to play.’® As Papanoutsos characteristically points

out:

n ®Aoyépa rou BaoiAid aulauBavetal, ypdgetal, dnuocieleTal
oTa xpovia TTou pecoAaBouv avaueoa o€ dUO TTOAU GNUAVTIKA YIa
TN VEWTATN 10TOPIA POG (TNV TIVEUUATIKI KOl TRV  TTONITIKA)
yeyovota: otnv Atta Tou 1897 kai otnv €§épunon Tou 1912,
Avdpeca ©OnAadry oe uiav  Pabeidv  aTTOYONTEUCN KAl OTO

® Ibid., p. 7.

" Ibid., p. 8.

¥ Ibid., p. 9.

? E. P. Papanoutsos, [alaudc-Kapdonc-Zikeliavoe, Athens: Tkaros 1955, p.102.

' These dates refer to a) the Greek-Turkish war of 1897, which ended in a humiliating defeat for
Greece. At that time, the prevailing drive to liberate the enslaved Greeks from the Turks, combined
with the national project of the “Great Idea”, drove Greece to start a Greco-Turkish war, which had
tragic results for all Hellenism and b) the two Balkan wars of 1912-1913. In the First Balkan war
(1912-1913), the Balkan states of Serbia, Bulgaria and Montenegro formed a powerful alliance,
capable of confronting the Ottoman army in the Balkan Peninsula. Greece joined this alliance too.
Taking advantage of the crisis that the Ottoman Empire was going through at that period, in 1912, the
small kingdoms of the Balkan Peninsula, declared war on Turkey achieving many successes. In the
Second Balkan war (1913) Bulgaria was cut off from the Balkan alliance, claiming territories from
Greece and Serbia, which they had conquered from the Ottoman Empire.



avaQTépwua  TAAN Twv  PeydAwv  eAtmidwv. Kai  gival, xwpig
au@iBoAia, amd Ta €pya ekeiva TTOU TTOAU  BonBnoav  va
TTPOYHATOTIOINOEI N HETARACN OTTO Tov éva GTaBPS oTov Ao, !
In 1905, in addition to the second version of O lo¢ tn¢ xnpag, mentioned
above, Palamas published To Tpayoud! tou lNapvacoou and H Emypaen
evoéc Tagou.'? Then, in 1906 he published, again in Nouudc, extracts from
The King’s Flute. In 1907, it would seem that the part of the ‘Fourth Canto’

about the Akpire¢ was ready, while in 1910, the whole poem was at last ready

and was published.™

Living in the climate which existed at that time in Greece, Palamas was railing
against the political and social corruption, the sleaze, the decadence; he is
despairing, exasperated but he also has visions of a better day. He refuses to
believe that the Greek nation has lost its strength along with its expectations
of revival. In all the length and breadth of Greek history the poet finds the right
characters to express his thoughts and his lyric warmth. Hirst points out that
‘as a poet Palamas is not interested in history as such, only in what he can
make of it. He uses historical details or fragments culled from historical texts
merely as springboards for his imagination. This is the essence of the lyrical
method’.'* One of the characters Palamas finds in Greek history is the hero of
The King’s Flute, BaoiAeio¢ B’ o BouAyapokrovog (Basil |l the Bulgar-Slayer),

someone related to an important period in the Byzantine Empire. Palamas

himself stresses the value of Byzantium as a source of inspiration for epico-

""E. P. Papanoutsos, [Talaudc-Kafapnc-Zixeliavie, op. cit., pp. 102 — 103.

12 K ostis Palamas, H @loyépa tov Baoilid, op. cit., p. 10.

B bid. p. 10.

4" Anthony Hirst, ‘Two cheers for Byzantium: equivocal attitudes in the poetry of Palamas and
Cavafy’, Byzantium and the Modern Greek Identity, Great Britain: Ashgate 1998, p. 106.


http://libweb.lib.ucy.ac.cy/cgi-bin-EL/egwcgi/327836/search.egw/2+0?menu1=%CE%95%CE%BA%CE%B4%CE%BF%CF%84%CE%B9%CE%BA%CF%8C%CF%82-%CE%BF%CE%AF%CE%BA%CE%BF%CF%82&entry1=Ashgate&logic1=And&menu2=%CE%9F%CF%80%CE%BF%CF%85%CE%B4%CE%AE%CF%80%CE%BF%CF%84%CE%B5&entry2=&logic2=And&menu3=%CE%9F%CF%80%CE%BF%CF%85%CE%B4%CE%AE%CF%80%CE%BF%CF%84%CE%B5&entry3=&submit=Search&hits=20

lyric poetry, as a source, primarily, of heroic figures.'® Against this Byzantine
hero, as Panayiotopoulos points out, stands the Parthenon, the bright light of

the classical world.'®

The King’s Flute deifies Greek landscape and Greek history. It covers three
different eras of Hellenism, beginning with the ancient era, which is
represented by the presence of the Parthenon and ending with modern
Hellenism, passing through the glorious years of Byzantium in between. As
Hirst argues, Palamas’s evident intention was to range the heroes of
Byzantium alongside those of ancient Greece and of the War of
Independence."” Through these images and the incomparably expressive
power of Palamas, the unitary nature of Hellenism appears. BagiAeio¢ o
Makedwv (Basil the Macedonian)'®, a national symbol of heroism, starts by
offering thanksgiving to the Virgin Mary who is honoured in the Parthenon, the
hallmark of Classical grandeur. In the course of Basil's march on Athens a
detailed description of the Greek countryside is given. Papanoutsos describes
The King’s Flute, as the epic par excellence of Greek continuity.' Scholars
might do well to take up this line again, so that progress of Hellenism from the
most distant past until the recent present might be highlighted. This was
exactly the aim, which the following three great works, all very similar in their

ideological content, intentions and results, set out to serve: The History of the

1> Kostis Palamas, ‘H Bvlavtvy kinpovopd eig v Néav Exnvuciv TToinow’, Azavra, vol. 8,
Athens: Biris, p. 568.

1 1. M. Panayiotopoulos, Ta mpéowma ko ta keiueve. Kootic Iaiaude, Vol. 3, Athens: Aetos 1944,
pp. 132 —133.

' Anthony Hirst, ‘Two cheers for Byzantium: equivocal attitudes in the poetry of Palamas and
Cavaty’, op. cit., p. 108

'® Basil II the Bulgar-Slayer is also called Basil the Macedonian.

1 E. P. Papanoutsos, [Talaudc-KaPapne-Zikeliavée, op. cit., p. 18.



Greek Nation (1860) by Konstantinos Paparrigopoulos, The Traditions of the
Greek People (1904) by Nikolaos Politis and The King’s Flute (1910) by
Kostis Palamas. All these three works start out from the same sense of
anguish, the same desire: that is, to awaken in the soul of the Greek nation its

historical memory.?°

Apart from Palamas’s nationalist and historical aspirations in The King’s Flute
we notice another aspiration, his intention to work with and develop the
fifteen-syllable verse. The outcome of this difficult and enduring project was
the well-elaborated verse, which scholars regard as the culmination of
Palamas’s fifteen-syllable verse, a revival of the so called ‘national verse’,
which, with the help of the poet’s artistry, revealed all its suppleness and
variety. The fifteen-syllable verse in this poem undoubtedly involves a metrical
innovation.?' This poem is the first complete attempt by Palamas to reshape
the fifteen-syllable verse using a significant number of rhythmical and metrical
devices.?? The use of these metrical devices (e.g. the frequent use of
synizesis in the poem, the sharp reduction in the number of hiatuses, the
great intensity of the enjambments but also the complete abolition of the mid-
line caesura) in The King’s Flute reached such perfection, that the efforts of
later poets, from Sikelianos to Seferis (whose Epwrikd¢ Adyog is considered

the last significant attempt to use the fifteen-syllable verse)?® never surpassed

29 E. P. Papanoutsos, [Taloudg-Kapdone-Zixeliavée, op. cit., p. 102.

I Alexandra Samouil, ‘Iokapdc kon Ovykd. Ztiyovpyikés mapatnpioslc’, Nea Estia, vol. 156, no.
1771, p. 538.

22 For example: tripartite verse, abolition of the mid-line caesura, ‘broken’ verse and frequent
enjambment.

3 Linos Politis, Metpixdg. H petpixii oo Ialaud. Neoelinvikd Sovéta. O Sexameviactiiafoc tove
«Epwtikod Aoyovy, Salonika: Ekdoseis Konstantinidi, p. 153.



it.>* The verse of The King’s Flute differs from the use of fifteen-syllable verse
in other poems, acquiring its own character and essence. This is achieved by

the frequent and peculiar use of some features of this kind of verse, which |

have mentioned above, and also by the introduction of some innovations.

From the outset Palamas believed that the fifteen-syllable verse had not yet
reached its supreme form and had not shown all its harmony.?* Palamas
himself, therefore, tried constantly to act on this conviction and to highlight the
hidden possibilities of the metre, something which, as we shall see, he more
or less achieves in the Flute. Thus the reshaping of the traditional fifteen-
syllable verse constitutes one of Palamas’s main aims in this particular poem.
The poet himself admitted in an interview that he had worked out the verse of
the Flute with great care and in considerable detail in order to achieve the
final version.?® As he confesses, every stanza was for him, ‘pia TTGAN Yuxikn,
uia 1oTopia, pia ayputvia’.?” At a very early stage, Palamas realises the
possibilities of the fifteen-syllable verse and tries to reshape it, giving it a new
face in the process, as mentioned above. He reaches the conclusion that
Kalvos'’s ‘TToAUTpoTTOG appovia’ can best be achieved using the fifteen-syllable
verse, which, neglected and disapproved of by scholars, remained
unexploited.?® The poet, therefore, put his metrical theories into effect by

paying more attention to the verse itself. The fifteen-syllable verse in The

** Alexandra Samouil, O ITalaudc xar y kpion tov otiyov, Athens: Nefeli 2007, p. 55.
23 Kostis Palamas, ‘H Metdepooig g Yrariag’, Azavra, vol. 15, Athens: Biris, p. 287.
26 K ostis Palamas, ‘O [MoAapds yopic... toino’, Azavra, vol. 14, Athens: Biris, p. 406.
27 1
Ibid.
% Kostis Palamas, ‘I1hg tov vmodéytnkav tov dekomeviacOAlaBo’, Azavia, vol. 6, Athens: Biris, p.
180.



King’s Flute surpasses all expectations, so that even today it remains special

and innovative.

From the initial publication of the poem up to the present day, only a small
number of articles and studies have been written about the Flute, dealing for
the most part with its content and interpretation. Even fewer studies have
dealt extensively with the issue of the fifteen-syllable verse used in the poem.
An attempt therefore will be made in my study to examine The King’s Flute
from a different perspective and not this time from the point of view of its
content. In particular, in this study | will define and examine the fifteen-syllable
verse in The King’s Flute and especially the various metrical devices which
were devised by Palamas and which made it so original and easily

distinguished from other poems written in fifteen-syllable verse.

The study will consist of two chapters:

a) In the first chapter | will provide a general description of the use of the
Greek fifteen-syllable verse before Palamas. That is, | will present a brief
account of how the fifteen-syllable verse was used both in folk songs and
Cretan literature as well as by Solomos. Finally, | will examine the fifteen-
syllable verse in Palamas’s first collection of poetry, Ta Tpayoudia 1n¢
Marpido¢ pou, where it is still unshaped.?® In this way we will have an
overview of how the fifteen-syllable verse looked before the Flute and the
level of development it reached in The King’s Flute. This will help us

appreciate the poem more and at the same time the renewal and reshaping of

¥ Linos Politis, Metpixd. H uetpixij tov Hodoud. op. cit., p. 35.



its verse may be demonstrated. | should mention here that my aim in the first
chapter is to prepare the ground for the second chapter, particularly as
regards the verse of the Flute. The first chapter, therefore, will function as an

aid and a complement to the second chapter.

b) In the second chapter | will examine the prosody of The King’s Flute, which
is the most important part of the study, and to which particular attention will

therefore be paid.

At this point, | must also mention that my presentation of particular metrical
devices and the statistics relating to frequency of occurrence, for the Flute are
the result of having made a thorough study of the lines of the poem, especially
of the 274 lines of the ‘First Canto’ of The King’s Flute. For purely practical
reasons and because of the length of the Flute, metrical phenomena such as
synizesis, hiatus and enjambment are presented statistically with specific
percentages of frequency only for the lines of the ‘First Canto’. Moreover, my
aim is not so much to estimate the frequency of appearance of each metrical
phenomenon but to highlight the metrical phenomena themselves. That is, to
present the metrical means which Palamas uses in order to renew the fifteen-

syllable verse.

Regarding the statistics, | cite here an example of how the metrical analysis of
the ‘First Canto’ was carried out and how the results were recorded to
produce the statistics given: for example, in respect of synizesis, the 274 lines

of the ‘First Canto’ were thoroughly studied in order to establish the frequency



of its occurrence. Initially, | examined every line, one by one, so as to find out
whether this particular phenomenon appears in them or not. In these
particular lines 249 instances of synizesis were found. Then, this number was
divided into internal (49) and external (205) cases. After that, in order to find
out the percentage, the synizeses were statistically processed.*® Following
the same procedure my study continued with the rest of the metrical devices
and other phenomena. For some peculiarities of these phenomena, which do
not appear in the 274 lines of the ‘First Canto’, | cite examples from the rest of

the poem so as to be able to better support some of my views.

Clearly, the overall aim of my thesis is to study the form,*" and especially the
fifteen-syllable verse of the poem. This is the main difference which
distinguishes this particular study from other earlier studies and books written
about this poem because, as | have mentioned above, most of these focused
on context and the interpretation of the poem and not on its form. It is to be
hoped that the combined conclusions of the two chapters in my study may
offer a better and more complete view of the renewed fifteen-syllable verse of
The King’s Flute and give a new lease of life to the poem by shifting attention

from the ethnocentric content of the poem to its versification.

3% For example, there are 205 external synizeses out of a total of 249 synizeses overall, we have: x (the
percentage we seek) / 100 = 24900=205x - x=82.3. In this way, we establish that 82.3% of the
synizeses are external. All the other statistical results, cited in the study were found using the same
procedure.

3! The term ‘form’ is used, as in Abrams’ glossary of literary terms, to indicate the versification of a
poem. Abrams M. H., 4 Glossary of Literary Terms, Fort Worth: Harcourt Brace College Publishers
1993, pp. 275 - 277.



CHAPTER 1
THE FIFTEEN-SYLLABLE VERSE BEFORE THE

KING’S FLUTE

Introduction

The fifteen-syllable verse (also called ‘political verse’ by the Byzantines) has
been the dominant form for composing Greek poetry for many centuries now.
If we are to talk about an iambic fifteen-syllable at all, we should rid ourselves
of the notion that this implies the presence of seven and a half metrically
identical feet, each consisting of an unstressed syllable followed by a stressed
one.* The word fifteen-syllable means exactly what it says: it cannot consist
of more or fewer than fifteen metrical syllables.*® The chief way of dividing it
up for analytical purposes is according to the strongly established caesura
after the eighth syllable, which obligatorily separates the line into two phrases.
Each of these hemistichs contains one obligatory stress: the first hemistich on
either the sixth or eighth syllable or both and the second on the sixth, which is
the fourteenth of the line. Each hemistich normally contains one other
significant stress. The fact that all the obligatory stresses and the maijority of
the other significant stresses fall on even syllables has led traditional scholars
to describe the metrical pattern as ‘iambic’.>* The length of the fifteen-syllable

verse offers numerous possibilities for variation in the distribution of stress. All

32 Peter Mackridge, ‘The Metrical Structure of the Oral Decapentasyllable’, Byzantine and Modern
Greek Studies, vol. 14, 1990, p. 201, Linos Politis, ‘Ned®tepeg amdyelg yio tn yEvynon Kot T doun Tov
dexamevtacOAhaBov’, Ipaktixd g Akadnuios AGnvav, vol. 56, 1981, p. 225.

33 The fifteen metrical syllables need not necessarily to correspond with the actual grammatical
syllables of which there may often be a greater number. Metrical phenomena, like synizesis, keep the
number of metrical syllables to just fifteen.

3 Peter Mackridge, ‘The Metrical Structure of the Oral Decapentasyllable’, op. cit., pp. 203 — 204.

10



seven even-numbered syllables of an iambic fifteen-syllable line can be — and
occasionally are - stressed. It is only natural, however, that a succession of
lines alternating throughout a non-stressed with a stressed syllable should
hardly ever be found, partly because of the varied length of Greek words and
mainly because such a succession would sound extremely mechanical and
monotonous.®® In practice, the rhythmical flexibility of the line proves
considerable. Stavrou, at pains to include all rhythmical possibilities in his

general description of the iambic line, wrote that:

lapBIKOG gival 0 OTixog TToU OTNPICEl TO PUBPO TOU OTOV TOVO

TwV uywv CUANQBWYV TOU* TTOU PTTOPEI Va TOVIOTA O€ OAEG TIG

Cuyé€g, TTou, av O¢ yivn auTo, gival aTTapaiTnTo va €Xn TOVO o€

MEPIKEG TOUAAXIOTO AT’ QUTEG, KAl TTOU TOVOG OTIC MOVEG

OUANOBEG Tou Bev gival KABOAOU avaykaiog, JOAOVOTI UTTOPEi

va utrapén.®
Theories on the origins and development of political verse first appeared in
1839.%” However, no firm conclusion has yet been drawn about its emergence
and popularity. In the twentieth century, two main schools of thought have
been identified by Margaret Alexiou and David Holton.*® The first school,

which consists of scholars such as Linos Politis** and Baud-Bovy*°, asserted

that political verse is a consolidated metre formed from the eight-syllable line

% Natalia Deliyannaki, On the Versification of Erotokritos. Unpublished Ph.D. dissertation,
Cambridge: University of Cambridge 1995, p. 14.

3% Thrasyvoulos Stavrou, NeoeAdnviij Mezpuij, Salonika: The Manolis Triantafilides Foundation 1992,
p- 17.

*7 Vassilios Letsios, ‘The Life and Afterlife of Political Verse’, Journal of Modern Greek Studies, vol.
23,2005, p. 282.

* M.Alexiou, D. Holton, ‘The origins and development of “politicos stichos
1976, pp. 22 — 34.

3% Linos Politis, ‘Nedtepeg amoOyels yo T yévvnorn kot T dopun tov dekamevtacviiafBov’, op. cit., pp.
211 -228.

0. Baud-Bovy, La chanson populaire grecque du Dodécanése, Paris: Collection 1’ Institut Néo-
hellénique de 1’ Université de Paris 1936 and S. Baud-Bovy, ‘H erikpdtnon tov dekomeviacviiafov
670 EMANVIKO dNPOTIKO Tpayovdt’, EAAnvikd, vol. 26, 1973, pp. 301 — 313.

299

, Mavratopdpog, vol. 9,

11



and the seven-syllable line. In particular, Politis shares the view that the eight-
syllable is the nucleus of the fifteen-syllable verse, but theorizes that the
second hemistich comes from the second half of the Byzantine twelve-
syllable. Like Baud-Bovy and Politis, Koder considers the eight-syllable and
the seven-syllable to be the basic units from which the fifteen-syllable
developed and draws attention to the many instances of these units, often in
groups of 8 + 8 or 7 + 7, in Symeon Metaphrastes.*' On the other hand, the
second school, which includes scholars like Michael Jeffreys,*? developed a
diametrically opposed explanation that traced political verse back to Latin
roots. To be specific, they claim that it derives from the Latin trochaic ‘versus
quadratus’, a popular verse medium used in songs sung to a ‘triumphator’ in
Republican Rome. Jeffreys claims that the shift of accent from trochaic to
iambic was perhaps influenced by the gravitation to paroxytone stress in

learned Byzantine metres.*?

In addition to the fifteen-syllable verse of the Byzantines, we can distinguish
three significant landmarks in the history of this verse, before Palamas. The
first is found in folk songs, the second in the fifteen-syllable verse of sixteenth-
and seventeenth-century Cretan literature and the last in the verse of
Solomos. Throughout the centuries one can distinguish the various stages of
evolution which the fifteen-syllable verse went through before it reached its
apogee, that is, the form it attains in The King’s Flute. The monotonous

fifteen-syllable verse in folk songs is passed on to Cretan literature where the

*I' M. Alexiou and D. Holton, ‘The origins and development of “politicos stichos™’, op. cit., p. 23.

*2 Michael J. Jeffreys, ‘The Nature and Origins if the Political Verse’, Popular Literature in Late
Byzantium, London: Variorum Reprints 1983, pp. 142 — 195.

* M. Alexiou and D. Holton, ‘The origins and development of “politicos stichos™’, op. cit., p. 33.
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Cretan poet versifies with rhyming couplets.** Thanks to synizesis the verse
of the Cretan poems becomes more melodious and smooth, while thanks to a
wide variety of stresses it acquires harmony and musicality. Solomos also
uses the harmony of the Cretan verse in his fifteen-syllable verse. As Politis
points out, it is obvious that Solomos was fascinated by the fifteen-syllable
verse of the Cretan poems. The outward technique (the fifteen-syllable verse
form) looks the same, since to a greater extent in Konriko¢ and to a lesser
extent in 2yediaoua B’ of EAcuBepor NMoAiopknuévol, Solomos builds his verse
with couplets and uses synizesis without hesitation.*> Compared, of course, to
Cretan verse, Solomos’s verse is more refined and mature. Solomos’s aim
was not so much to give a different form to the structure of the fifteen-syllable
verse but rather to give richer harmonies in colour and tension using the same
framework. With Solomos, the fifteen-syllable verse goes from being a
narrative form to something more lyrical and melodious. Continuing his
refinement of this verse, in the last period of his poetry, in an attempt to give
an entirely different harmony to his fifteen-syllable verse, Solomos abandoned

rhyme and synizesis.

Solomos’s followers and those who carried on his work (e.g. |. Polylas, L.
Mavilis, G. Markoras, |. Typaldos) in the lonian Islands enriched their verse
using their mentor’s approach to the fifteen-syllable verse. Nevertheless, this
remained something of an unexploited inheritance because they could not
further advance Solomos’s efforts at elaborating on the verse. On the other

hand, the poetry of the Athenian School utterly ignored the work of Solomos

* ‘Emonusionoic’ of A. Kalvos in Andreas Kalvos, Qdai, Filippo Maria Pontani (ed.), Athens: Ikaros
1988.
* Linos Politis, Metpixd. H uetpuxij tov Hodoud. op. cit., p. 33.
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and followed the fifteen-syllable verse of the Phanariote tradition, a verse
which was completely monotonous and without musicality.*® This explains the
fifteen-syllable verse first used by Palamas in his début poetry collection, Ta
Tpayoudia tn¢ lNarpido¢ pou. These early verses get features from the same
source (the Athenian School) and they are not very different from the fifteen-
syllable verse of Achilleas Paraschos*’ where hiatus dominates and
constitutes an inviolable rule. | mention Palamas’s early fifteen-syllable verse
and examine it in this chapter on purpose, because | want to show the huge

difference between that and the verse of The King’s Flute.

In the first chapter therefore a brief reference will be made to the fifteen-
syllable verse, and particularly to the three important landmarks in its history.
That is, a historical review of the form of the verse will be attempted from folk
songs up to Solomos. A brief reference to the fifteen-syllable verse of

Palamas'’s first poetry collection will also be made.

1.1 The fifteen-syllable verse in folk poetry

The first significant landmark to be examined in the history of the fifteen-
syllable verse is folk song. The fifteen-syllable verse of these songs closely
follows the strict rules and features of the iambic fifteen-syllable verse.
Phenomena such as enjambment and the abolition of the mid-line caesura

after the eighth syllable are unknown to folk verse. However, this strict and

* Ibid., pp. 35 — 36.

*" He is a nineteenth-century Greek Romantic poet associated with the first Athenian School. He wrote
his poems mainly in katharevousa. As regards technique, his verses are known for the frequent use of
hiatus and repetitions. Hiatus is a rule when writing in katharevousa.
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inflexible form which characterizes the verse of folk songs undoubtedly leads,
according to Politis, to a monotonous verse.*® Palamas expresses a similar
view, saying in an article in 1893 that he appreciated the fact that Pallis’s
fifteen-syllable verse in The lliad distanced itself from folk poetry because it
was not written according to the austere monotony of folk song.*® Indeed, as
we shall see, the flexibility of Palamas’s political verse in The King’s Flute
avoids the presumed monotony of folk poetry. Likewise, in his article
‘MeTpikd&’, Palamas elaborates on the simplicity of political verse in folk poetry,
and on his intention to deviate from it:
Ta dnuoTIKA pag Tpayoudia pag divouv TnV 10€a TOU (QUOIKOU
puBuou oTtnv akpa eviéAgia. Ma o puBudg autdg 6oo KiI av gival
TEAEIOG, €ival QUOIKOG, ATTAQOTOG dNAAdK Kal TTPWTAPIKOG, YIa VO
TTOPACTAON APUOVIKA TOV TTOAUGUVOETO KOGHO TOU VOU.
As Kyriakidis points out, enjambment was, without exception, a metrical
phenomenon unknown in folk songs. Any apparently exceptional examples
must be regarded with suspicion and examined.®! With reference to these few
exceptions, the same author sorts them into four categories: a) the first
category, where the subject appears in the previous line thus being
necessarily separated from the sentence to which it belongs. In these cases,
we must note that the subject with its various adjuncts and adjectives extends

to the whole of the previous line:

Ki o TAIGoKa¢ 0 KaKOUoIPOS, O KAKOLOIPIAOUEVOS

8 Linos Politis, Metpixd. H uetpixn tov Ialoud. op. cit., p. 35.

* Palamas Kostis, ‘O [TdAANG kou n Metdppaocis g IMadog’, Amavra, vol. 2, Athens: Biris, p. 128.
5% palamas Kostis, ‘Metpikd’, Awavra, vol. 6, Athens: Biris, p. 149.

31'S. P. Kyriakidis, To dnuotié tpayoddr: ecovaywyii ueletchv, Athens: Ermis 1990, p. 252.
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orov ToupvaPov karéBaivev, ekei va ogpyiavion. (page 98)52
or

Aura ta yania o’ 1a ‘uop@a, Ta epudia Ta ypauuéva,

auTd UE KAUVOUV KI appwaTwW, UE KAUVOUV KI arTobaivw.

(page 266 )

b) The second category, where the object is separated from the verb and the
subject of the line. In these cases too, the object extends over and occupies

the whole of the previous line:

Kupd uou, Tov uyioka oou, Kupd, Tov akpif3o6 oou,

TTEVTE UIKPES TOV AyaTTouV Kal OeKaoxTw ueydAes. (page 300)

Nevertheless, there are cases in this category where the object of the
sentence can occupy more than one line without the verb being repeated in
the next line:
Tpwyouve TEVTE OTO OTTABI KAl OEKA OTO VTOUQEKI
Kal OeKaTTEVTE OT’ dAoyo, ditTAoug oTo ueTepidl (page 231)
or
Bav’ aonuévia métaia, kapeia uaiauarévia,

Kai xaAnvapi éuopgo, 0Ao uapyapirapia. (page 255)

32 The lines which are cited are taken from the new edition of Fauriel’s folk songs collection, which
was edited by Alexis Politis: Claude Fauriel, EAAnvixa onuotixd tpoyodoia: H éxdoon tov 1824-1825,
Vol. 1, Alexis Politis (ed.), Iraklio: Crete University Press 2000 and Claude Fauriel, EAApvika dnuotika
ayovora: Avexdoro keiueva, Vol. 2, Alexis Politis (ed.), Iraklio: Crete University Press 1999.
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c) In the third category a statement or an explanation is separated from the

sentence it belongs to and extends to occupy the whole line:

Ki o Aarmrag may’ ak@Aearog pe {wvravo aAael,

o1’ aonuI Kai oTo YdAaua kai oTo papyapitdpl. (page 111)
or

Ooov ekdBouv K’ NTTAEKa TOU KUPKOU LIOU yaTavi,

TOU KUPKOU Kail T" aQ@QéVTn [IoU Kal T’ ayarrnTikou [ou. (page 242)

d) In the last category, the various adjuncts (of time, place, manner) of the

sentence occupy an extra line:

O MrmoukoBaAag moAeud ue XiAloug TTEVIAKOOIOUS

ortn péon oro Kepaoofo kai otn Kaivoupyia xwpa. (page 92)
or

21a yéoa ora Toepitoava, otnv akp’ arro 1o 20UAl,

UTTOUAOUKTTa0GdES kaBovrav wnAa aro lNaAiokkAnol. (page 280)

Thus by studying the few exceptional cases of enjambment found in folk
poetry, we can conclude that they do not present any intensity®® and are, in
fact, not real enjambments. As Kyriakidis points out, the separated part of the
sentence, whether it functions as a subject or an object or an adjunct, is
developed over the whole line, and as a result acquires a self-contained

meaning. This means that that particular part of the sentence is a sentence in

>3 By the term ‘intensity’ I mean the level of disturbance of the rhythm.
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itself, in spite of the fact that it has no verb. We cannot therefore talk about

% While the separated part of the

genuine enjambments in folk songs.
sentence is developed by means of various additions into a complete line,
thus acquiring the full meaning of a secondary sentence, the main sentence
does not suffer any damage. We can therefore claim with certainty that
enjambment is entirely unknown to folk poetry and that the few instances
which seem to be some form of enjambment, are actually not genuine. The

folk poet, without doubt, delivers in a line or even in a hemistich a complete

meaning.

Also worthy of note are the folk lines which are divided into three, and which
remind us of the ‘tripartite lines’ of The King’s Flute, a phenomenon which we
shall come across in the second chapter. These lines employ a typical
tripartite structure based on the so-called ‘vépog Twv TpItwv’.>® The fifteen-
syllable verse is divided into three isometric parts, frequently accompanied by
an increase of their syllabic length, whose meaning gradually becomes more
emphatic. These three individual parts appear in either one or two lines.
Within a fifteen-syllable line two of its three parts occupy the first hemistich
while the third part always occupies the whole of the second hemistich.*® In
this way the line is separated into three distinct parts because apart from the
obligatory caesura after the eighth syllable another secondary caesura

appears after the fourth or third syllable:

'S, P. Kyriakidis, To dnuotixé tpayoddr: covaywyi ueletdév, op. cit., p. 256.

> K. Romaios, O “véuog twv mpicddv’ oto dnuotixé tpayodor, Athens: 1963.

36 G. M. Sifakis, o o womtixii tov eAdgvikot dnuotikod tpayovdiod, Traklio: Crete University Press
1998, p. 165.
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Evag Bookdg, yepoBoOKOS, Kai raAiokoupadapns. (page 98)
or

BapkoUAeg, kapaBakia pou, xpuod uou mrepyavrivia. (page 200)
or

Ta KOKKIVQa, Ta Tpaciva, n 1a ueraéwrda oou; (page 248)
or

2TPAToPA, TTPWTOOTPATOPA KAl TTPWTE TWV OTPATOPWV. (E 795)

We must note that the secondary caesura is not so strong as to displace the
mid-line caesura, as often happens in the ‘tripartite lines’ of Palamas. In all the
above examples the secondary caesura is made clear with a comma.
Alternatively the two parts of the first hemistich are often separated by a kar/ki

making the secondary caesura even weaker:

O duobaouog Ki 0 BaciAIKOS Kal T AoTTPO Kapuo@UAAL (page 180)

A more complex form of this particular phenomenon is seen in cases where
the three parts appear in two lines. Two of the three parts occupy one

hemistich each of the first line while the third part occupies all the second line:

O KwvaoTavrivo¢ o HIKPOS KI 0 AAEENS O avTpEiwuéVOS

Kai 10 WIKpO BAaxorrouAo, o kaotporroAeuitng (page 120)
or

Xpoviog émaoe 1o orabi kai dIETNS TO KOVTAPI

KI OTaV ETTATNOE TOUS TPEIS KparTiéTal TTaAikapl (page 126)

19



It should be noted here that the enjambment is not marked in any of these
cases. The meaning of the three parts, whether of the line or the couplet,
always ends within the line or the hemistich, without creating a problem.
Moreover, there is never any weakening of the mid-line caesura or abolition of
it. The mid-line caesura after the eighth syllable is always preserved. This
separation into three parts, takes place only for semantic reasons. It is
actually the meaning of the line which is affected and not the line itself, as
regards metre or isometry. On the contrary, the standard rules of the fifteen-
syllable verse with its two hemistichs of eight and seven syllables and the well
established mid-line caesura are obeyed religiously. This is something that
never happens in the ‘tripartite lines’ of Palamas where, as we shall see, the
weakening or the abolition of the mid-line caesura, as well as the

phenomenon of enjambment predominate.

Another feature rarely found in the traditional fifteen-syllable verse of folk
poetry are wrenched accents on odd-numbered syllables and especially on

the third syllable of the first or second hemistich (eleventh syllable):

KI eyw 1TaAl BouAnBnka morég va un pou Asiyn (page 145)
or

TOU OU TPWCS TO KAAG wwyi, Tivei§ KaAd kpaodki (page 184)
or

UTTPOOTd TTave Ta mpofara Kai miow 1a okUuAdkia (page 190)
or

yia uia kopn Aiutriotnka, 7’ agévin Buyarépa (page 124)
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or

XWPIC wwyi, xwpic vepo, xwpic urrvo oro uar (page 80)

Both cases of stress on the third syllable of each hemistich appear under
similar conditions and have a similar effect on the rhythm of the folk lines,
although it may be that a stress on the third syllable of the line is slightly more
important because of its more prominent position. In the above examples, the
second syllable of each hemistich is stressed too. It is natural, therefore, to
accept that the stress on the third syllable will appear weak and has as a
result to be lost.”” In other lines, however, the stress on the third syllable

prevails:

QIidIa OTPWVEI TO PAPO TNS KI 0XIEG ToV KaAlywverl (page 110)
or

O170I0C TTAPN TO UApuapo, onkwan 1o AIBapr (page 70)
or

gixav kI éva Kako oKUAI Ki éva OLuop@o Kopitol (page 232)

Unlike the first four examples, the stress on the third syllable has a more
powerful effect in these lines. The second syllable is unstressed, unlike the
first syllable which is stressed in all three cases. In these cases the iambic

rhythm is seriously disrupted. This metrical variation is soon restored, by

37 According to the rules of Greek prosody, when there are two adjacent stressed syllables in a line, the
stress of the one syllable is lost or weakened to such a degree that it is no longer counted. The lost
stress depends on the metre of the whole line: if the line is iambic then the stress of the odd syllable is
lost, if the metre is trochaic the stress of the even syllable is lost and so on. This particular phenomenon
is known as uepixé yacotrovioua. Thrasyvoulos Stavrou, Neoeddnvikny Merpixn, op. cit., pp. 20 - 21.
There is a similar phenomenon in English prosody: John Lennard, The poetry handbook: a guide to
reading poetry for pleasure and practical criticism, Oxford: Oxford University Press 2005.
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means of a stress on the sixth syllable, to the normal rhythm of folk songs: the
iambic foot is nonetheless predominant. Lines featuring this phenomenon are
few and far between in folk songs. At the same time the presence of a stress
on the first syllable whenever there is a stress on the third syllable is
necessary and is a rule.®® In no case does the stress appear only on the third
syllable, thus giving rise to references to anapaestic feet, such as we shall

see in The King’s Flute.

Regarding the stress on the first syllable, | should point out that it is very
common in poetry, and not only in Greek, that the first syllable of any iambic
line, or hemistich bears a stress.*® In the case of the fifteen-syllable line, the

same is true of the ninth syllable, the first syllable of the second hemistich:

‘Evag kovrog kovroUTaikog gix’ duopen yuvaika. (page 181)
or

TWPQa uag épxovral Kovra mévr’ €€ oxTw xiAiadeg. (page 88)
or

Bapid Bapouoav Tov ex6p06 karw oto KoutmouAdki. (page 110)

Clearly this is a much favoured method of varying the rhythm of the poem. In
fact, lots of folk lines take a stress on the first or the ninth syllable, or both.
Stress on the first syllable is considered permissible since it is very common

and natural in all iambic poetry.

3% Linos Politis, Metpixd. H petpixii tov Holoud. op. cit., p. 32 and Thrasyvoulos Stavrou, NeoeAdnviki
Metpixn, op. cit., p. 68.

%% Thrasyvoulos Stavrou, Neoelnvikii Metpixij, op.cit., p. 41 and John Lennard, The poetry handbook:
a guide to reading poetry for pleasure and practical criticism, op.cit.
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1.2 The fifteen-syllable verse in Cretan literature

The next significant landmark in the history of the fifteen-syllable verse comes
in the form of the leading poems of Cretan literature (Epwrokpirog, Epw@iAn,
Ouaia Tou ABpadu, Poprouvdro etc.), where the iambic fifteen-syllable verse
is arranged in rhyming couplets. The metrical form of the poems of Cretan
literature acquires an artistic character and the difference between their
arrangement of verses and the prosody of the folk songs is undoubtedly
noticeable. Phenomena recorded by Alexiou® and other scholars in the
poems of that time, such as synizesis between stressed vowels, the
weakening of the mid-line caesura between the two hemistichs and
enjambment, represent standard features of the artistic prosody and the
morphological maturity of these poems. Because of the above features, a
significant and systematic deviation between the metrical and semantic
system is recorded for the first time in Modern Greek poetry. In an apt remark

about enjambment in EpweiAn Alexiou points out that:

[O1 diaokeAiopOi] €ival TO BACIKO OTOIXEIO YIA IO EVTEAWG VEQ
opyavwon Tou OekatrevIiacUAAdBou. Agv uttdpxel TTIa TITTOTE
oxedov amd 10 TTAANIO dnuOTIKG Tpayoudl. H 1ocoueTpia, n
QUTOTEAEIO TWV OTiIXWV Kal Twv dIOTIXWV, N 1I00pPOTTIa avAuEoa
oTa dUo nuIoTiXia KAovigovTal. O1 évvoieg dev TTPOXWPOUV aTTO
TO TTPWTO OTO OEUTEPO NUIOTIXIO, OAAG atrd TO OEUTEPO OTO
TTPWTO TOU ETTOUEVOU OTiXOU.

Regardless of which poem we examine, what matters here is the fact that

rhythmical differences in the iambic fifteen-syllable verse which in earlier

50 S Alexiou, H kpyuikij Aoyoteyvia kar i enoyic me. Meiétn piloloyuci ko 1otopixi, Athens: Stigmi
1985 and introduction of Alexiou in V. Kornaros, Epworpitog, Athens: Ermis 1992,
81 Alexiou S. and Aposkiti M. (ed), Epwpily: tpaywdia Iewpyiov Xoptéron, op. cit., p. 54.
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poems (i.e. in some folk poems) were non-existent, now become evident in

the poems of Cretan literature, simply by a reading through.

Regarding the phenomenon of external enjambment® it should be noted that
it is frequently found in Cretan poems. The frequency of its appearance in the
various poems and the reasons for its appearance, do not matter very much
in this particular study. What matters is the appearance of a phenomenon,

which was unknown in folk songs.

According to Deliyannaki®® there are various types of enjambment. A basic
form of this phenomenon encountered in the Cretan poems is the

enjambment which appears within the couplet:

2TnVv mEPIKEQaAaia Tou NTo oyoupaPIcLEVO

audéi K’ ekwAdoupve Tov Epwra depévo (B 511— 512)%
or

yiati Toté 0 PwTOKpITOC O€ B va 1payoudnoel

OTO QAVvEPO, va Tove On Kiaveig, va Tov yvwpion (A 479 — 480)

Another form of enjambment is that which occurs between couplets, thus

affecting more than one couplet:

62 Enjambments are divided into internal and external. By the term external I mean the enjambments
which occur between two lines. By contrast, the term internal means those which occur between
hemistichs. In order for internal enjambment to exist, weakening of the mid-line caesura must occur.
Internal enjambment is identified with the weakening of the mid-line caesura. There is no internal
enjambment without weakening of the mid-line caesura, because without weakening of the mid-line
caesura no violation of the isometry of the hemistichs is apparent.

53 Natalia Deliyannaki, ‘O StaokeMopdc otov Epatokpiro’, Neoellnvid Metpixd, Traklio: Institute of
Mediterranean Studies, Crete University Press 2004, pp. 117 — 136 and Natalia Deliyannaki, On the
Versification of Erotokritos, op. cit.

% The examples are taken from Epwtdkpiroc.
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Kai BéAw tnv amréeaon tnv wpa 1mou ypoIKHoNG:
10 OiKIO Hou, Ki 0,71 ‘BaAa oTo vou uou, va |’ aenong
va KAUw UE TN X€pa LUOU OARMEPOV Tou £x6p0U ou

Kal v’ avriyéww 1’ @dIKo, TTou ‘kaue Tou Kupou pou. (B 789 — 792)

This particular phenomenon is apparently used to avoid the monotony, which
the use of fifteen-syllable verse may cause in such a long poem, and to create

rhythmical variety.

At the same time, the weakening of the mid-line caesura, a metrical
phenomenon, which is also unknown to folk songs, appears in the poems of
Cretan literature. One feature of the structure of the demotic fifteen-syllable
verse is, as we have mentioned, the syntactic independence of the whole line,
or of the hemistich. In Cretan poetry this independence is violated more and
more, resulting in disruption of the mid-line caesura. Consequently, some kind
of weakening of the mid-line caesura is directly connected with enjambment.

This leads to internal enjambment. For example:

Aiyo vepo ToTé puwrTid peyaAn oev eofnvel. (A 116)

The mid-line caesura in this example is very much weakened because the

independence of the two hemistichs is lost. This occurs because the noun

@wrid appears in the first hemistich, while the adjective pyeydAn appears in the

second hemistich. The caesura occurs between the noun and its adjective
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and results in it being weakened. That is, the last word of the first hemistich is

included in a phrase or a short sentence which connects the two hemistichs.

The weakening of the mid-line caesura, however, is often connected with

punctuation:

KI 0 AoyIouo¢ TS ApETNS OAiyo Tov apnvei
va koiunén, yiati aypurmva o’ 1o’ ayadmng tnv oduvn.

(D 1009 — 1010)

In the above example, the external enjambment highlighted in bold affects the
independence of the hemistichs in the second line. The meaning of the first
line ends in the middle of the first hemistich of the second line, thus causing
the hemistich to be split in the middle by a comma. The comma creates a
pause and consequently a heavy caesura after the fourth syllable. This
caesura is heavier than the mid-line caesura. This results in weakening the

mid-line caesura.

Another metrical phenomenon which makes Cretan verse different from folk
verse is the frequent use of synizesis.®® According to Alexiou,?® the frequent

use of synizesis, which sometimes occurs between two stressed vowels,®’

65 According to Deliyannaki the rates of occurrence of synizesis in some Cretan poetic works are:
Epwtorpitog: 43.5%, Poprovvarog: 42%, Epweiin: 33.5%, Natalia Deliyannaki, On the Versification
of Erotokritos, op. cit., p. 51.

66y, Kornaros, Epwtorpiroc, op. cit., p. 29.

7 According to Deliyannaki the rate of occurrence of synizesis with both vowels stressed is:
Epwtoxpitog: 5.7%, ®oprovvarog: 4.4%, Epweiln: 6.1%: Natalia Deliyannaki, On the Versification of
Erotokritos, op. cit., p. 51. Some examples of the phenomenon from Epwtdkpitog: Ag épBet yio v’
opovrpaotel 0,7' eiv' €dcd ypouuéva (A 12), 64 ypoikd AN Toudmun, €88 ypoik® aAin Cain (A 596),
Kt oAnvoyrtig mov tpayovdel t0oa moAAG fpece ton (A437).
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should be regarded as the basic difference between the versification of the
Epwrokpito¢ and that of folk songs.68 The phenomenon of synizesis in Cretan
poems is directly connected with the avoidance of hiatus. Hiatus is avoided
not only within the hemistichs but also between them, as well as between
lines. Because of this, lines usually begin with a consonant. There are of
course some exceptions mostly after a full-stop.®® Synizesis and permissible
hiatus work together in a euphonic sense which is possibly based on the

euphonic sensibility of Western poems.”

Even in talking about the
phenomenon of enjambment in EpwegiAn, Alexiou says that this particular
phenomenon does not derive from Greek tradition and may have a Latin

origin, referring us to Western versification.”’

Regarding the position of the stress | should note that, as with the folk songs,
the stress on the first syllable of the two hemistichs is a very frequent
occurrence. To be specific, Deliyannaki mentions that as many as 52% of the
lines of Epwrokpito¢ are stressed on either the first (22.5%) or the ninth
syllable (19.5%), or both (10%). It comes as no surprise that the first syllable
of the line is slightly more susceptible to stressing than the first syllable of the
second hemistich. This simply confirms the self-evident hierarchy of the line
over the hemistich.”® At the same time, the phenomenon of the stress on the
third syllable both of the first and the second hemistich is an interesting one.

Deliyannaki discovered that the third syllable is stressed in about 4% of the

68 . Kornaros, Epwtorpiroc, op. cit., p. 29.

'S, Alexiou and M. Aposkiti (ed), Epweiln: paywdia I'ewpyiov Xoptéron, Athens: Stigmi 1988, p.
S5.

7 Evripidis Garantoudis, ‘H petpucii tovtétnro tov Epatokprrov’, unpublished article, p. 7.

'S Alexiou and M. Aposkiti (ed), Epwpily: tpaywdia Tewpyiov Xoptaron, op. cit., p.54.

72 Natalia Deliyannaki, On the Versification of Erotokritos, op. cit., p. 29.
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lines of the Epwrdkpiroc and the eleventh in nearly 3%.”® In both cases the
stress on the third syllable of a hemistich appears under similar conditions, as
we saw in the verse of the folk songs. Finally the following two lines are of

particular interest regarding stress:

Anuogavng ekpadero 1’ ayéveio maAnkapr (B 129)

Kal TTw¢ EXEL ATTO ABYouU 0ag ekeivov o1Tou BéAel (B1548)

In these lines the phenomenon of anapaestic feet with a stress on the third
and sixth syllable appears which we will often meet in the Flute. Such a strong
anapaestic effect is systematically avoided, according to Deliyannaki, in the

Epwrékpitoc.”™

1.3 The fifteen-syllable verse in Solomos

Following on from my examination of fifteen-syllable verse in folk songs and
Cretan literature | shall now look at fifteen-syllable verse in Solomos, the last
landmark to be examined in this chapter before considering the work of
Palamas. As Politis points out, Solomos discovered the fifteen-syllable verse
rather late because he initially tried out various metres from Italian
versification,”® as for example the trochaic eight-syllable verse in "Yuvog eic

nv EAcuBepiav, the anapaestic ten-syllable verse in @apuakwyuévn and the

 Ibid., p. 33.

™ Ibid., p. 34. See also in Chapter 2, Anapaestic Feet, about the Byzantine epic of Digenis Akritis.

" The poems: O @dvaroc tov Pookod (lines: 22), O Oavazos e Oppaviic (lines: 26), H Evpvrdun
(lines: 8), Eic xopnv n omoio avobBpépeto uéoa &g povootipr (lines: 8), AvBodio (lines: 10) are
exceptions.
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eleven-syllable verse in Adumpog. Once he discovered it, however, he worked

hard on it and never abandoned it.”®

Solomos’s metrical progress and the evolution of his verse are divided into
two long periods, the Italian and the Greek.”” | shall not be examining the
Italian period, where Solomos used ltalian metrical systems, but the second

period, in which the poet systematically used the iambic, fifteen-syllable verse.

The second period of Solomos’s versification starts with his poem O Kpnrikdc.
The early fifteen-syllable verse in O Kpnriko¢ sounds very different from that
of other Greek poets of his time or the earlier folk songs. According to
Spatalas, this difference is due to the skilful way the poet uses synizesis and
elision.”® | consider this remark accurate because this particular fifteen-
syllable verse does not provoke the reader with the use of other metrical
devices, such as for example intense and frequent enjambment, the abolition
of the mid-line caesura or anapaestic feet at the beginning of hemistichs.
Consequently, we must search elsewhere to find the differences in the fifteen-
syllable verse of Solomos. These are found in the special way the poet uses
vowels in his verse. According to Spatalas, Solomos’s special way of using
vowels comes from the fact that he came to the conclusion that all vowels do
not have the same acoustic strength. Some of them, like ‘a’, ‘0’, ‘w’ and the

diphthongs ‘ou’ and ‘au’, are acoustically stronger, while others are

78 Linos Politis, Metpuxd. H petpucii tov Hodoud. op. cit., pp. 32 - 33. There are only a few exceptions,
which are not written in iambic fifteen-syllable verse such as: Eig to Oavazog xvpiag Ayylideg, Eig 1o
Oavoro e aveyiag pov and two versions in Zyediaoua I of EAevOspor [Todioprnuévor.

" Evripidis Garantoudis, ‘H petpiki tov Zohmpod: PuBpog pytdg, oAld vopupog;’, Iéppvpac, vol. 95
- 96 (July — September 2002), p. 331.

78 Spatalas Gerasimos, ‘H Ztiyovpytcr; Téxv tov A. Sohopot’, H Styovpyis Téyxvy. Melétec yia
Neoeinviky Mezpuen, Traklio: Crete University Press 1997, p. 227.
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acoustically weaker such as all diphthongs making the sound /i:/ and /e/.”®

Based therefore on their acoustic strength, the poet determines their function
in forming lines.®® In addition, this particular way of using vowels constitutes

the main ingredient of the special way Solomos creates rhythm in his verse.

In accordance with the above, according to Spatalas, the second period of
Solomos’s versification is divided into two other periods: (a) that in which the
poet, by using many vowels and synizesis, tries to give a smooth and
melodious character to his poetry, depending on the subject he describes®
and (b) that in which the poet mostly tries to give the traditional fifteen-syllable
verse an expressive character, in the way we shall see below, capable of
expressing the meaning of what he describes more vividly and dramatically.?
On the other hand, he proceeds to a systematic elimination of many vowels
trying to give his verse ‘Tn pwpaAedTNTA KAl APPEVWTTOTNTA TTOU ETTPETTE VA
el TToinua Npwikd’.%® 1t is not only Spatalas who makes this division but
many other scholars, like Politis and Garantoudis.®* Politis, in particular,
without referring clearly to the division Spatalas makes, but implying it, writes

about the second period of Solomos’s fifteen-syllable verse:

2TOUG OEKATTEVTAOUAAOBOUG TWV TEAEUTAIWV TTOINHATWY O
20AWHGG, CnTwvTag  OIOPKWGS TO TTIO0 TEAEIO, YUPEWE Va
eAeuBepwON atrd Tn BnAuKn yonTteia TNG opolokaTaAngiag Kai
TNG ouvilnong, KiI €dwoe oTov OeKATTEVIOQOUANQBO pia

" The Greek vowels M, v, o, &, for /i:/ and o for /e/.

%0 Spatalas Gerasimos, ‘H Ztiyovpyiky Téxvn tov A. Zokopov’, op. cit., p. 227.

1 The following poems are included in the first period: O Kpnuxéc, Tpixa and Zyediaoua B’ of
ElebOepor [lolioprnuévor.

%2 The following poems are included in the second period: Zyediaoua I’ of EiedOepor ITolioprnuévor
and Iopgopag.

%3 Spatalas Gerasimos, ‘H Ztuovpycy Téxvn tov A. Zohopov’, op. cit., pp. 248 — 249,

% Evripidis Garantoudis, ‘H petptci Tov Zodmpod: Pubpuoc peytdc, oAhd voupog;’, op. cit., p. 349.
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Kaivoupla  OAOTEAA  appuovia, atraAAayuévn amd  KdAbe
£EWTEPIKG OTONISI, Ko yI' auTd o Badid kai o adoAn.5°
Indeed, during the first period Solomos’s verse is full of vowels and
synizeses. For example, the rate of occurrence of synizesis reaches 84.4% in
O Kpntikdg, 82.6% in Tpixa and 56.9% in Zxediaoua B’ of EAcuBepol
lMoAiopknuévol. By contrast, rates of hiatus in the same poems are extremely
low: 12.8% in O Kpnrikdg, 11.5% in Tpixa and 7% in Zxediaoua B’ of

EAeU6epor Moiopknuévor.®

Looking at this data, we can better understand the way in which these
particular metrical phenomena are used. The poet also frequently uses elision

not so much to lessen vowels as to avoid synizeses:

Ki” avei 1¢ aykdAec p’ éowra kai ue rameivoouvn. (line 5)%7
Ouwcg Kovra atnv kopaaid, mou p’ éo@iée KiI' exdpn. (line 9)

Exa6n, aAia pou! aAA’ akouoa rou ddkpuou 1ng pavrida. (line 3)

In addition to the above features, phenomena like enjambment and the
weakening of the mid-line caesura also appear in Solomos’s verse of the first
period, although they do not occupy an important place. Cases of
enjambment between two fifteen-syllable lines are not only rare but also not

particularly intense:

% Linos Politis, Metpixd. H uetpixn tov Ialoud. op. cit., p. 35.

8 Evripidis Garantoudis, ‘H petptin} Tov Zohopoo: PuBpdc pytog, aAld voppog;’, op. cit., p. 343: the
above statistics refer only to external synizeses and hiatus. Garantoudis thinks that only these should be
counted, because they are more important for the euphony of the poem than internal synizesis.

%7 These lines come from O Kpnrikdc.
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Ouwcg auroi givar Bgoi, kai Katolkouv arr’ OTTou
BAémrouve peg otnv aBucoo kai oTnv kapdid 1’ avBpwrirou.

(O Kpnrikég 4, 25-26)

Exda6n, aAia uou! aAA’ Gkouoa tou dAkpuUOU TNS pavridoa
270 XEpI TTOUXQA OAIC ONKWTO LoAIS eyw Tnv €ida. (O Kenrikés 5, 3-

4)

It is also noteworthy that in these particular lines there are cases where the

mid-line caesura, after the eighth syllable, is weakened:

Kr’ éxaca_ autd 1o B¢giko | mpoowtro yia ToAAN_ wpa (O Konrikog
4,22)

Bonba, Oca, 1o 1oupepo | KAwvapl uovo vaxw:- (O Kpnmikés 4, 37)

In the above lines the mid-line caesura is weakened because it occurs
between an adjective (6¢ik6 and Tpu@epd) and its noun (mpéowrro and
kAwvapr) respectively — internal enjambment. A similar phenomenon we have
encountered in Cretan literature. At the same time, the weakening of the mid-
line caesura also occurs in conjunction with additional caesurae created by

punctuation, which prove more intense:

NaAnoe ZaAmiyya! | ki’ eyw | To odBavo Tivalw. (Kenrikog 2, 5)

Xapévn,_aAipovol | k' okvrj | T oGATTIyya ypikdgr- (line 3) &

% This and the next eight lines are taken from Zyediaoua B.
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In the second period Solomos completely eliminates rhyme from his verse,
avoids synizesis and uses elision and aphaeresis®® in order to avoid hiatus.
For example, the rate of occurrence of synizesis in 2xediaocua I’ of EAcUB¢epoi
MoAiopknuévor is only 6.3%, while in Méppupac it is 4%.%° The occurrences of
elision and aphaeresis, on the other hand, are inversely proportionate to those
of synizesis. The problem here, however, is not, as Garantoudis points out,
the high rate of elision and aphaeresis but the gradual increase of pressure on
the poetic language thus creating linguistic forms some of which do not exist
in spoken or in written language, whether poetic or not.®! Examples of lines in

which elision appears very often are:

Me Aoyioud kai u’ éveipo, 11 xap’ Exouv 1a uara. (1.3)
Kr’ euBug eyw 1’ EAAnvikoU kéouou va tn xapiow; (1.11)
Aparriag ari, 'aAAou voug, BoAI Toupkiag, Tom’ AyyAou. (2.8)

AAAX’ RAI0¢, aAA’ adparog alBépag KoouoPopog. (4.2)

At the same time there are many examples of lines where aphaeresis appears

very often too:

lou pépn 1ooa @aivovrai kai uépn vai kpuppéva (1.9)
A6avarn ‘oai, mou moré, Bpovrn, dev nouxadeig; (2.11)
AAAa orng Aipvng 1o vepo, 1’ akivnro ’vai ki’ aompo. (6.11)

Ormrou ’6¢ okiag mapddeioo kai Tnvé xaiperael. (11.1)

% < Aphaeresis’ is a grammatical phenomenon in Greek whereby, if a word ends with a vowel and the

next word starts with a vowel too, the initial vowel of the next word is sometimes lost, e.g. €60 gioar >

€0V “oat, Oo Exel > Oa "yEl.

:(1) Evripidis Garantoudis, ‘H petpikn tov oAmpot: PuOuog pytdc, aAld voupog;’, op. cit., p. 346.
Ibid., p. 346.
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This matter has been so much discussed by scholars that Alexiou felt obliged

to observe that:

Mag TmpoPAnudtioe 10 Bfua  Twv  eKBAiwewv  Kal
aAQAIPETEWY, TTOU ATTO PIav €TTOXNA KAl TTEPA TTAPATNPOUVTAI
oTn OOAWWIKA TTapaywyr. Tutol oTTwg 17’ eAAnvikou, &€
avaBpulel, 11 xap’ €xouv dEV OCUPPWVOUV UE TOUG KAVOVEG
NG YAWoOoQg, TNPABNKav OPwG yiaTi atmoTeAouv TTayid
TOKTIKI) TOU 20AWMOU OTA QUTOYPOPA KAl CUVOEOVTAl PE TNV
Tdon TOU yIa ATTOQUYH TWV OUVICNOEWV OTn @Acn TNG
wPINOTNTAC Tou. ¥
In the second period, as in the first, Solomos does not put particular emphasis
on metrical phenomena such as enjambment, weakening of the mid-line

caesura and syncopation on the third syllable.

Regarding syncopation, | should add that Solomos often liked stressing the

first syllable of the line:

Ab&a X’ n pauvpn mérpa Tou Kai 1o Egpd xoprapr. (line 1.12)%
=A@vou OKIPTOUV o1 akpoyIaAiES, Ta TéAaya ki’ o1 Bpdxol. (line 2.7)
lMéAayo uéya moAeua, Bapei o kaAuBaki- (line 2.9)

Kdbe owvn Kivouuevn kard 1o ewcs iAouoe. (line 3.8)

The lines which have this stress on the first syllable often have a stress on the

fourth syllable, as in the examples given above.

2'S. Alexiou (ed.), diovoaiov Zolwuot: Howjuara ko weld, Athens: Stigmi 1994, p. 21.
% All four examples are taken from Zyedioouo I,
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Finally, it should be noted that in this second period, in addition to the metrical
phenomena, seen above, Solomos uses other supplementary devices in
order, as Garantoudis points out, ‘va €mTOVIOTEI PWVNTIKA TO TTEPIEXOPEVO TWV
otixwv'.®* These include, for example, the repetition of stanzas, words or
parts of words, alliteration, internal rhymes, chiasmus and so on. There is no
need to further examine these devices because they do not directly affect the

fifteen-syllable verse and its form.

Solomos therefore is the first poet after the Cretan poets to systematically
adopt the fifteen-syllable verse.”® He does not attempt to deviate from the
linguistic and metrical systems, using a variety of metrical systems, such as
we will see in The King’s Flute. On the contrary, he tries in a different and
special way to consciously test the limits of euphony in Modern Greek poetic
language. He achieves this with the use or avoidance of synizesis and hiatus
and the use of elision and aphaeresis.”® According to Polylas, ‘o
auoTNPOTATOG KAVOVAG OTOV OTTOI0 UTTOTAXONKE auToBEANTa O ZOAWMOG is
none other than ‘n TEXVIKA TTAOKH TWV CUPPWVWY Kal Twv ewvnéviwy’.® In
other words, Solomos continually experiments with the vowels and

consonants of the Greek language and their contribution to the euphony of his

poems.%®

% Evripidis Garantoudis, ‘H petpikii Tov Zohopov: PuBudg pytog, addd vopupog;’, op. cit., p. 347.
95 11,
Ibid., p. 348.
% Ibid., p. 349.
T L. Politis (ed.), drovvaiov Zolwpuob Amavra, vol. 1 (Iompata), Athens: Ikaros 2002, p. 37.
% Evripidis Garantoudis, ‘H petpucii Tov Zohopot: PuOudc pytdc, adré voppog;’, op. cit., p. 350.

35



1.4 The fifteen-syllable verse in Ta rpayoudia tn¢ lMarpidog

uou.
Ta tpayoudia tng marpido¢ upou, which was published towards the end of
1885, constitutes Palamas’s début poetry collection. A brief metrical analysis
of the fifteen-syllable verse of these poems® will help us better understand
and appreciate Palamas’s subsequent approach to the use of fifteen-syllable

verse especially in The King’s Flute.

Generally speaking, the fifteen-syllable verse in this particular collection most
of the time is structured in rhyming couplets. In this period, directly influenced
by the versification of the Athenian School, Palamas basically avoids
synizesis and uses hiatus a lot. There are few lines containing synizesis. In
order to avoid synizesis, he often uses elision:'®

Me Sixwe péA’ o uéhioosc aprioav ra ueAiooa (p. 37)'"
Amr’ 6Aouc Eexwpilouve ue Ta yupra omabid twy (p. 38)
AMwyv AepBioidwv pwvéS ypoikouvr’ avapna avapna (p. 38)

TMapék’ n udvva 1o pwpo ¢ Tnv kouvi’ amrokoiuiel (p. 47)

At the same time, enjambment between two fifteen-syllable lines is rare:

Kappwvw tnv gikéva 2ou. Kai 1épa n kauapd pyou

% Many poems in the collection are written in other kinds of verse than the iambic fifteen-syllable such
as the iambic twelve-syllable, the iambic eleven-syllable, the trochaic ten-syllable and others.

19 1 inos Politis, Metpud. H petpircii rov Ilaloud. op. cit., p. 18.

1% The lines are taken from the poetic collection Tu zpayoddia i mazpidoc pov, as published in: Kostis
Palamas, ‘Ta Tpayovdia g [Tatpidog pov’, Amavra, vol. 1, Athens: Biris, pp. 28 — 175.
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Eive kai pvnua BAIBepd kai xapwr ekkAnoia- (p.120)

One feature of these particular lines is the strong caesura in the middle, which
is created by punctuation and an enjambment which joins the second
hemistich with the next line. There is no significant intensity in these
enjambments. The only example of an enjambment with intensity worthy of
note that | found in the nine poems'®? in the poetry collection written in fifteen-

syllable verse, is the following:

lNaidid uou, Tov maAnoé kaipod n yvwaoi K’ n cogia
Eupiokovrav ‘c T’ apoevika povaxa: ra BiBAia

Aev €iv’, éAeyav o1 TaAnoi, kaAa yia kopitodkia. (p. 51)

In the above example the pre-enjambment’® does not occupy the whole
second hemistich of the line, as happens in the previous examples, but only
four syllables (ra BiBAia). This increases the intensity of the enjambment and
tends to attract the attention of the reader to this particular line and more

especially to this particular word.

Having referred above to the strong mid-line caesura, it should also be noted

that in some lines weakening of the mid-line caesura is also observed:

2Koprra ue tnv abavarn | mvor) oou pakpud pou. (p. 120)

Bapceia pAokara, | pépueAn | xpuon, kai pouotavéAAa. (p. 46)

2 1 képn e Afuvov, Ta vidza ¢ yayide, Tewpyiow Apooivy, Tne HAoyévvytne, ®Owémwpov, To
oyoleiov, H votepvy potia g, Xpiotovyevva, Kepdaoia.
19 The term is explained in detail in the section on enjambment of the second chapter.
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Kai va! | tng mpwrng viotng oou | ‘oa’ vave avinAiadeg. (p. 47)

Ma va! | éeomrdel 0 TOAguOG, | TAakwvouv 1a pavrara. (p. 47)

Palamas uses two ways to achieve the weakening of the mid-line caesura: (a)
He places it between the last word of the first hemistich and the first word of
the second hemistich, words which both belong to the same phrase or short
sentence, thus bridging the two hemistichs. These two words can be related
in many ways: verb — noun, adjective — noun, verb — adjunct etc. We can see
this phenomenon in the first example, where a caesura occurs between the
adjective (the last word of the first hemistich, aBdvarn) and the noun (the first
word of the second hemistich, mvor). The second example is similar but with
a different word order: noun (@pépueAn) — adjective (xpuon). (b) Alternatively
there is a second caesura, as strong as the mid-line caesura, as happens in
the last three examples. The creation of a second caesura, enforced by
punctuation, results in weakening the mid-line caesura. Some times, the
second caesura proves to be stronger than the mid-line one, as we see in the
third example. We came across both these alternatives in the verse of Cretan

poetry as well as in Solomos’s verse.

One last metrical phenomenon, which appears in the verse of Palamas in this

first collection, is the use of syncopation on the first syllable, which disturbs

the iambic rhythm of the line, albeit only slightly:

Ouwcg n vuxra n onuepvh Oev éExel mapauuBia. (p. 46)

Ormwcg 10 BéAouv Ta mmaidia kai Ta TaAna ouvnbeia. (p. 46)
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Eive ¢ Tnv Kouvia Tou pikpou, Vouideig, vavi vavi. (p. 47)

Méo’ ¢ 1ic orrnAiEC okoprTioate Kail uéo’ ' Ta éepovnoia. (p. 48)

A similar phenomenon was encountered in the verse of Cretan literature as
well as in Solomos’s verse. The poet temporarily disrupts the iambic rhythm
by placing the stress on the first syllable, while the stress which follows on the
fourth syllable immediately restores the rhythm of the line to iambics. We
rarely find a wrenched accent on the first syllable of the second hemistich

(ninth syllable):

Auvauwaoe 1o owua pou, yIarpewe tnv kapdia uou. (p. 120)

2av TIUNUEVES TTAPBEVIES, MET’ ‘¢ TS ‘VTPOTTHS TO Xpwua. (p. 147)

After his first poetry collection Ta Tpayoudia tn¢ [llarpido¢ pou Palamas
continued to use fifteen-syllable verse in other collections too. In his second
poetry collection, the “Yuvo¢ tng A6nvac (1889), the poet’'s personality,
regarding his versification, becomes more evident. Hiatus has been reduced
to a minimum and synizesis predominates.’® Palamas turns his attention to
studying other sources, such as Solomos, in an attempt to get away from the
metrical forms of the Athenian school. As Politis has noted, Palamas was the
first poet from the Athenian school to pay attention to Solomos’s poems and
particularly to their versification.'® Apart from Solomos, Palamas also turned
his attention to the two followers of Solomos, who had worked on fifteen-

syllable verse: i.e. Gerasimos Markoras in Opkog (1875) and lakovos Polylas

1% 1 inos Politis, Metpixa. H uetpucii tov Hakaud. op. cit., p. 36.
1% 1bid., p. 37 and Azavra, vol. 1, pp. 23-24.

39



in his translation of Oduooeia (1875-1881). In fact, Palamas talks about the
latter with special admiration.'® These early influences start to show up in the
two collections of poetry he published after Ta Tpayoudia tn¢ lNarpidog uou.
The following line, which is unique in the "Yuvo¢ tn¢ ABnvag, is an example of
Palamas’s attempts to break up, by various means, the traditional monotony

of fifteen-syllable verse: "%’

TTOU T POUQA &I, Ta Karartivel | n yn ora karax@ovia. (p. 200)

In this line the traditional mid-line caesura after the eighth syllable is abolished
for the first time. This phenomenon becomes more frequent in the Marna ¢
Wuxn¢ pou (Palamas’s third poetry collection). At the same time the

weakening of the mid-line caesura also occurs very frequently.

In addition to the Greek influences he also took foreign ones on board, and
specifically influences from French Romantics, like Hugo, and the Parnassian
poets, who were trying to lessen the monotony of their Alexandrine verse.
However, further discussion on this matter will follow in the next chapter. In
the years preceding The King’s Flute, Palamas goes on experimenting and
trying new rhythms and metrical devices. After the first three poetry
collections, Palamas abandoned the fifteen-syllable verse for a while. The two
poetry collections which followed TauBor kai avamaioror (1897) and O rdgo¢

(1898) do not include a single fifteen-syllable line. But in the next poetry

1% palamas himself mentions: ‘AAG otov [ToAAG, 6T0 dnpiovpytkd petappacth e OdHeoewg, TG
IMédog kot tov ApAérov, tapidler n d6&o mwg pog emhovticey Oyt pe VER PETPA, OAAL TOAD
TEAEWDMTEPQ, LLE VEOLS pLOLOVG ota (o makad pétpa. O dexamevracOAiafog tov IToAvAd eivar 6log
kivmoig, 6A0¢ Ekppaots, dhog yoyn. O TToAvAdg edodreye To veoeAAN VKO puOBUd oo peydAog momc’,
Kostis Palamas, ‘H Metdepaocic g Yratiag’, op. cit., pp. 289 — 290.

1971 inos Politis, Metpixa. H petpucii tov Haloud. op. cit., p. 39.
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collection, AodAcurn Cwn (1904), some fifteen-syllable lines appear once
again. This poetry collection is the beginning of an evolutionary journey for
fifteen-syllable verse in the hands of Palamas which will lead to its apogee in

The King’s Flute.

Conclusion

The great Byzantinist Krumbacher once wrote: ‘H utrepXINIETAG Kal aoGAEUTN
aKOUN dUvaun Tou [dekaTTEVTAOUAAABOU OTixou] atTroTEAE PaIVOUEVO HOVODIKO
oTnv 1oTopia T¢ TroiRoewc’.'%® Indeed, after a life of almost ten centuries in
Greek poetry fifteen-syllable verse acquired so much prestige in Greek literary
tradition and became so close to everyday Greek speech that it has been

rightly called the Greek ‘national verse’.'®

The sturdy form of the political verse (two hemistichs of eight and seven
syllables respectively, divided by a strongly established caesura after the
eighth syllable), which we find in folk songs, starts to afford some degree of
flexibility to the poets of the Cretan Renaissance. Solomos continued their
efforts in his own special way and Modern Greek poets continued working it
out. Palamas occupies a significant place among them, as the first to
accelerate this process of changing the fifteen-syllable verse. Palamas

chiseled political verse into a remarkable tool for his personal artistic

108 Karl Krumbacher, Iotopio e Bulavuiviig Aoyoteyviag, vol. 2, Georgios Sotiriades (translation),
Athens: Grigoriades 1974, p. 491.

19 Evripidis Garantoudis, ‘Ot dekanevtacviraBot 6to MiTnp Ocob Tov Ayyehov TikeAovon’, Zyueio,
vol. 3, 1995, p. 161.
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expression. Thus, ‘the frightful monotony of the decapentasyllable, by being

broken from time to time, is somewhat corrected’.'™

It is the aim of this study to make this attempt of Palamas’s at revival, which
so improved the verse of The King’s Flute, better known. | shall attempt to
complete this aim in the second chapter, where | will show how the poet

managed to achieve this renewal.

"% Louis Roussel, “The Romaic Decapentasyllabic and the Versification of Costis Palamas (2)’, The
Link, vol. 2, 1939, p. 48.
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CHAPTER 2

THE PROSODY OF THE KING’S FLUTE

Introduction

The King'’s Flute has few readers today. It is a neglected poem, which has not
been studied as much as it deserves. Few studies have been written or dealt
with the verse of the Flute, despite the seriousness with which the author
himself created it and the attention he paid to it. Nevertheless, as we shall see
later on in my study, the Flute represents the culmination of Palamas’s efforts
with the fifteen-syllable verse. My aim therefore in the second chapter of this
study, is to present those particularities and peculiarities which we find in the
fifteen-syllable verse of The King’s Flute and which make it so special. In

order to achieve my aim, | will proceed to a metrical analysis of the poem.

First of all, | should mention here that the Flute consists of two introductory
parts and twelve Cantos. To be specific, the number of lines is as follows:
Introduction = 54, the Son of the Widow, which constitutes the second
introductory part of The King’s Flute = 255, Canto | = 274, 1l = 391, Ill = 302,
IV =435, V =389, VI = 205, VII = 389, VII = 359, IX = 397, X = 262, XI = 456,
XII'= 50. In total, the Flute has 4225 lines. Forty-eight of these lines are not in
fifteen-syllable verse having fewer syllables. These shorter lines are used
either as ‘breaking lines’ or to create a particular form of stanza or for some

other reason." All other lines are in fifteen-syllable verse. The processing the

' K. G. Kasinis, Introduction to H @loyépa tov Baoiid, op. cit., p. 19.
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traditional fifteen-syllable verse has undergone at the hands of Palamas in
this poem is such that Kasinis, in his introduction to the poem, characterizes it

as ‘'oploKn’.?

Palamas’s entire poetry, regardless of its various evolutionary morphological
stages, has been characterized as an attempt at rhythmic revival.> Palamas’s
aim was a radical renewal of the national verse which he sought to elevate
above all others, because of a deep, inner belief, as he himself writes in 1894,
that ‘o dekatmeviaoUANOBOG pével OxXeDOV ADOUAEUTO XWPAPI appoviv’.*
Palamas managed to renew the fifteen-syllable verse both by introducing
certain metrical innovations, like the abolition of the middle caesura, and by
his peculiar and dense use of some metrical phenomena associated with the
fifteen-syllable verse, like synizesis and enjambment. Palamas owes his initial
interest in clarifying and shaping his metrical views to Kalvos and especially to
his “TToAUTpOTTOG appovia’®. As Garantoudis says: ‘av n avakGAuyn kai n
TTPOROAN TwV KAABIKWY wdwv 0To abnvaikd Koivo ogeilovtal otov MNMalaud, o

TEAEUTAIOG OPEiAEl OTIG KOABIKEG WOEG TO KUPIO Evauoua yia Tn dIEUKpivnon Kal

? Kasinis explaining the characterization ‘opioxn’ writes: ‘Koatoapyel moArég popég tn pecaia (kOpa)
Toun petd v 6ydorm cvAlafn kot dnpovpyet ANV 1 dAles mapatovilel okdmpa, Yo va vodiet
TNV OVOLOVT TG OPLOVIKNG KaTAANENG: ot dtackelopol givar todpunpoi kot cuyvoi’, ibid., p. 20.

3 Evripidis Garantoudis, O ITadaudc oné ) onuepvii okomid.: Oweic e Toions 1o kai T odyypovic
wpooinync g, Athens: Kastaniotis 2005, p. 112.

* Kostis Palamas, ‘H Metdopooig e Yratiac®, op. cit., p. 289.

> The term, ‘molbtpomog appovia’, is used for the first time by A. Kalvos in ‘Emonusioocic’. In his
verse prosody, Kalvos using ‘mroAvtpomog appovia’ strove to avoid what he called the monotony of the
Cretan poems: ‘ATO TNV CUVOPLOYNV TGOV SOQOP®V ENTAGVAALIP®V, 0&uTOVmV, Taposutdvev, 1
TPOTOPOELTOVEOY  yivovtal yog’, €101 MpowKOV oTiywv, to omoio petayelplobévia pe kpiow
GUUTAGTTOVGL TV YVOCTIV €15 TOVG TAANLOVG HOVOV TOAVTPOTOV appoviay. ATopedyovieg 00T® TO
HOVOTOVOV T@V KPNTIKOV €NV, ppodpedo ta Kvipato g Wwoxns, Kot xopaktnpilopev o 6ca 1 o
Voug M ol Tov avOPOTOL UIGHNCELS ATOVIMGLY €1G TNV QLGIKTNV KOl €1G TNV QAVTOGTI)V OIKOVUEVIV:
‘Emonueiooilg’ of A. Kalvos in Andreas Kalvos, Qdai, Filippo Maria Pontani (ed.), Athens: Ikaros
1988.
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N SIOPOPPWON TWV PETPIKWY amréyewv Tou’.® Massimo Peri also points out
the relationship between Palamas’s metrical theory and that of Kalvos: ‘O
VEOKAQOIKOG opIopdg TNG “TTOAUTPOTTIOU appoviag” €pxeTal va TTPOCQPEPEI,
dlapéoou Tou KAABou, €va OTAPIYMO OTOV  METPIKO  TTEIPAUOTIONO TOU
Mahapd’.” The flattering reference by Palamas to the theory of Kalvos, in his
article, ‘KadABog o ZakuvBiog’, in 1889, does not explain the exact meaning of
“ToAUTPOTIOC appovia’.® Palamas merely singles out the innovative nature of
Kalvos’'s experiments with metre and he applauds the fact that ‘avti Tng
oTa0epdc KAl POVOTPOTTIOU o(ppoviqg9 TNG €K TWV OMOEIdWYV KOl TWV
OMOIKATOANKTWY OTiXwV TwV €v Xpnoel map’ nuiv, o KaABog kabiepoi Tnv
EVAAATTOUCQV KAl TTOAUTPOTTOV apuoviav Twv TTEPIGOWY KAUXWHEVOGS OTI OUTW

Tpooeyyilel Toug apyaiouc’.®

In 1894, in his article, ‘H Meragppaoig tng “Ymrariag” the nature of
“ToAUTpOTTOG appovia’ is given greater clarification. Although Palamas does
not refer expressly to ‘“roAUTpoTTOG apuovia’, it is implicit in his article, where

he talks about the ‘ev Tn evoTnT TTOIKIAIQ’ Of ancient Greek poets, transferred

® As Garantoudis says, the perception that it was Palamas who discovered Kalvos is still generally
accepted. Yet the recently expressed view of Nasos Vagenas should also be taken into account,
according to which the first person to discover Kalvos was not Palamas but Alexandros Soutsos:
Evripidis Garantoudis, O Iadouds aro t onuepivyy okomid.: Owelg ¢ moinong tov Kol ts oOYYPOVHS
TPOTANYIG THG, Op. Cit, pp. 24 — 25.

Massimo Peri, ¢ O “tpoyicos” kot 0 “npowds” otiyog tov Karpov’, Iapvacoog, vol. 30, 1988, pp.
456 — 457.
¥ Kostis Palamas, ‘KéABog 0 Zakoveog’, Axavra, vol. 2, Athens: Biris, pp. 28 — 59.
? Palamas clearly juxtaposes ‘moAvTpomog appovia’ with ‘povétponog appovia’ that is, the monotonous
and standardized versification of the Athenian School. For Palamas, in Greek versification, there was
on the one hand the enlightened but isolated exception of Solomos and on the other hand the metrical
poverty of Modern Greek poetry, for which the Athenian School was mainly responsible: ‘H véa
eMmvikn moinom, €€o oamd ™ PabvotdyacTn HOLGIKN TOL ToA®UOV, Kpépotav [...] omd i
GTYOLPYNUEVY, TO TOAD Ppoviepn], Tapd KaAONYN, TOMTIK 1| TATPUOTIKY dnUoGloypapia, omd i
QTN pnropikn pe mAovoleg pipec’, Kostis Palamas, ‘Tlomrtiky té€yvn kot yAdooa’, Amavro, vol. 8,
Athens: Biris, p. 11.
19 K ostis Palamas, ‘KaABoc o Zakovoog’, Amavra, vol. 2, Athens: Biris, pp. 45 - 46.
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to modern poetry."

In the most significant of these references to ancient
harmony, the poet identifies it with the ‘aioBnua puBuol’: ‘To aioBnua ToOU
pubuou, TNG “ev TN evoTNTI TTOIKIAIGG” [...] A TNG “EV TOIG OPOEIBETI TTOIKIAIOG”,

Kal TwWV “pETABOAWY TNG apuoviag” Twv apxaiwv’.12

This ‘aioBnua puBpou’ is created in modern poetry by various metrical
devices, which | will present and examine later in this chapter. As Garantoudis
notes, it refers to a method of using the metrical forms based on a continuous
balance of oppositions, which achieve the result that Palamas describes with

enthusiasm: "3

Ti yopyd Tpexduata péca oTo i0I0 TO OTiXO Kal TI apyd
TEPTTATAPATA, TI XAMNAWMATA KAl TI TTETAYMATA, TI TTAPATOVIEG
KAMWHEVEG VIO va BEiXVOUV WPAIOTEPO TOV KAVOVIKO TOVIOUO TTOU
aKOAOUBEi, TI TTOAUTOVIEG, TI QVTIBEDEIC PPACEWS Kal TTPOoowdiag,
GA\O dpduo va TpaBdn autr) KiI GANov ekeivn, OTTWG PECQ OTO
MEAGOpPaNO N opxAOTPa Kal TO TPayoudl, TI TOMN QEIKivnTtn, TI
OTiX0G A&I0G TNG AUPAG, TTOU £XEl PTEPA, KAl OEV Eival NETPNUEVOG
ue 1o diarATn. ™

At the same time, in his most mature metrical study, ‘O Ztixog’, Palamas

describes the ancient verse and the ‘cuotiuara’ of which it is composed as

the ideal. Another example of these ‘systems’ is the ‘cuoTtriuara €€ avopoiwv’:

‘2ZuoTtiuara € avopoiwv’ [gival o1 aTixol] Tou dloPEPOUV
QVOUETAEU TOUug, TTOU avdAoyol degixvovTal TTPOG TO PUBUd Twv
ouvalIoONPATWY TToU ekPPAlouv, pa TTou OAoI ouvevwvovTal O
éva puBuikd ouvolo, emmavaAaupdavovral, yupifouv, OTEKOVTAl,

" Evripidis Garantoudis, O Ialoudc amd ) onuepivii okomic.: QeI T Toions 1o Kai TS obyypovie
TPOTANYNGS THG, Op. Cit, p. 26.

"2 K ostis Palamas, ‘H Metdopaotg g Yratiag’, op. cit., p. 293.

1 Evripidis Garantoudis, O ITodaudc amd ) onuepivii okomic.: Oweic te Toinons 1ov kai e obyypovye
TPOTANYIG THG, Op. Cit, p. 26.

' Kostis Palamas, ‘H Metdopaoig te Yrartiac’, op. cit., p. 292.
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¢avayupicouyv, TAavta TTPOYPANUATIKA, OUYKpOTNuéva,

ouoTnuaTtikd. lMNavra uotiuarta. Eivar n ‘toA0TpotTog apuovia’

TToU BaupdlovTag Yag tn yvnuoveuel [...] o Avdpéag Ké()\Boc_;.15
The above approach to Kalvos’'s ‘moAUTpotTo¢ apuovia’ shows Palamas’s
attitude to metre to be a persistent endeavour to revive the expressive power
of ancient Greek poetry and the rhythmical sense and variety that ancient
metres had created. Palamas therefore conceives of and treats ‘TToAUTpOTTOG
apuovia’ both as a means for the enrichment and elevation of the fifteen-
syllable verse and as a poetic method which will reverse its metrical

underdevelopment and contribute to the overall progress of versification.'® As

Grantoudis says, commenting on the above statement by Palamas:

H moAutpotrétnTa Tou KOABIKOU puBuou EyKemalr oTnv OuoIdTNTA
TOU OUuvOAou pé€oa oTIG eTTIHEPOUG dlaopEs. O puBudg, TOoO TWV
apxaiwv TToINUATWY 600 Kal TwV KAABIKWY Qwv Bev gival OTATIKOG
Kal etTavaAaupBavopevog. To dIaKPITIKO yvwpIoua Tou eival n
Kivnon. Xdpn otn O&iapk porl evog aotdBuntou  pubuou
dnuioupyeital N aiobnon evog pubuikou oTpofilou, TTOU OUWG KATA
BaBog diETTeTal ATTO AUOTNPES APXEG.
Palamas, therefore, does not restrict himself to describing the special nature
of the ancient metres and the poems of Kalvos. With the phrase: ‘avdAoyol
dcixvovtal TTpog 10 pubud Twv ouvaliodnudatwyv Tou ek@pAalouv’, he takes
things even further. That is, as Garantoudis explains, retouches on strongly
expressive qualities of the rhythm of Kalvos, saying that in ancient poems and

0Qdé¢ there is coordination between the rhythm of the lines and their content.

In other words, rhythm is harmonized with the mental and emotional mood of

15 Kostis Palamas, ‘O Ytixog’, Awavra, vol. 13, Athens: Biris, p. 123.

' Evripidis Garantoudis, O ITaloudc aré i onuepivii oxomid.: Oweic e Toinone tov kai e oOyxpovie
TPOTANYINGS THG, Op. cit., p. 32.

" Evripidis Garantoudis, ITolbtporoc apuovia. Metpixi kou Iommki tov Kélpov, Iraklio: Crete
University Press 1995, p. 189.
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the content.® ‘TloAUTpoTTOG appovia’, as Palamas understands and presents it
to us, is found throughout The King’s Flute. This happens because both
features mentioned above appear throughout the poem. On the one hand, we
have the constant change in rhythm using various metrical phenomena, which
make up the line, and on the other hand, we have the coordinating of the
rhythm with the content of the line, which is once again achieved with the

plethora of metrical devices the poet has at his disposal.

As Garantoudis claims, in order to include the ‘TToAUTpotTog appovia’ of
Kalvos in Modern Greek poetry one should first discover the lonian Island
poet’s intentions as regards once again bringing to light the harmony of
ancient Greek metre, through Italian Neo-classicism. At the same time, one
should be fully conversant with Modern Greek versification. Exactly this
combination is found in Palamas. Palamas’s poetic sensitivity and his critical
perception led him to comprehend Kalvos’s intentions. On the other hand he
was well acquainted with Greek versification and above all the fifteen-syllable
verse, the most important verse pattern of Greek poetic tradition. In relation to
Kalvos, he did not use the term ‘mroAurtpotrog appovia’ other than for the
Italian verse forms, such as the five-syllable, the seven-syllable, the double
five-syllable and the eleven-syllable verse. At the same time Kalvos turned
against the Cretan fifteen-syllable verse, characterizing it as monotonous. '
This is exactly where Palamas starts to free himself from Kalvos and the

‘ToAUTpoTTOG appovia’ as Kalvos understood and practised it. Palamas

18 1.
Ibid., p. 189.

1 Kalvos suggested ‘molytpomog appovio” as a means of confronting the “povotpomog appovia® of the

fifteen-syllable verse in folk songs and Cretan Renaissance verse: Evripidis Garantoudis, O [Talaudg

omo ™ onuepivy okomid: OWels THG TOINOHS TOV KAl THG GUYXPOVIS TPOTANWAS TS, Op. cit., p. 29.
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understood ‘TToAUTpOTTOG apuovia’ as a way of enriching the fifteen-syllable
verse and adopted it in his metrical theory in order to use it for his own
purposes. Palamas, therefore, expanded the meaning of ‘“TTOAUTPOTTOG
appovia’ to an area of versification beyond that intended by Kalvos.?® He
understands it as a poetic method, which will contribute to the progress of

versification.

Apart from the contribution made by Kalvos’s prosody to the shaping of the
metrical theory and poetic practice of Palamas, scholars have also pointed to
the Parnassian and Symbolist origin of some of his views on metre and his
poetic preferences.?! Palamas’s attempts to renew the fifteen-syllable verse
are also directly connected to French Romantic verse and particularly to the
poetry of Victor Hugo.?? These influences on the poetry of Palamas will be
further analyzed in the main part of the chapter, where it will be shown that
their contribution indeed played a decisive role in the overall efforts of

Palamas to renew the fifteen-syllable verse in his poetry.

The versification of the poem will be presented by reference to the
enjambment and the extensive use of punctuation in the interior of the line, to
the weakening or frequently even the complete abolition of the mid-line
caesura after the eighth syllable, as well as, to the use of tripartite lines and
the phenomenon of the ‘broken verse’, phenomena which are directly related

to the three forgoing. Finally, | shall refer to the multiple and important use of

2 Ibid., pp. 28 — 30.

21 E. Politou — Marmarinou, O Kwotijc Holouds xar 0 yoAdikog mopvaoolouds (Zvykpitikn prioloyuch
ueAéty, doctoral thesis), Athens: 1976.

2 Alexandra Samouil, ‘TTalapdg katr Ovykd. TTiyovpytcéc Topatnpioels’, op. cit., pp. 536 — 545 and
Alexandra Samouil, O IHolauds kot 17 kpion tov otiyov, op. cit.
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synizesis with the simultaneous and increasingly strict avoidance of hiatus
and to the use of syncopation on the third syllable of the two hemistichs.? All
the above constitute the basic means, which Palamas used in order to
achieve the ‘mmoAutpotrog appovia’, the ‘aioBnua pubpol’, the rhythmical

variety and ultimately the renewal of the fifteen-syllable verse.

1.1 Enjambment

To start my metrical analysis, | will first examine the phenomenon of
enjambment, which is the main ingredient of other phenomena, such as
tripartite lines and ‘broken verse’. It is used a lot throughout The King’s
Flute.** With the presence of a significant number of enjambments in the
poem, the isometry between form and content (whereby each line is self-
contained as regards its meaning), is naturally significantly challenged. Very
often, a line does not cover the full meaning, but the syntactic unit which
expresses this meaning continues in the following line. According to Politis,
the meaning of a phrase is rarely found in one line, which would maintain
some balance, but on the contrary, it is generally expressed in several lines.®
That is why enjambments are frequent and we also find pauses (commas, full
stops and semicolons) in parts of the line where we would not usually expect
them. So, as with the weakening of the mid-line caesura in which one
hemistich overlaps the other (internal enjambment) when using external

enjambment, one line overlaps the next. This, according to Politis, makes the

3 The metrical terms will be explained later on in the chapter alongside the analysis of each metrical
phenomenon.

*4 Statistic on enjambment, which follow, refer only to Canto I.

% Linos Politis, Metpixd. H uetpixij tov Haloud. op. cit., p. 70.
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verse less lyrical and more narrative and epic, creating greater tension in the
narration.?® This phenomenon, however, also gives a particular character and
coloration to the verse, breaking the monotony especially in long poems, such
as The King’s Flute and creating a varied rhythm. As Garantoudis points out,
enjambment is ‘6pyavo evog “TToAUTpoTTOU PUBUOU”, Baciouévou OTnV €viaon
QVAUECQ OTO WETPIKO KAl TO vonuatikd cuotnua’, something which Palamas

applied systematically throughout the poem.?’

Firstly, there are 36 instances of internal enjambment which involve the
weakening of the mid-line caesura after the eighth syllable (i. e. 13.1% of the

total number) in the 274 lines of Canto |. To give some examples:

adiknTNS @oviag Tou abwou | pnyorrouAou, ki o jdiog (line 3)
yia va Aapwaoouv tnv opyn | rou MNavroduvauou, oxi- (line 45)
K’ NpBe, oev EEpw Ki arro troia | BouAn kay arro moia poipa. (line 65)

Kai TN @Aoyépag AaAntng | va yivn, yia va aupouv. (line 90)

All the cases of internal enjambment involve exactly what we found in the
Cretan poetic works and in Solomos. To be specific, the last word of the first
hemistich is part of a phrasal unit or of a short clause placed across the
caesura. Phrasal units occupying the central part of the fifteen-syllable line
consist of an adjective followed by its noun such as the emphatic aBwou
pnyorrouAovu in the first example, or of a noun modified by another noun in the

genitive in the second example, opyn tou lNavroduvauou. In addition to the

26 11.;

Ibid., p. 70.
7 Evripidis Garantoudis, O ITalaudc omé tn onuepivij oxomid.: Oweic e moinone tov kot e adyypovic
TPOTANYNG TS, op. cit., p. 112.
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relationship between noun-adjective, noun-noun, the relation of the two words
which bridge the two hemistichs can vary, as we saw in Chapter One. It is
obvious that such units cannot be separated. The same applies to instances
involving a short clause carried across the caesura, as in the fourth example:

AaAntic va yivn.

On the other hand, there are 42 cases of external enjambment (i. e. 15.3% of
the total). External enjambments show a gradation in their intensity. This
intensity depends on their ‘post-enjambment’ and ‘pre-enjambment’.28 To be
precise, it is inversely proportional to the length of their ‘post-enjambment’ and
‘pre-enjambment’. That is, the smaller the length of the ‘post-enjambment’ of

an enjambment, the greater its intensity and vice versa. For example:

1. TOUC OUVETTAIPVEI ATTIOTEUTO YpIiKNUA, TTIO UEYAAO

Oaua- n pAoyépa, kai yIAG Kai Aégl kai Tnv akouve  (lines 160-161)
2. unre mou ma doéoAoyav rou BaciAia aTo Bpovo

" avéBaoua. Ki 6Aa adeiava, ki avaueoa ki 0’ 6Aa (lines 46-47)
3. mavou o€ AeUTePN MIa yn, O€ UIa EKKANOIA xuuévn

Bulavriva, o yn pwuid uToTTAnuuupIcuévn (lines 145-146)
4.  Kai Aiyo mmpiv Tou Xapovra mapadobrg, yivooouv

Xdpog £0U, Kal TTAywVveS TO Tpouaouévo Aad oou (lines 227-228)

*® French prosody uses the terms rejet and contre-rejet in order to indicate the parts of the line before
and after the place of enjambment. In the line, for example, 160 — 161 of the Flute (example 1) the w0
ueyalo is the contre-rejet and the Oaua the rejet of enjambment. These terms will be rendered in this
study as ‘pre-enjambment’ and ‘post-enjambment’ respectively. These terms are also used by Natalia
Deliyannaki in her article: ‘O douokehMopdg otov Epatokpito’, NeoeAlnvika Metpixka, op.cit., pp. 117 —
136.
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In these examples, the short ‘post-enjambment’ is found isolated and
intensified at the beginning of the next line because the meaning of the
previous line is not complete without it. It is therefore used for emphasis,
something that Palamas appears to exploit, at the same time as varying the
iambic rhythm of the poem. The intensity, therefore, of these particular
enjambments is the greater, because the unit which enjambs (‘post-
enjambment’) occupies only a few syllables in the next line. We notice also
that the stress is shifted from the fourteenth syllable and moved on to the end
of the phrase, as in example 2, where the main stress in the phrase does not
fall on the word 6pdvo but on the word avéBaoua in the next line. By contrast,
the intensity is less when the ‘post-enjambment’ reaches the caesura or even

comes after it:

1. Titrore O¢ev T’ amoueve, Kal yovaxa Bacrtouoe
aTnv 1pUTTa TTOU &iTav dAAorte 1o oToua, uia gAoyépa  (lines 85-86)
2. Kal TTNPE Kal uE OTUAwWOE aTa OovTia oou, TpaBwvrag

T’ aviepo 1’ avayéAaoua ki 600 O¢ev Eémmaipve aAdo.  (lines 209-210)

There is a similar phenomenon in cases of ‘pre-enjambment’. The shorter the

‘pre-enjambment’, the greater the intensity of the enjambment. For example:

1. Kal arauarnoay ioa ekEi 0To xaAaoua- kai o T6mog
YEUIOE aTTO IAnuara Kai Bpovroug Xapokomwy,  (lines71-72)
2. TNV TEQITTAIXTPA TH YAoyEpa arrd 10 OTOUQA TOU- ONWS

OV TTPOQPTACE TO XEPI TOU va yyién TN @Aoyépa (lines 158-159)
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3. Emaiéa eyw tn¢ Maéiuws kair xopewe- Tou AKpita
¢eokémaoa 1n AeBevid kai Tov TTAPAdwWKaA ioa (lines 174-175)
4. XaporroAéuasg. Kai ééapva oTuAwbnkes. K’ eou gioai

mou KaBaAAapng Ewrikog deixvooouv Tou Aaou oou (lines 225-226)

In these particular examples the duration of the ‘pre-enjambment’ is brief.
Consequently, the intensity of the enjambment is great. The ‘pre-enjambment’
in example 2 is even briefer, being made up of just one word, duwc. In such
lines the intensity of the enjambment is all the greater, and disturbs the iambic
rhythm of the fifteen-syllable verse even more. At the same time ‘pre-
enjambment’, as it appears in the above examples, is a method whereby the
poet can stress certain words, phrases and names above others at will. This
phenomenon is seen in example 3, where the poet selects only the phrase
Tou Akpita to constitute the ‘pre-enjambment’. In this way, this particular
phrase is cut off from the rest of the sentence and the line. As a result, more

emphasis is given to it in the reading of the poem.

Obviously, enjambment, in various forms and degrees of intensity, serves as
a powerful marker of chosen points of tension in the narrative, offering
unexpected rhythmical variation which can be used to great effect. The
intensive use of enjambment in The King’s Flute functions chiefly as a

conspicuous rhythmical feature in the flow of the verse.
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1.2 Internal Punctuation

Another phenomenon that definitely attracts the reader’s interest is the
extensive use of punctuation in the verse. This phenomenon is common

throughout the poem. Examples can be seen in the following lines:

H I16An, va tnv! lNépa ekei otov €miko Tov Kaurro.  (line 1)
H 16An, va tnv! MNépa ekei otov Kautro. Kai €iv’ o Kaurog, (line 26)
«Zn o BaoiAiag AAEéavrpog;» K’ eyw €iu’ n amokpion- eirra: (line 172)

XapormmoAéuaeg. K’é€€apva oTuAwOnkes- K’ eou gioar  (line 225)

In these lines, Palamas manages to disturb the iambic rhythm. The reader is
surprised by the frequent pauses. The verse becomes slower than the usual
fifteen-syllable verse, since the reader is continuously forced to make pauses.
This phenomenon makes the verse more narrative and dramatic, creating
tension. Moreover, internal punctuation in The King’s Flute is also a means of
weakening the mid-line caesura, something that we met in Cretan verse as
well as in Solomos’s poetry. The creation of other caesuras, in addition to the
caesura after the eighth syllable, because of the pause required by
punctuation, leads to the substantial weakening of the mid-line caesura,
significantly disrupting the iambic rhythm of the line. This phenomenon is

distinct in all the four above examples.

At the same time, Palamas often uses punctuation to boost the rhythmical

regularity of the fifteen-syllable verse of the Flute. For instance, he uses an
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ellipsis in order to underline the metrical pause at the end of the verse or the

mid-line caesura:

Kai tn 6i1kn pou 1n {wn, dapuévn amo Ta maon,

otnv mpooeepa. Tnv moTioes... Kai rasi! Ti aAAo BéAcig; (p. 43)
or

TUpYoI, Kai OEv TOUS BPEXOUVE Ta TTOOIA TOUS OI TPAQOI,

oav TPWTA, UATE OI TTOAEUNOTPES, UATIAQ TOUS AoTPpA@TOUV... (p. 137)

Moreover, when the internal ellipsis is in a place other than the eighth syllable,

it increases the rhythmical variety of the verse, as for example in the lines:

Kai kAaigir Tnv o kakn okAaBid kai 1o xauo 1o uéya
Tou gival ypa@ro, yAnyop’ apyad, va épn arr’ tng Agiag

ra 1pioBaba... Kai va! kai va! tnv wpa rourn apyiler (p. 86)

1.3 Complete Abolition of the Mid-line Caesura

This phenomenon, combined with the weakening of the mid-line caesura,
dominates the next two metrical devices we will examine. Complete abolition
of the mid-line caesura is one of Palamas’s most significant innovations in the
fifteen-syllable verse. Consequently, it is essential to examine this
phenomenon in such a study. Searching for metrical devices new to Greek

poetry, Palamas also took as his guide French Parnassian poetry, which he
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came to know and studied during the decade 1880 — 1890.%° Of course, as
Marmarinou argues, the Romantics and particularly Hugo had been the first to
give French verse a variety of new metres and rhythms. The Parnassians,
however, were poets who, because of their deep attachment to the treatment
of form, had perfected and revealed all the possible forms of verse by even
adapting these forms to the content. Palamas came across, got to know,
studied and admired all these innovations in French versification and tried to
adopt some of them while rejecting others. One of the fruits of his efforts was
the complete abolition of the mid-line caesura in many of his lines. He begins,
in addition to the other devices he uses, to abolish the regular caesura after
the eighth syllable as frequently as possible. The ‘paxn pe ™ peoaia Topry,
as Politis characteristically terms it, begins with the "Yuvo¢ tn¢ Aénvag, is
expanded upon in the Mdaria tn¢ Wuxng uou, is well established in AodAeutn

Zwr and is used in its definitive form in The King’s Flute.*’

As Marmarinou points out, French versification and particularly the
development of the national French verse, the twelve-syllable verse (The
Alexandrine), with which Palamas compares the Greek fifteen-syllable verse
in his study when he was translatiing the Ypatia by Leconte de Lisle, taught
the Greek poet a good deal. In this respect, Palamas is very much influenced
by the example of Victor Hugo, whose verses, according to the expression of
Palamas, ‘kAcivouv péoa TOug KGBe  OuvaTrd  KATAMEPIOUO  TOU

SwdekaoUAaBou Kal KEBe akavéoviotn TouR’.>? However, it is equally certain,

2 E. Politou — Marmarinou, O Kwotig [lolaudg kot o yaliikos mapvacoiouog, op. cit., p. 346.
3 Linos Politis, Mezpixd. H uetpixn tov Ialoud. op. cit., p. 40.

1 Ibid., p. 66.

32 Kostis Palamas, ‘H Metagppaotg ¢ Yrotiag®, op.cit., p. 292.
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as Marmarinou argues, that Palamas was also influenced by the example of
Leconte de Lisle in abolishing the mid-line caesura. Besides, as Palamas

himself notices, Leconte de Lisle:

OOUAEUEI TO OTiXO TTOAU KAVOVIKWTEPA Kal TTAéOV OUUMETPA (TOU
Ouykw) aoAN autd &¢ Ba et TTWG QUAGEl BPNOKEUTIKA TNV
KAaoolk Toun (...). KGBe GAAo. Movdaxa ota BapBapikd Tou
€EAOYAPIOOA QPKETOUG TTAPATOVIOPOUG KOTA TNV TOPAV TwV
OTiXWV.
In the above extract Palamas admits that he had noticed the metrical form of
Leconte de Lisle’s poetry and indeed, he had pointed in particular to the fact

that the French poet had not hesitated to abolish the mid-line caesura after

the sixth syllable in the twelve-syllable verse on many occasions, e. g.

1. Ettoi, Lac du soleil, | ou, | comme nos aieux

2. Silence! Je revois | I’ inno | cence du monde **
Looking back at the 274 lines of the ‘First Canto’, | can identify four cases of
complete abolition of the mid-line caesura. In these instances we find the

caesura after the ninth syllable:

Karé tov 1oixo otpiuwyé | vo, |*° odumwe kappwpévo (line 79),

3 Ibid., p. 292.

** Leconte de Lisle, Poesies, p. 116: in both the examples the mid-line caesura is moved from after the
sixth syllable to after the seventh. The modern French language does not have a significant stress
accent (unlike English) or long and short syllables (as Latin does). This means that the French metric
line is generally determined by the number of syllables. Special syllable counting rules apply to French
poetry. A silent or mute 'e' counts as a syllable before a consonant, but not before a vowel (where "h
aspiré" counts as a consonant). When it falls at the end of a line, the mute "e" is hypermetrical (outside
the count of syllables).
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meAeknToi 1o gpovtioué | va | ki amré ra maAdria (line 104),
Kail oiuwaoe Ki 0 Noyobé | Tng | K’ ékaue Twg B€Aer (line 156)

o1 duo o1 Godwpol, o oTparnAd |l tng | ki o aTparwTng o aAAo¢ (line 255)

1.4 Tripartite Lines

The next metrical phenomenon is that of the tripartite lines, which is directly
related to the previous three metrical devices, since they constitute, as we will
see, the basis of this phenomenon. Palamas adopted the use of the tripartite
lines influenced by Hugo. As Samouil points out, what encouraged Palamas,
who had already been seeking new elements of ‘TroAutpotria’ and means of
rhythmical variety for the renewal of the fifteen-syllable verse, to turn to the

versification of the French poet was:

n pubuIkh aicbnon TNg ouvBeong TTOIKIAWY avTIBECEWV TTOU
EMTUYXAVETAI OTO POMAVTIKO OTiX0 Tou Ouykw (Kal Tnv oTToia
ava¢ntouce o [llahapdg otnv “TTOAUTPOTIOV apuoviav' Tou
KaABou), o€ ouvduaopd pe Tnv amoduvapwaon Tng Meoaiag
UTTOXPEWTIKNG TOMNG QUTOU TOU OTiXou Kal Tn dlaipeon Tou O€
TPEIC HETPIKEC HOVADEC, o€ Tpia, CUVABWC avicooUAaBa pépn.

More specifically, as Samouil points out:

oTnVv KIvNTIKOTNTA 1 KOl oTnVv €6acBévion TnG Peoaiag TOUAG
TToAMwyv  dekarreviacUAaBwy  Tou [MaAaud, pia amd TG
ekONAWOEIG TNG oTToiag €ival Kal 0 XwWPIoudG Toug o€ Tpia
avicooUAaBa pépn, Ba TTpéTel va cuvéBaAE aTTOQACIOTIKA Kal
0 TPINETPOS OTiXOC Tou OUYKW.>’

33 The slash (/) indicates the syllable on which, according to the metrical rules of the traditional fifteen-
syllable verse, the mid-line caesura should be that is, after the eighth syllable. The vertical line (])
shows the actual caesura in the verse of Palamas. The same happens in the above French lines.
z : Alexandra Samouil, ‘TTohapdg kot Ovykd. ZTiyovpyikéc Tapatnpnoelg’, op. cit., p. 537.

Ibid.
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Besides, the poet himself also referred to Hugo’s tripartite lines and
particularly to the weakening or abolition of the mid-line caesura in the fifteen-
syllable verse in his article ‘H Metdgpaoig tng “YmaTtiag”, writing that in the
Alexandrine verse of the French poet ‘n kakéuoipn peoiavr) Tou KaTAvTnoe
va un pmropr va Egputioer’.®® At the same time, Palamas once again referred
to the alternation of tripartite and quadripartite lines by saying that ‘o1 oTixol
Tou [Tou OuyKw] TTOTE ATTO KAVOVIKOI KAl CUPPETPOI EECTTOUVE KAl YAUOTPOUV
0TO AKAVOVIOTO Kal 0To acUPpETPo’.>® Some examples of tripartite lines which

| located in the first 274 lines are given below:

1. Kai méoav, | mpookuvnoave T1o Agiwavo, | armoAuocav
pavraropa (lines 154 - 155)
2. payapiotig, | anuaoTtig twv ayiwv; | Kai v’ ekeivog
mou ayvavrewe e amrouepa (lines 207 - 208)
3. XapormoAéuaceg. | K’ ééapva oTuAwOnKeS: | K €0U gioai
mou KaPaArapng éwrikog (lines 225 - 226)

4. ki o kaBaAAapng | o poviag Tou dpakovra, | o AeBéving (line 256)

Thus, in all the above cases the line is devided into three, almost self-
contained, meaningful units. As we can see from the above examples, in this
tripartite separation of the lines the punctuation makes a decisive contribution.
It contributes to the creation of two extra caesuras (beyond the mid-line
caesura after the eighth syllable), which prove more important than the mid-

line caesura. Consequently, the caesura after the eighth syllable, cannot be

¥ Kostis Palamas, ‘H Metdgpaotc g Yrotiog’, op. cit., p. 292.
39 1.
Ibid.
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maintained in the tripartite lines, although, it does not disappear completely.
On the other hand, however, Samouil claims that weak, internal punctuation
alone is not enough to create syntactic and semantic pauses, of greater
intensity than the mid-line caesura which splits the line into two hemistichs.
Samouil therefore believes that in order to separate the fifteen-syllable line
into three parts, in addition to the punctuation, the constituent parts should
have perceptible semantic independence: that is, be three independent
phrases, something which can be seen to operate in the above examples. By
contrast, when the three parts of the line share out its syntactic content in
such a way that one part is the subject or the object of another or even of the
other two parts, the anticipated semantic and rhythmical sense of the fifteen-
syllable verse is not seriously in question. So, in most of these cases, if not in
all, the mid-line caesura is weakened, but not to such a degree that the
pauses created by the punctuation marks are greater than the pause after the
eighth syllable.*® At the same time, in Palamas’s tripartite lines, the obligatory
stress on the sixth syllable in the fifteen-syllable verse (example 1 and 3) or

on the eighth syllable (example 2 and 4) is maintained.

The existence of two metrical pauses within a line makes Palamas’s tripartite
lines slower than the usual fifteen-syllable verse. This results in disrupting the
metrical expectations of the reader. Palamas’s tripartite line often contains
either the most important idea in a section of lines, or an unexpected image
different from that of the overall unit, thus grabbing the reader’s attention. For

example an unexpected image is found in the following lines:

4 Alexandra Samouil, ‘ITokapdc kar Ovyk®. Ztiyovpytikéc mapatnpioels’, op. cit., pp. 536-537.
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Boéyyor kai oupAidlouv,| arrapayuoi kar Bapyouave, | CApKeS
okiCovrai Aeg,| ouvrpiBovrar KOKKaAa Asg,| Eeomrdve

Karapeg, [...] (p.36)

1.5 Broken Verse®'

The phenomenon of the ‘broken verse’ is yet one more innovation that
Palamas adopted from French poetry in his attempts to reform the ‘national’
verse. This phenomenon can only be identified in a group of consecutive lines
rather than in an individual line. In ‘broken verse’, phenomena such as
tripartite lines, weakening or abolishing the mid-line caesura and enjambment
play a significant role. French ‘broken verse’ is where an Alexandrine verse
instead of having the regular caesura after the sixth syllable, has a moving
caesura which can appear at any point in the line, from after the second beat

up to after the eleventh:

Viens, | toi qui n’eus jamais peur de ma majesté

Et voila comme on fait des bonnes maisons. | Va *?

It concerns an innovation which came to be applied in French versification not
so much because of poetic intervention in the structure of the verse by the
poets, but more thanks to a new way of reciting the Alexandrine verse in

tragedy by the actors. From the seventeenth century on actors gradually

*! French prosody uses the term vers brisé for the particular metrical phenomenon. This term will be
rendered in this study as ‘broken verse’.

2 Wilhem Ténint, ‘Prosodie de I’ Ecole Moderne’, Pour une meétrique hugolienne, Paris 1992, p. 65 —
66.
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abandoned the chanted recitation and started to recite their lines ‘breaking’
them up, that is reciting them in a more natural way. The recitation got closer
to spoken language. In this more naturalistic recitation of the Alexandrine
verse, it is believed that ‘broken verse’, which was first used by Hugo for the
needs of verse-drama, has its origins.*® In addition to the tripartite lines,
Palamas appears to adopt, once again, the French poet’s innovative way of
rhythm-making. The following passages meet the necessary criteria to be

characterized as ‘broken’:

a. Kalméoav, | mpookuvoave 10 Agiwavo, | armoAuoav
yavraropa, | to unvuua va mman rou lNaAaioAdyou.
Kai oiuwoe Ki 0 AoyoBETng | K’ Ekaue TTwe B€Ae
V' armAwan mpog 10 okéAeBpo | TO XépI yia va BydAn
TNV TTEPITTAIXTPA TH PAOYEPQ aTTd TO OTOUQ TOU | OUWS
OcV TTPOQYTACE TO XEPI TOU | va yyién Tn pAoyépa-
TOUC OUVETTAIPVEI QTTIOTEUTO Ypiknua, | 1o ueydAo

Baua- | n pAoyépa, kai yiAd (Canto I, lines 154-161)

b. Kai va!l Kai va n mroutrn, Kkai urraivel
oT10 xaAaoua. | llavr’ avoixtog o 1deog, | Tpog Tov Toix0o
mavra Kai opBo 1o okéAeBpo. | 210 oTOua ToU N PAoyépa
mavra. | Ta xépia, BaaiAiq, mpog¢ 10 Agiwyavo ammAwvVelg.
Tou kakou. | MoAig rayyiéav ta xépia oou, | 0To xwua

To Aciwavo owpidleral, xwua. | 2€ keivo amavou

3 Frédéric Deloffre, Le Vers Frangais, Sedes, Paris: 1991, pp. 126 — 128.
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Boufn n ®Aoyépa n pouaikn, | yia méraua kaAaur (p. 147)

These units, as Samouil points out, are striking in their variety of rhythm, due
to the different point in each line at which the caesura is placed. The caesura,
as we see, can be moved to any place in the line (from after the second beat
[e.g. line a 161] up to after the thirteenth [e.g. line a 158]). At the same time,
the phenomenon of enjambment (internal and external) is also closely
connected to ‘broken verse’. The external enjambments (lines a 154, a 156, a
157, a 158, a 160) are so intense, that the relation between the metric and the
semantic system is seriously disrupted. The displaced caesura and
enjambment are two interrelated practices the use of which makes the line
more flexible and more melodic than a line with a regular caesura.** Both
‘broken verse’ and the frequent use of enjambment occur because of a
shared perception of verse that was revolutionary for its time: that is, from
now on it was language that would impose its structure and its restrictions on
the organization of the verse and not metre.*® Finally, we also realize from the
above lines that the parts, made up of broken fifteen-syllable verse, differ from
the rest of the lines of Palamas’s poem because of the simpler structure of
their language. There is a more sparse use of adjectives compared to other

lines of the Flute.

Without using the term ‘broken verse’, but nevertheless describing its
characteristics, Politis identifies in some passages of the Flute ‘pia TToikIAia o€

deutepelouoeg TopEG, which are closely related to the frequent use of

# Alexandra Samouil, ‘TTokapdc kat Ovyk®. ZTiovpytkéc Tapatnproelc’, op. cit., p. 544.
* Alexandra Samouil, O ITalaudc xar 3 kpion Tov otiyov, op. cit., p. 42.
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enjambment.*® | should mention here that, as Samouil claims, the caesura in
the ‘broken’ fifteen-syllable verse, which is found somewhere other than after
the eighth syllable, is not a secondary one. The secondary caesura in ‘broken
verse’ is the regular caesura of the line, coming after the eighth syllable (that
is, in the lines where a secondary caesura exists).*” Punctuation, intense
enjambment and the appearance of the regular caesura in the middle of a
word (which can force it to move from the eighth to the ninth or tenth syllable)
lead to the weakening of the mid-line caesura, turning it into a secondary one.
As a result, in this case, the caesurae which appear in other places in the line,

apart from the mid-line, play the leading role.

1.6 Synizesis

With synizesis we turn to some small-scale phenomena, which, however, are
not at all insignificant in achieving rhythmical variety. The use of synizesis in
The King’s Flute is a very frequent phenomenon. In the 274 lines of the ‘First
Canto’, 249 instances of synizesis were found that is, in 90.8% of the lines of
that particular Canto.*® These synizeses were then divided into internal
(82.3%) and external ones (17.6%) the better to examine their peculiarities.*°
With the frequent use of synizesis, Palamas tried (successfully it seems) to

give the verse a flexibility, that would lead to harmony and melodiousness. He

* Linos Politis, Metpixd. H uetpuij tov Hodoud. op. cit., pp. 71 - 72

7 Alexandra Samouil, O ITalaudc kar n kpioy Tov otiyov, op. cit., p. 42.

* Cases with the word &z are not counted as synizesis, like: K1 aé ta_élata, k1 amdve_ amé tovg
mevkovg. Q! éAa! Also there is no synizesis in words like ovkid, uniia, ywpic and povidg, because in
Modern Greek grammar the last syllable —a- is regarded as one syllable and not two. Thrasyvoulos
Stavrou, NeoglAnvikn Metpixn, op. cit., p. 28.

* By the term ‘internal’ synizesis I mean the synizeses which are between the syllables of the same
word, as for example the synizesis in the word Pwuavia, whereas the term ‘external’ synizesis refers to
those synizeses which join two words, as for example to yépt evog exdixnti.
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achieves this, for example, with the use of a significant number of external
synizeses between two unstressed vowels or by avoiding using synizesis
where both of the two adjacent vowels are stressed. An important factor in the
way synizesis functions is its relationship to the stress, which regulates the

smoothness of synizesis, as we have seen in Chapter One in Solomos.

External synizesis is smoother® when both the two adjacent vowels are
unstressed.®! In the 274 lines, 60.9% of the external synizeses fall into this
category. Synizesis also functions harmoniously when only one of the two
vowels is stressed. In the relevant lines, 69 such cases (33.6%) were found.
Finally, synizesis between two stressed vowels is more infrequent and has a
certain roughness.>? In these cases of two adjacent stressed syllables one of
them loses its stress. In the lines with which we are concerned only 11 cases
were located. This roughness decreases and is almost eliminated when the
two stressed vowels have the same sound (e.g. mouAi giuai [line 196], eou
gioar [line 225]). Similarly roughness decreases when stress returns to its
regular place soon after a synizesis (as happens, for example, in line 264,
where a synizesis occurs between two stressed vowels and the stress
immediately follows in the fourteenth syllable, thus achieving the complete

restoration of the iambic rhythm and smoothness of synizesis) and when the

%% By the term ‘smooth’, I mean that synizesis is easier to pronounce. That is, in terms of the ease with
which one vowel flows into the other (e.g. €66 eioar). By contrast, by the term ‘rough’ I mean that
synizesis is difficult to pronounce. The adjacent vowel rounds in Aad, for example, do not run together
easily. These terms are also related to how synizesis sounds in the reader’s ear.

3! Thrasyvoulos Stavrou, Neoednvikii Metpixi, op. cit., p. 28.

32 Ibid., p. 29.
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first of the vowels is stronger® than the second (e.g. kaAé givai [line 124 ] and

eyw gipai [lines 198 and 199], where the -o- is stronger than the -i-).

As to internal synizeses we can classify them into three groups®*: a) both the
vowels are unstressed (21 cases); b) the first vowel is stressed (18 cases)
and c) the second vowel is stressed (5 cases). In the first case (group a)
synizesis is smooth and harmonious (e.g. akoueg [line 73], Bgo@uAakTn [line
234], aypro [line 124]). When only the first of the two adjacent vowels is
stressed (group b) synizesis becomes very smooth. This kind of synizesis is
used very frequently. For example, mder [line 37], kakia [line 34]. Finally,
internal synizesis in adjacent vowels where the stress falls on the second one
(group c) is more infrequent and rougher. However, as Stavrou argues, there
is a gradation in the roughness of the synizeses of this category.”® The
degree of roughness depends on the relationship that exists between the
vowels (as regards their relative strength) when they meet. When, therefore,
the second of the two adjacent vowels (the stressed one) is stronger, it can
attract the preceding (i. e. the weaker) one relatively easily so that the two
vowels might end up being pronounced together. In this way, synizesis is no
longer very rough.®® In four out of the five cases located in the 274 lines, the
second of the two adjacent vowels (the stressed one) happens to be stronger
than the first vowel, and thus, synizesis is not at all rough. For example:
orammAara [line 148], KAsiw [line 167], raéiapxec [line 260]. A rougher

synizesis takes place when the opposite happens that is, when the second

>3 The strength of vowels is defined according to their acoustic capacity. See Chapter 1, Solomos.
>4 Thrasyvoulos Stavrou, NeogAlnvikn Metpixn, op. cit., p. 31.

> Ibid., p. 35.

>0 Ibid.
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vowel (the stressed one) is weaker than the first, as for example in the word

Aaé [line 228].

Moreover, there is another interesting point regarding the use of synizeses by
Palamas in the Flute. It concerns the phenomenon of synizesis on the eighth
metrical syllable. In the 274 lines only four cases were identified in which

synizesis occurs on the eighth metrical syllable:

adiknTNS @oviag Tou abw_ou | pnyormouAou, ki o idiog  (line 3)
Eyw giuar aAdadeppn tng KAei_wc | kai yAwooa 1ng KaAAIdTng (line 167)
KI apxidw kar okoptTw Kai Aé_w | Tou koouou éva Tpayoudi (line 232)

[MAGBw éava tnv 1oTopi_a, | éava oag avaoraivw (line 233)

However, examples of this phenomenon can be found throughout the Flute.
Some of the more indicative verses which display this particular phenomenon

are:

Second Canto

Ki armro ra éAara, ki amra@vw_a | mo toug meukoug. Q! éAal (line 291)

Third Canto

ZEXWPIOTA, Kal 1710 TTOAU_a | 110 T’ dAAa, amrdvou arr’ 0Aa, (line 240)

Fourth Canto

TTPOOKUVNTH QUTOKPATopQ, a | Mo o€ Kai 1o oTparo oou! (line 76)
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Uéo’ oTa peAdVIa Tous xpuooi_g | miokorrol Kai Tarrradeg (line 417)

Fifth Canto
mpoowtra xiAia eavraxta_a | {wypdeiora ummopouve (line 58)

UTTOPEI TTPOS KOO0 TTI0 UECTO_a | 10 TOUTO Kai 10 aképio (line 270)

Sixth Canto

Kai idav tn OnPa éakouarrn_a | mo 1a maidid tn¢ Twpea (line 115)

Seventh Canto
TOV dAAO n TTavoTTAn B€d n | euAdxTpa cou n mapBéva (line 247)

KI a1T’ TOV TTAVWPIO TNS vao. n | euAaxtpa oou n mapbéva (line 263)

Eighth Canto
Twv OAUuTTWYV 1O TPAVTAOUQ, N | VIKNTPA TwV TITAvwy, (line 66)

n TPoUAAWTH eKkANOia, kI autn_u | wwuévn xpovia twpa (line 126)

Ninth Canto

TIC XNTES TOUS aTTO WnAdG_or | kounteg aveuidouv (line 158)

Tenth Canto

Ki Ao €iv’ 0 idlo¢ KiI 0Ao aAAdlel, - € |o¢€ig, yuprtoi oToug Tagpous (line 71)

KaBwg XTUTTA TO VUXTOKOTTO_Q | gppovTioTo vepaidag (line 181)
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Eleventh Canto
Ayia \eouoa, kpéuovral_a | o oéva, eAénoe uag (line 11)

Ma eyw iy’ o MNoAsuog, ua eyw_egi | 1’ o MNoAsuog. Ta EBvn (line 398)

Twelfth Canto

XEIPOTTIAOTH, OTTWS UoTEPA_Q | 10 uia Bpoxn wpyiouévn (line 8)

The percentage of lines with synizesis on the eighth metrical syllable in the
‘First Canto’ is very low (1.4%), as it is for the entire poem.®” This
phenomenon leads most of the time to the abolition of the mid-line caesura,
as for example in the lines cited from Cantos Il, I, IV, V and VI. This happens
because synizesis forces the caesura to move to the middle of a word. At
other times this phenomenon leads to the weakening of the mid-line caesura
because it gets between the article and the noun, as in the examples from
Cantos VII and IX. The use of synizesis in Palamas, therefore, constitutes an
entirely conscious choice, which aims at achieving euphony in the line, but it
is also ‘€éva akoun e@eUpnua, avaueoa oTa TOOA, YIO TN METPIKN TTOIKIAIA, TN
puBuIK avavéwon kal TN PASN ME TNV KAVOVIKOTNTA TWwV TTOANIOTEPWYV
SekatreviaoUMapwy’.”® Generally, Palamas manages in various ways (use of
kailki, use of elision) to control synizesis and make it the most fundamental

and most important indicator of euphony in his poem. The more the poetry of

>7 Just twenty-four cases according to Deligianaki in: Natalia Deligianaki, ‘Ot dekameviacvilopot tng
Dlroyépag tov Baoilid’ , Kworng Holouds. O mwointis kot o kpitikog, Athens: Mesogios 2007, p. 353.

3% Evripidis Garantoudis, O ITalaudc omé tn onuepivii oxomid.: Oweic e moinone tov kot e odyypovic
TpOTAnynG g, op. cit., p. 118.
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Palamas develops and matures, the greater the frequency with which

synizesis is presented in his poems.*®

In order to better understand the important and unprecedented increase in the
presence of synizesis in The King’s Flute, it may be useful to compare the
rates of synizesis in other poems (earlier, as well as, later ones). Thus we can
observe a progressive increase in the number of lines with synizesis from
levels of 33.5-43.5% in Cretan literature (at its peak), to 47.7%% in Konrikéc
(which marks the highest rate in the fifteen-syllable verse of Solomos),®’
reaching up to an almost inconceivable 90.8% in the ‘First Canto’ of The
King’s Flute. Even later poems would not exceed the rate of synizeses found
in the Flute, as for example, the fifteen-syllable verse of Karyotakis, which
does not exceed 66.6%, or Sikelianos’s poem MRrnp ©cou in which lines with

synizeses amount to 75.1%.°

Lines 198-199 present additional interest, regarding the subject of synizeses:

Mnv 1péuete:_iual n rareivn, K’ eyw_giuar OAou Tou KOoUoU,

K’ eyw_giupal n BAaxa_n ouopen, K’ n BAGxa_n maiveuévn.

In these two lines we have an accumulation of synizeses. The large number
of synizesis gives the line an extra melodiousness but also demonstrates

once more the methodical and systematic use of synizesis in the poem. This

59 :
Ibid.
5 The total number of synizeses: internal and external.
6! Natalia Deligianaki, ‘Ot Sekamevtacvilapot e Ployépac tov Baoilid’, op. cit., p. 342.
62 Alexandra Samouil, O ITakaudc kar  kpion Tov otiyov, op. cit., pp. 60 — 61.
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phenomenon attracts the attention of every reader and validates the theory of

Palamas that:

n ouvi¢noig dev eival TToINTIKA &deia yia va Tnv avexOng Me
ouykatdpaol, Oev eival €ukoAia, e€aipeoaig, pOda, apéAcia,
AGB0G, aAAG VOPOG YAWOOIKOG Kal PUBMIKOG, OTOIXEIO TOUu
oTiXou, TNy TNG appoviag. Me autr) TTAATUVETAI N KOITnN TOU
PUBUIKOU TTOTQMOU KAl TO pPeEUPa  TNG  apuoviag TPEXE
agpBovwTepo.?

1.7 Hiatus

Hiatus is another metrical feature directly connected with the phenomenon of
synizesis. The rate of use of hiatus in The King’s Flute is very low. In the 274
lines of the ‘First Canto’ there are only 23 cases of hiatus, unlike the 249

cases of synizesis found in the same lines.

There are only six cases of external hiatus in these lines.®* Four of them
occur after an article (lines 3, 255, 257, 266) where external hiatus is
permissible. Apart from these cases, there is yet another kind of hiatus (line
199), which is where three vowels meet making hiatus absolutely acceptable
and permissible (dilation). Finally, another external hiatus occurs in line 268,
between the conjunction - kar - and a word which begins with a stressed

vowel (kar iokio¢). This hiatus too, is considered acceptable by metricians.

53 Kostis Palamas, ‘H Mertdopaotg g Yratiag’, op. cit., pp. 287 — 288.

6 By the term ‘external’ hiatus is meant the hiatus which occurs between two adjacent vowels in two
independent words, while ‘internal’ is the hiatus which occurs between two adjacent vowels is meant
the same word. In the study I give examples of both kinds of hiatus.
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The remainding 17 cases are examples of internal hiatus. Internal hiatus can
be classified into three basic groups. In the first group hiatus occurs between
two unstressed adjacent vowels and is very rough (e.g. maAaioAdyoc¢ [line
15]). In the second group, the first of the two vowels is stressed and so hiatus
is acceptable and smooth (e.g. BiBuvia [line 106]). Finally, in the third group,
the second of the two adjacent vowels is stressed and as a result hiatus is not
cacophonous. In this group, there is, however, a gradation in the regularity,
depending on whether the second vowel is stronger than the first and by how
much. So, the hiatus in the words 6¢6¢ [line 112] and arwvec [line 274] is less
smooth than the rest, because the second stressed vowel -o - is stronger than
the first and could easily be pronounced together with the preceding weaker
one - € -. By contrast, in the words, Aa6 [line 98], aépa [line 226] and vaou¢
[line 269], the hiatus is smoother because the second vowel (the stressed
one) is weaker than the first and so it cannot easily be pronounced together

with the preceding stronger vowel.

In relation to the phenomenon of hiatus, it is also worth mentioning here cases
where a hiatus occurs on the caesura of the fifteen-syllable verse. This
particular form of hiatus is considered acceptable by metricians. In the 274
lines of the ‘First Canto’, however, there is not a single instance of this
particular phenomenon. Consequently, | have examined the remainding
Cantos in order to present some examples. What | found was that this
phenomenon was very often avoided throughout The King’s Flute and is

rarely found, since of the 4180 lines (the twelve cantos with the introductory
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poem O oc tn¢ Xrjpac) only 16 of them have a hiatus on the caesura.®® This
is one more element demonstrating the almost complete absence of hiatus

from the poem. The 16 lines which present this phenomenon are:

Fourth Canto:

70 AoyIouo ToU KapewrTo,| érol évag amro éévn (line 62 )

Seventh Canto:

av é0Buog, av éavalnoe,| i av nupe uia yia mavra (line 291)

Eighth Canto:
KI akoua we Twpa Kpaleral,| avéBnke o’ egéva (line 10)
0TnG vuxTag 10 TpEUoUAIaoua | arravou amro pnuadia (line 74)
Kai ue 1o Bautroxapaua | axvog n 6éa kai mraei (line 97)
KopuIa yepuéva, Aoyiouoi | oA6p0Boi, kai o amdvou, (line 202)

arro Tov ayvwpo aokntn | wg 1o BouAyapogdyo (line 357)

Ninth Canto:
OAuumma 6ounon orepvn,| amo arriko texvitn (line 85)
odokale, va! yeyaAwoa,| amrokoro un mng ue: (line 268)

TTOU &iTaV KATTVOi Kail oveipara- | gkei Tou oAdyupa uou (line 297)

Tenth Canto:

€iv’ n yuvaika n GBuooo, | 6x1 yiar’ €iv’ ekeivn (line 50)

5 Evripidis Garantoudis, O ITalaudc oré tn onuepivij oxomid.: Oweic e moinone tov kot e adyypovic
TpOTAnynG g, op. cit., p. 118.
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okotradepn Kai poBepn, | 600 IAapn xapaleic (line 174)

Ki étrou oro uéya didBa uou | arrd tnv Tpiaditoa (line 217)

Eleventh Canto:
H A6nva dev umrapyel ma- | urrdpx’ n Evpwrn. Aog 1ng, (line 228)
K’ €0U, éapuarwtn:- ABnva; | ox1 Abnva- 2ogia (line 325)

Evag — dev EEpw — giual K’ eywr- | giual, gipouva, kai Ba eiuai, (line 378)

The number of lines which have a hiatus between the hemistichs is minimal.
Fifteen of the sixteen are found after the middle of the poem. In the above
examples we notice the significant role punctuation plays in this particular
phenomenon. In almost all the cases the two hemistichs are divided by a
punctuation mark, either by a comma (the most frequent) or a semi-colon or a
question mark. In these lines, with the help of punctuation there is a semantic

and syntactic pause which is more strongly stressed by inserting a hiatus.

Regarding hiatus in this poem by Palamas, it is remarkable that sometimes it
is used so that the rhythm of the line is coordinated with its meaning. An
example is when Palamas, wishing to highlight the character of Basil Il, and
distinguish him from his army, as it approaches the holy rock of Athens, uses

hiatus in two successive lines, a rather unusual phenomenon in the Flute:®°

Kai Eexwpilel avaueoa | og 6AoUC, Kal KOOTICEl,

évag, yia oAoug. lNéoTte pou,| yupw_oupavoi kai koouol, (p. 98)

5 Alexandra Samouil, O ITakaudc ka1  kpion Tov atiyov, op. cit., pp. 66 — 67.
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1.8 Anapaestic Feet

Another metrical element found in the fifteen-syllable verse of the Flute is the
introduction of anapaestic feet in certain lines, disrupting the iambic rhythm.
We can find anapaestic feet both in the first hemistich (with the displaced

accent on the third syllable):

AOIKPITEG, OOUETTIKOI, | TTpwTOOTPATOPOI, apxovrol (line 92)

K’ éva odAcua odAcwe | ota oA6Baba Tou vou toug (line 119)

as well as, in the second hemistich (with the displaced accent on the eleventh

syllable):

ocv €ida tnv avamrayn, | 6¢ ue yvwpioes urrve  (line 113)

K’ €0’ cioal rou éewuxayeg, | kai mpotou éewuxnons (line 212)

These anapaestic feet are scattered throughout The King’s Flute. However,
scattered as they are among the rest of the lines, they make a distinctive
impression and introduce an element of surprise with the abrupt change from
the iambic rhythm, giving a particular coloration when they ‘pmraivouv pe
KatToia @eIdw Kal otnv KAaTdAANAn B€on, €éva péoco dpacTIKO, TTOU WOTOCO OTA

XEPIa EVOG PETPIOU TEXVITN Ba UTTOPOUCE VA QEPEI KGTGOTpO(pég’.67

In discussing anapaestic feet in the Flute, it would be a serious omission not

to mention that they remind us of the same characteristic syncopations of

57 Linos Politis, Metpixd. H uetpixij tov Holoud. op. cit., p. 69.
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Byzantine fifteen-syllable verse®® and above all not to note the opportunity
these particular syncopations offered Palamas to hint at the Byzantine epic of
Digenis Akritis. And in particular with reference to the version closest to the
original epic, contained in the manuscript of the Grottaferrata monastery,

Politis mentions that:

ToviCel TTOAU ouxVvd, Kal avTiOETa TTPOG TO PACIKO 1AUPBIKO puBPo
Tou arixou, Tnv 3" cuAAaBn ( Tou o 1 Tou B’ nuUICTIXiOU),
onuIoupywvTtag €10l évav  TTOPATOVIOPO  ‘avaTtraioTike'. To
QAIVOUEVO gixe emonuavoei YEVIKOTEPA yia TOV
oekatmeviaoUANaBO  Twv  BulavTivwyv  Adyiwv:  aAAd  oTnv
mapaAayy  Tng Grottaferrata  TTapoucidletar pe  TETOIQ
ouxvotTnTa, WOoTe va unv  amoteAei Tma  €€aipeon aAAd
XOPAKTNPIOTIKA 1310TUTTia TNG TrapaAAayrg.®®
At the same time, in addition to the Byzantine fifteen-syllable verse we must
not forget the contribution of the French Alexandrine twelve-syllable, which
takes, as Politis points out, the stress on the third syllable, as well as the
Italian eleven-syllable verse used by Solomos which also varies its rhythm by
placing the accent on the third syllable.”® Finally, Polylas’s Homeric
translations are perhaps responsible for this peculiarity in the versification of

the Flute. As Deliyannaki has pointed out, they display this particular stress,

together with other strong syncopations, on the third and eleventh syllable.”

68 :

Ibid., p. 70.
% Linos Politis, ‘Nedtepeg amdyelg yuo ) yévvnon kot T Sopn tov dekameviacviiafov’, op. cit., p.
215.
" Linos Politis, Mezpixd. H uetpixn tov Ialoud. op. cit., p. 70.
! Natalia Deliyannaki, ‘Ot dexamevrocviraBor g Proyépag tov Baciid’, op. cit, p. 341. Palamas
himself mentions Polylas as a source of inspiration: Kostis Palamas, ‘H petdepacic tg Yrariag’, op.
cit., pp. 289 — 290. See also Chapter 1, reference 75.
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1.9 Palamas, Karyotakis and Seferis

| have already mentioned that the fifteen-syllable verse reached its high point
in The King’s Flute. The peculiar use of certain metrical devices and the
introduction of some metrical innovations contributed to the renewal of this
verse, which achieved a degree of perfection that the efforts of later poets
(from Karyotakis and Sikelianos to Seferis) who went on to use it, could not
surpass. | mention Seferis as the end of the line, because the verse of
Epwrikog Aoyog, (written in 1929-30) is considered the last significant
example of the use of fifteen-syllable verse. In order to complete this study
therefore | must compare the fifteen-syllable verse of Palamas (albeit briefly)
with that of some later poems. More specifically, | will refer to the fifteen-
syllable verse of Karyotakis and Seferis. In this way, | hope to shed some light
on the importance of the fifteen-syllable verse of Palamas, which many years
later came to be considered as a verse with an especially personal character,

in respect of its prosody.

First of all, Karyotakis’s work is particularly interesting, since scholars have so
often pointed out his tendency to disrupt the system of prosody.”
Nevertheless, as we will see, the prosody of Karyotakis in the poems which
he wrote in fifteen-syllable verse is not so original, since similar disruptions
had already been achieved, years earlier in the fifteen-syllable verse of

Palamas. And indeed, Palamas’s prosodic disruptions were more intense and

72 Christos Papazoglou, [apatoviouévy povoixi: ueiéty yia tov Kapowrdrn, Athens: Kedros 1988.
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more frequent, while Karyotakis’s are no different from those which are found

in the fifteen-syllable verse of earlier poets.”

Scholars have observed that one of the most common ways in which
Karyotakis disturbs the metre is by frequent and unusual use of synizesis and
hiatus, making the line difficult to pronounce during recitation.”* After counting
the external synizeses (admittedly very important for the euphony of the
poem) which are found in The King’s Flute and the fifteen-syllable verse of
Karyotakis, it is clear that in Palamas’s poem cases with synizesis add up to
73.4%, in a total of 4,172 fifteen-syllable lines,”® while cases with synizesis in
the 261 fifteen-syllable lines of Karyotakis amount to no more than 66.6% °.
At the same time, as has already been shown from my metrical analysis,
there are a number of lines of Palamas, in which up to four synizeses are
accumulated and in certain cases at points where the meaning is held over.
By contrast, in the fifteen-syllable verse of Karyotakis this phenomenon is
encountered only three times, including internal synizeses. Moreover,
regarding hiatus, the acceptable form of hiatus on the mid-line caesura of the
fifteen-syllable verse is found only seventeen times in The King’s Flute while
in Karyotakis it occurs four times (1.5%). So in the Flute the percentage of
hiatus is 0.4% lower than the one found in Karyotakis. By contrast, the
percentage of lines with synizesis among the hemistichs in The King’s Flute is

no more than 1.4%, while in the fifteen-syllable verse of Karyotakis it is

7 Alexandra Samouil, O ITalaudc ko y kpion tov atiyov, op. cit., p. 59.

" Ibid., p. 60.

" The lines of The King’s Flute which are not fifteen-syllable verses are not included in this
calculation. However, the fifteen-syllable lines of the two introductory parts of the poem are included.
7® The calculation of the synizesis in the fifteen-syllable lines of Karyotakis refers only to the original
poem and not his translations. It does not include the ‘broken’ fifteen-syllable lines either. See:
Alexandra Samouil, O IHodauag kot 1 kpion tov otiyov, ob. cit., pp. 59 — 60.
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2.6%.”" Scholars have also pointed out that words, like ¢wrj, véog, 0o, uia
etc are sometimes used as dissyllabic and sometimes as monosyllabic words.
Nevertheless, this does not represent an innovation in the poetry of
Karyotakis since Palamas, with unprecedented virtuosity, had placed in the
same line not just one but two consecutive words, which should be read the

first time with hiatus and the second with synizesis:

O€ YEVEEC YEVE WV, TTaVTOoU, | 0’ dlwves al wvwy Tavra (p.144)

In addition to this, the phenomenon of tripartite lines, which are frequently
found in The King’s Flute, is rare, if not non-existent, in the verse of
Karyotakis, whereas there are many fifteen-syllable lines of Karyotakis in
which the caesura after the eighth syllable is weakened or even completely
abolished. The abolition of the mid-line caesura, enjambment, and the use of
powerful punctuation in the line result in frequent movement of the traditional
caesura in the fifteen-syllable verse of Karyotakis. However, his short poems
do not allow the frequent presence of ‘broken verse’ as seen in the Palamas’s
poem. Only two stanzas, written completely in the fifteen-syllable verse, could
be characterized as ‘broken’. Lines with anapaestic feet, in which syncopation
occurs on the third syllable either of the first or the second hemistich (the
eleventh syllable), are far fewer. Only in three lines is this particular
phenomenon encountered, unlike in The King’s Flute, where it is very

frequent.”®

7 Ibid., p. 65.
" Ibid., p. 71.
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To sum up, | would say that the metrical disturbances which Karyotakis
attempts in his fifteen-syllable verse are neither more frequent, in percentage
terms, nor bolder than those Palamas had already used in The King's Flute
many years before. By comparison the fifteen-syllable verse of Palamas
acquires even more metrical value. Some scholars believe that, although the
metrical violations of Karyotakis in the fifteen-syllable verse are not bolder
than those of Palamas, nevertheless, they are more effective because they
express the mood of the poet and are in line with the content of his poe’[ry.79
However, co-ordination of the mood of the poet not just with the content of the
poem but also with the rhythm is something that also characterizes the poetry
of Palamas. Though the feelings expressed in The King’s Flute are certainly

different from those in the poetry of Karyotakis.

With the above in mind, | will now go on to compare the fifteen-syllable verse
of a poem by Seferis with the fifteen-syllable verse of The King’s Flute. This
choice is not made at random, since Seferis’s Epwriko¢ Adyo¢ constitutes the
last important turning-point in the history of national verse. This particular
poem consists of quatrain stanzas, which alternate a fifteen-syllable verse
with a fourteen-syllable verse with cross-rhyme.®® As Samouil observes, the
feeling of the rhythm in Seferis’s fifteen-syllable verse is quite close to the
learned traditional form of the verse with its predictable pattern of accents and
the division of the line into two hemistichs.?' The same view is expressed by

Politis who says that the form of the fifteen-syllable verse that Seferis followed

" Christos Papazoglou, Iapatoviouévy poveui: pelétn yia tov Kapvwrdxy, Athens: Kedros 1988, pp.
73,149 — 150, 173 — 174.

8 G. Seferis, Ioujuoza, piroioyiii emuédeia I'. IT. Safpidn, Athens: Tkaros 1994, pp. 26 — 32.

81 Alexandra Samouil, O ITalaudc xou 5 kpion Tov otiyov, op. cit., p. 72.
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was the classic one with regular accentuations and a strongly established
caesura after the eighth syllable.®? In only a few cases is the rule of the mid-
line caesura disrupted, e.g. when it falls after a preposition or after an article.
For example:
ONKWOE 10 KEQAAI atro | Ta xépia Ta kautruAa (line 230)
or

Kal va pag mAnuuupan ue twv | paAAiwyv oou tn omraraAn (line 90)

Sometimes it is abolished when it falls within a word:

avrixtutrol, éexwploué | vor | oAdkAnpol, uia ouiAn (line 34)
or

Ta Aoyia mou_ayyi¢av kai oui | yav | To_aiua oav aykaAn (line 80)83

As scholars have pointed out, Seferis somehow modifies the fifteen-syllable
verse in order to write down the words of the beloved woman by putting her to
express herself. In other words, at the end of the line he adds an unstressed
syllable, thus creating a sixteen-syllable verse accented on the antepenult,
while he substitutes the fourteen-syllable verse for the thirteen-syllable one.
The emotion in the voice of the woman (which is the subject of the poem) is
shown not only by the use of the sixteen-syllable verse but also by the
disturbance to the prosody of the first line, which is accomplished by

abolishing the mid-line caesura after the eighth syllable:®*

%2 Linos Politis, Metpixd. H uetpixn ov Iodoud. op. cit., p. 157.

% These lines are cited by Samouil: Alexandra Samouil, O ITaloudc ka5 kpion Tov oTiyov, op. cit., pp.
72 - 73. For the symbols see reference 35 of Chapter 2.

8 Alexandra Samouil, O ITalaudc ki 5 kpion Tov otiyov, op. cit., p. 73.
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Eivai o mépaoua tou xpovou o1yaAo ki arrokoouo (line 1, stanza 4)85
| should add here the observation of Politis that, in the stanzas where the

woman’s voice is heard, two instances of syncopation are noted on the third

syllable of the iambic lines, which underline the woman’s emotional state:

Makpivog ki aéediaAuTog Tou KOOUOU 0 Bprnvog

va pou xapioeig yépvovrag tnv arrépavrn Autpwaon (p. 30)

Finally, the disruption of the iambic rhythm becomes more intense in these
two particular lines where the phenomenon of enjambment appears between

the two stanzas, combined with the ellipsis after the fifth syllable:

Q unv rapdéeig... Tpooeée v’ akoUuoeIs T’ arappo®

Eekivnua c... T dyyiéec 1o dévipo pe Ta unAa®®

The above observations on the fifteen-syllable verse of Seferis make it clear
that the disturbances which Seferis attempts in the system of the prosody
some twenty years after the publication of the poem by Palamas or the use of
some of these disturbances by Sikelianos and Karyotakis are neither bolder
than those Palamas attempted in The King’s Flute, nor more innovative.
However, according to Samouil, ‘n mpdbeon Tou Zepépn otov “EpwTikG AGY0”

dev.  nfrav. 1600 va  KalvoTopnoel 600  va  avalwoyovioel TN

% G. Seferis, IToujuaza, prloloyuc smpéleia I'. IT. Zafifion, op. cit., p.29.
% Linos Politis, Metpixd. H uetpixn ov Ioiopd. op. cit., p. 163.

%7 Last line of stanza 1, p. 28.

% First line of stanza 2, p.28.
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OekaTTEVTAOUAAQBIK TTapdadoon Tou “EpwTokpiTou” Kol TOU ZOAWWMOU,
UIOBETWVTOG KOl OPICPEVEG  OTIXOUPYIKEG KAIVOTOMIEG TIOU  €I0Nyaye O
Mahapdac’.®® Since Palamas and Seferis did not have the same aims, no
comparison should be made between the two forms of fifteen-syllable verses,
and no conclusion can be reached as to which is the better of the two. My aim
here was merely to present very briefly one last form of the fifteen-syllable
verse and to conclude that no poet managed to make any additional changes
or modifications to the verse beyond those Palamas had already made. The
fifteen-syllable verse of The King’s Flute had reached the limit as regards
disrupting the versification, a limit beyond which the fifteen-syllable verse
could not function as a verse.? In that case, any further disruption could only
lead to a verse form with little or no relation to the structure, of either the

orthodox or the unorthodox, fifteen-syllable verse.

Conclusion

The fifteen-syllable verse of the Flute is strongly marked by the extraordinary
caesuras and the frequent complete abolition of the mid-line caesura as well
as by the repeated phenomenon of syncopation. At the same time, the verse,
for the first time in its history, is quite shockingly liberated by the most
frequent and bold enjambments, giving it a remarkable flexibility. In addition,
the decisively employed synizesis, besides its obvious euphonic function in
enriching the vocalic texture of the poem has been shown to constitute an

important rhythmical factor. Synizesis therefore greatly facilitates the desired

% Alexandra Samouil, O ITalaudc xou 5 kpion Tov otiyov, op. cit., p. 76.
* Ibid., p. 77.
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easy flow of verse, while it leaves the rhythm unaffected. The traditional
fifteen-syllable verse, in the strict sense of the term, ceases to exist. A

radically renewed fifteen-syllable verse takes its place.

Nevertheless, the iambic fifteen-syllable verse constitutes the basis of the
prosody of The King’s Flute. It is a verse which is used a great deal in Modern
Greek poetic tradition, a verse, which accepts the phenomenon of
syncopation and the violations of the metrical sequence and which can
become by turn lyric or epic. The monotony of the verse is broken up by the
alternations of the accentuation combined with the moving or the abolition of
the mid-line caesura and the frequent use of syncopation and enjambments.
Influenced by French prosody as well as by the theories of Kalvos on rhythm
and melody in verse, Palamas does not hesitate to try everything in his
attempts to reform the ‘political’ verse, thus giving the impression of sustained

metrical variety.

In 1894, Palamas writes in the article ‘H Metagpaoig 1ng Ymariag'’:

0 dekATTEVTAOUAAOBOG PEVEI OXEDOV ODOUAEUTO XWPAPI APHOVIWV.
AANO a1TO TN YECIAVA TOURA Kal TOUG BUO TPEIG KUPIOUG AeyduEvoUg
TOVIOUOUG TOU OEV UTTOTITEUOMOOTE Kal Ogv XpnoihotToloupe. Ki
OMWG KI GAAOG TOUAG TTaipvEl €O TOU, Kal VEOI puBPOoi TTOAUTOVOI
MTTOpEl va Byouv amd péoa Tou, puBuoi TTOU XWPIiG va Tou
aAA@Couv TNV BAcCIv, va TOU MPEYAAWVOUV TNV EKPPOAOCTIKA TOU
ouvapl, oUpPwWva TIAVIOTE ME TO VOPO TnNG ‘ev TN €vOTNTI

TroikiAiag’.”’

9! Kostis Palamas, ‘H Metagppaotc e Yrotioc’, Aravra, vol. 15, Athens: Biris, p. 289.
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Palamas’s first attempts to find methods of renewing the fifteen-syllable verse
started in 1894. In fact, he undertakes to finish what previous poets had
begun, that is, a radical renewal and metamorphosis of the fifteen-syllable
verse. Palamas did that because he believed that great poets, such as
Solomos, had not finished the work of reforming its versification. They only
gave examples so that others might follow later on and be led to achieving the
perfection of the fifteen-syllable verse. Despite the endeavour of earlier poets
to change the verse, no one had managed to show all its transformative
potential before.®? It is precisely this effort that | have tried to show in the
second chapter of my study. By trying new techniques, which no one up to
that time had dared to try, Palamas managed to renew the verse. He
managed to disrupt its structural monotony and make it ‘TToAUTpoTTOG’. This
renewal, which Palamas achieved, was the basis for an essential review of
prosody, which would prepare the way for the developments that would follow

with Modernist poetry.

2 Op. cit, p. 290.
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CONCLUSION

The purpose of my thesis was to examine the versification of the poem by
Kostis Palamas, The King’s Flute, and especially to present those
particularities in the verse of the poem which make it so special, leaving aside
its content and its interpretation. | chose to work in this way, because similar
studies which have previously been written about the Flute were based mostly
on the content of the poem and not on its versification. Indeed, this is the
basic difference between my thesis and previous studies. A decisive role in
my decision was also played by the fact that the fifteen-syllable verse of the
Flute underwent considerable refinement, at the hands of Palamas a process
which reached its apogee in this poem. Indeed, the fifteen-syllable verse of
The King’s Flute stands apart from that of both earlier and other contemporary

poems.

In order to achieve my aim, | started by first examining fifteen-syllable verse
before Palamas and then going on to the fifteen-syllable verse in The King’s
Flute. To be specific, starting in the first chapter, | briefly examined and
presented the fifteen-syllable verse using three important landmarks in its
history: first the traditional fifteen-syllable verse in folk songs; then the fifteen-
syllable verse of the poems of the Cretan Renaissance and finally Solomos,
whose poetry constitutes the last significant landmark in the evolution of
fifteen-syllable verse. Using these landmarks | have tried to show the various
changes and stages of refinement the fifteen-syllable verse went through.
Lastly, | examined the fifteen-syllable verse in Palamas’s first collection of

poems, Ta Tpayoudia tn¢ [lNarpido¢ pou, in order to show the enormous
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difference between his first attempts at writing in this verse and the fifteen-

syllable verse of The King’s Flute.

In the second chapter | examined the fifteen-syllable verse in The King’s
Flute. To be specific, | examined the various rhythmical and metrical devices
such as synizesis, hiatus, enjambment, tripartite lines and broken verse,
which Palamas used in order to reshape and renew the traditional fifteen-
syllable verse. This demonstrated its very considerable flexibility and showed
the importance of the contribution made by these devices to the rhythm of the
verse. In order also to indicate the significance Palamas’s fifteen-syllable
verse in The King’s Flute | compared it with the use of fifteen-syllable verse by

two other prominent Modern Greek poets, Karyotakis and Seferis.

The result of my study was to show that The King’s Flute indeed constitutes
the culmination of Palamas’s effort with fifteen-syllable verse thanks to the
new metrical and rhythmical devices he used. My study also verified that the
fifteen-syllable verse in The King’s Flute constitutes another significant
landmark in the history of the political verse. The use of these various metrical
devices in The King’s Flute reached such perfection, that other later poets’
efforts at using fifteen-syllable verse have not resulted in any additional
changes or modifications to the verse. Palamas managed to put his metrical
theories into effect by paying more attention to the verse form. As a result, he
achieved the ‘TToAuTpotrog apuovia’, which he had attributed to Kalvos in his

articles.

88



| hope my study may lead to a new appreciation of Palamas’s poem and to a
more general reassessment of his contribution to Modern Greek poetry as a

whole.
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