GREEK LYRIC METRE.

L

mobev émicaiTovs Beodpopous Eyets
patalovs dvas ;

Ta & émipoBa SvapaTe Khayyd
puenoTuTels opod T SpBioss v vopors
wofev Spovs Exes Oeameaias 080D
xakoppripovas ;

These wild and passionate throes,

Whence rush they on thee thronging ?

Such terrors wherefore shape in harsh and awful song
And shrill withal ! What is it guides thy boding lips
On their ill-uttering path ? ‘

That, after all that has been written on the subject, I imagine to be still the
question in the bosom of most readers when they are confronted with a piece
of Lyric metre at all complicated. Those who are fortunate enough to have
an ear for rhythm, and thus the capability of understanding, are still left, it
seems to me, to hear a piece of metre as an uninstructed person héars a piece
of music: though he may experience to a considerable degree a sense of vague
and general satisfaction, he will lack the understanding of a musical adept.
But a musician, hearing a sonata, follows what is being done; observes the
themes of which the composition is constructed ; notes the treatment of
them, how they are developed, varied, and combined ; perceives their ethical
significance, and feels intelligent artistic pleasure. For all that I can see,
the books on lyric metre do not put a student in the position to do this.
My knowledge of them is imperfect, and if I am doing an. injustice I shall
be very ready to repair it; but from all that I am able to infer, they do not
yet advance the student much beyond the condition of a person who has
learnt his notes and keys and bars: they do not show him how a piece of
metre is constructed ; do not teach him, in the language of musicians, Form.

Put away all & priori theories, and scan the metres with your ear: scan
every piece of metre that you come across; observe what rhythmical phrases
are commonly combined together ; on what occasions they are used, and by
what characters.

With one preliminary warning: lyrics, as they are printed in editions,
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210 W. HEADLAM

are divided as their various editors divide them. In Pindar and Bacchylides
they have now, for the most part, been divided rightly ; but our texts of the
Tragedians are still full of wrong divisions, owing to respect for the divisions
in the manuscripts. Disregard the manuscripts entirely. Different manu-
scripts divide the same metres in quite different ways; even the same manu-
script is often inconsistent, not maintaining the same principles in its
divisions ; and these divisions themselves are often meant to indicate no more
than what in Music you would call the phrasing and in Metre the caesura.
One tendency which misleads the scribes habitually into error is to place in
the same line words which belong grammatically together! Treat each
stanza as though it were continuous, unless you have reason to suppose it
not so,—for example, when you come to an hiatus; but if you find Aiatus is
avoided both in strophe and antistrophe, you may generally suppose the
metre is continuous.

And observe also where any break after a syllable coincides in corre-
sponding stanzas; as for instance in these lines, Soph. 4;. 693 =706 :

épput’ Eporu | wepuxaps & avemtdumy | io | io | Tlav | Tav |
Avaev alvov | dyos am’ dppdTov*Apys fid | id | viy {ad |

I venture to think that there is no one who will not be astonished to discover
with what care such corresponding breaks-are studied ; they always indicate
the phrasing, and before the end of this paper we shall see that their signi-
ficance is often most important.

This is the method I have followed through the whole material of Greek
lyric; and the majin results I now proceed to give as principles of structure,
For me these principles, when once discovered, have illuminated so much
darkness that it would surprise me now to find a piece of choric metre which
remained obscure. Prof. Blass gives up the metre of Bacchylides xv on
Deianira?: ‘kara 8dxtuhov ut videtur, certe magna ex parte; sed est
maxima numerorum obscuritas” I can honestly say that I find it quite
intelligible : it contains dactylic phrases, but it belongs to a much-neglected
class I shall not speak of in this paper but mean to deal with in my next,—
‘paeonic.

I shall adopt from Dr. Christ the plan of placing dots beneath accented
syllables and hyphens after syllables of extra length, as in Ar. Vesp. 275 €lr’

1 Just, of course, as printers tend to do: for
example, the first verse of Campion’s song
¢Kind are her answers, But her performance
keeps no day ; Breaks time as dancers, From
their own music when they stray’ should con-
tinue

All her free favours

And smooth words win g my hopes in vain;
but it is printed

All her free favours and smooth words,

‘Wing my hopes in vain.
and has escaped correction both by Mr. Bullen
and Mr. Beeching.

2 In his Preface (ed. 2 p. 1xviii) Prof. Blass
describes this poem truly as a lamentatio
lugubris, and asks how that could be in honour
of Apollo. A possible answer is suggested by
a note of Wernsdorf’s on Himerius Eel. xiii. 6
and 7, p. 218 : ¢ Videtur Sophista hoc loco, ut
in Orat. xiv. 10, abitum Flaviani sui comparasse
cum reditu Apollinis ad Hyperborcos ac descrip-
sisse cum laetitiam Delphorum ob dei sui prae-
sentiam, tum Juctum corum ob dei abitum :
porro autem tetigisse fluvium Alpheum, cuius
discessu similiter lugeant Elienses.’
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épréy—punvev adrod, where for ¢prey in music there would be a dotted
crotchet : and I shall borrow a few simple terms from Music, giving explana-
tions of them. Let no one be afraid, in anticipation of imposing hieratic
language ; we shall have no use for the terminology of the grammarians?® or
for those blessed words choreic, *logaoedic;, which proceed so comfortable
from the lips of Dr. Schmidt. No one with an ear need be afraid at all:
though if he knows the rudiments of music he will apprehend perhaps more
vividly ; and I would ask him constantly to keep analogies of Music in his
mind ; for it appears to me that the principles of Form in modern music are
the very principles then followed in Greek lyric metre.

The elements in rhythmical construction are not feet, but—to adopt the
terminology of music—phrases. These are phrases, for example :

(9]

—_— e U v — U — Glyconic
v v — v — v — — Anacreontic.

You may, if it pleases you, divide such phrases into feet, as the old gram-
marians were so fond of doing; all you will have achieved however will
amount to just as little as if you had cut up a phrase of music into bars: it
is only as a whole that such a phrase becomes an organism and conveys an
intelligible idea. It might be called a figure or Motiv, the shortest coherent
element in music, which Sir Hubert Parry in the Dictionary of Music describes
thus: ‘A Figure is any short succession of notes, either as melody or a group
of chords, which produces a single, complete, and distinct impression. The
term is the exact counterpart of the German Motiv, which is thus defined in
Reissmann’s continuation of Mendel’s Lexicon :—* Motiv, Gedanke, in der
Musik, das kleinere Glied eines solchen, aus dem dieser sich organisch
entwickelt.” Tt is in fact the shortest complete idea in music; and in sub-
dividing musical works into sections, periods, phrases, the units are the figures,
and any subdivision below them will leave only expressionless single notes, as
unmeaning as the separate letters of a word.’

Of such rhythmical elements, phrases, motives, figures—or whatever you
may choose to call them—there existed a variety in Greek; and they would
be recognised in a moment by an educated hearer. What is important is that
each brought with it an association ; it suggested certain characters,—of gods,
or heroes, or of nations; certain subjects; certain shades or regions of
emotion. No one who knows anything of Greek feeling for appropriate form
will find it difficult to believe that their rhythms too were used appropriately;
and he would not be incredulous if this artistic feeling should appear to have
guided sensitive metricians into the most delicate subtleties of touch.

Our first business therefore, if we mean to appreciate what is being done
in choric metre, is to have learnt the various elements or phrases which lay
to a composer’s hand to use, and when they are introduced, to recognise them;
the second is to know the associations which these various phrases carried
with them.

% If only they had had our system of musical notation they would never have been bewilderin g
to us—or to themselves,
P2
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The broadest distinction of character in rhythms is between the Dorian
and the non-Dorian. The non-Dorian may for the present purpose be classed
together under the general names Zonic, Asiatic, Eastern, including Lydian,
Phrygian etc.; Anacreon’s belong of course to this division. All such are
markedly different in spirit and associations from the rhythms which the
Dorians made their own ; these are so few and simple and so easy to be learnt
that they may as well be stated here :

1 the enhoplion =~ | — o v — v v — =, a dactylic phrase in Zempo
staccato, beginning with or without the anacrusis.
2 the epitrite, most commonly in this arrangement - v — —, the move-

ment in which Latin ¢ trochaics’ naturally went.

3 (formed by combining 2 and 1) the dactylo-epitrite — v —*+—v o —v o —
e.g. the beginning of the 4th Pythian, cduepov uév Xp1j oe wap’ avdpi ¢pirg.

Then there are two figures used to end a period :

4 — v — = — v— eg. Aesch. Pers. 869, Ar. Ran. 825 ynyevel pvoriuare,
Eur. Cycl. 371.

5 — v — v — —, cg. Aesch. Pers. 873, Soph. Trach. 525 mpoguévove’
arxoltav, Ar. Ran. 674 sqq., and Eur. Andr. 761 :

otTou
Aelfrava T@dv ayaldv
) ~ k) -~ ’ [ ] \
avdpdv adaipeiTar ypovos: ¢ & apera
kal Bavodat Ndpmre:.

The same figures are combined in the Stesichorean verses* of Ar. Puaz
775="796:
Moioa av pév moMépovs drwcauéva per’ éuod
ToD piAov yopevaov
xhelovaa Oedv Te yapovs avdpdv Te daiTas
A\ ’ ’ \ \ AN k) ~ -
kai Oalias paxdpwr gol yap Tad éE apyijs méher.

Dorian metre moves in strongly-marked 4 time. To convey the nature of
it in a single word, I should describe it as Handelian—in his square proces-
sionals and martial songs.®

It was the expression of the Dorian temper, rigorous, energetic, mascu-
line, severe ; the appropriate vehicle for their ideals, dperd, avdpeia, adrdp-
rewa : appropriate of course also to the Dorian heroes, Heracles, the Dioscuri,
Helen. Wordsworth’s ode to+Duty, ¢ Stern Daughter of the voice of God,” or
Tennyson’s upon the Death of Wellington could not have been written by a
Greek except in Dorian metre ; to write of dperd or avdpela in Anacreontic
would have been absurd and ludicrous. Dorian is the proper metre, as in the
passage from the Andromache just quoted, in Med. 624, and in this frag-
ment of Euripides (893)

4 The scholia are not correctly treated by  the same cffect as the delighttnl Handelian
Bergk on Stesichorus 35 and 36 p. 220. burlesques of Sullivan ; in Princess Ida for

5 Dorian metre in burlesque, as Eur. Cycl.  example, ¢ This helmet, I suppose, Was made to
367 sqq., Ar. Ran. 814 sqq., would have just ward off blows.’
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aprel perpla Biotd pot
gappovos Tpamélns,

70 & dratpov Gmav VmwepBdAh-
ov T€ u1) wpogeipav.

Accordingly the moral verses attributed to the Sagesare in Dorian ; ¢ and
this continued to be the metre used in philosophic verse, as in the fragments
of Cercidas on Diogenes and gogpila (Bergk Poctae Lyrici Graeci II p. 513),
and in Aristotle’s hymn to ’Aperd (ib. p. 360):

"Apetd, morbpoybe yéver Bpotelw,
Oipapa kaA\ioTov Blep,
oas mépe, mapBéve, popdas
kal Baveiv LalwTos év “EANGS: moTmoS
Kal wovovs TAVaL MaNEPOUS dKdpuavTas
Tolov émi Pppéva BdAleis
kapmov icabdvatov” xpuaod Te kpelaow
kal yavéwy pakaxavyitoid § Umrvov-
oeb & &vex’ ovx Awos ‘Hparhéns Avjas Te kodpor
mOAMN dvéThacav épyois
agav dypedovres Svvauw,
oois 8¢ mobois *Axieds Alas T *Aida Sopov HAbov,
oas & &vexev puhiov poppas kal 'Atapvéos Evrpodos deNlov yipwaey
avryds »
Towyap doiipos Epyors, dfdvaTiv Te pw adérfoover Modoar
Mvapoaivas Obyatpes, Awos Eeviov aéBas Gov-
cgac® pulias Te yépas BeBalov.

The enhoplion belonged especially to the Dioscuri (Ath. 184 f, Schol.

Pind. P. ii. 127 Boeckh), and was therefore used in speaking of them ; as by

Pind. 0. iii. 1

enhoplion

Tvvdapldais Te pihofeivors ddeiv kaAMmhordpg 6 ‘Eréva

and M. x. 51,
8 dépos €ife moTavol
yevoiueBa AiBves <dods>

k) \ /8 9 b4
olwvoi oTovydbes ® SuBpov
Mmroboar yeiuépiov
vicoovtas mpeaBurdTa

dactylo—epitrite

So in Eur. Hel. 1479 =1496

’ 74
= porovré mwol lmrmiov olua

O aifépos (éuevor

Aaprpdv doTpwr U GEAN .-
at, waides Tvvdapldac,

ol valet’ ovpdviot

8 K. 0. Miiller History of Greek Literature
Ip. 251.

" Wilamowitz - Moellendorff for xapmdy eio
abdvarov (v.1. kapmwdy 7" &@dvarov): so in Aesch.
Ag. 950 the MSS. give eio &pyvpoy for iodpyvpoy,
in Ath. 6891 elo dpyvpoiv Tio xeipa for ivapyvpdy
7’ elg xefpa. The reading of ». 12 (enhoplion
repeated) is due to the same scholar ; the MSS.
have ’AtSao 34uovs.

8 Crusius for &ptovoat, v.1. abovoar: so &lovral
has been restored for #&pfovrar in Pers. 592.

The active &{ovra is in 0.C. 134. )
9 The reading of the MSS. and of the Aldine

a
too is maid&ss: I have corrected this and the
metre at the same time. The editors follow the
MS., which divides the words according to their
grammatical construction

olwvol oToxddes

SuBpov Mwovoar xetuéprov
The antistrophe is restored by transposition.
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the opening is enhoplion for the Tyndarids in the antistrophe.
used it in his palinode on Helen,

Stesichorus

3 b4 'S ’ o

OUK €0T €TUMOS AO7YOS OUTOS
AN S 3 \ 3 /-

o0 éBas év vavaiv edoéluors
IQY 7 / ’

ovd’ tkeo mépyaua Tpolas.

epitrite

An Epode1° corresponded to a coda. It was constructed, as a rule, out of
the same rhythmical elements or phrases as the strophe; contained the same
material, but arranged in a different and subtler combination. Since there-
fore it contains, as a rule, allusions to the material of the strophe, it often
contributes towards making certain what the rhythmical elements of the
strophe really are: conversely, we can often determine the metre of the epode
from the strophe. Here is a very simple case from the epode of the Doric
chorus which describes the fight between Heracles and Achelous, Soph.
Trach. 497; it should be divided thus:

7w & quplmhextor 11 Khiuakes v 6¢ peTd—
TwY GAbevTa TAYHaTa Kal aTovos audoly

e QY 3 A « \ oy

a & evdmis aBpa epitrite

T\avyel wap Sxfe ’

HoTo Tov by

mpoauévova dxoiTav.

The first line is' the normal dactylo-epitrite, but the MS. makes a complete
line of the grammatical clause v & dudimiextor khipaxes. The same thing
is done by Nauck in a moral fragment (not necessarily Tragic) p. 867 :

@ xpvaé, BrdaTnug Xbovds, olov épwTa BpoToi-ai PpAéyers,
wdvTwy KkpaTioTebwy, moréuois & "Apews
kpeloaor’ éywv Svvauw, <Ta> mdvral? Oényers
SN \ i ’ \ > ~
émi yap 'Opdelars uév pdals
elmero dévdpea ral Onpdv avonTa yévn,
L 8¢ \ \ ~ v 3 ’ » 13
goi 8¢ kal xOwv waca kal wovTos kal 0 wauuoTEp "Apns © — —

Besides other incorrect divisions, Nauck prints & ypvaé, BAdaTnua xGovois,
as though it were a separate line.

When Dorian metre is used by Orientals there is always a reason to be
looked for. Thus the Chorus in Z7o. 801 is about the sack of Troy by

10 Epodes belong properly to Dorian metre,
and are usual with paeonic. All the purely
Dorian odes of Pindar, except P. xii and X. ix,

the epode is in Doric because it is addressed to
Hiero of Sicily ; and we are prepared for this
by a Doric phrase (enhcplion) in the 2nd and

have epodes ; all the rest that have none (O. i,
iv, xiv, P. vi, A. ii, iv, L viii) are in more or
less varied Lydian or Ionic rhythms : so are the
only three complete odes of Bacchylides that
have not, iv, vi and xvii. The strophes of iii,
which tells the story of the Persians and the
Lydian Croesus, are in Lydian or Ionic, but

3rd lines of the strophes.

11 Or &uplmAinTor ?

12 Or <gdu>mavra. The reading of the 2nd
line is uncertain, but as I have written it, it is
metre.

13 F.g. éwadel or Aarpeder: the metre is in-
complete without this ending.
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Telamon and Heracles ; that in Hec. 889, a lament for the later fall of Troy,
is partly in Doric for the Greeks :

891 7olov ‘EANdvwy védos audl ae kpimTer
911 xérevopa & 7w kat’ dotv Tpoi-
as 700, ‘ @
wratdes ‘EANdvov moTe &) mwoTe Tav
T\idda oromiay
mépoavtes fEer’ olrovs ;’
925 epode Tav Toiv Atocrovpoww ‘EXévav xdaw 18-
alov e BovTav . . ..

If the Chorus in the Persae of Aeschylus use Dorian metre for their long
descriptive geographical account 855 sqq., it is because that was the metre
which had been used by Stesichorus for such recitals; that is the reason it
was used by Philoxenus also in his portentous catalogue. Another piece of
Stesichorean Doric is a fragment of Aeschylus from the ‘Hpax\etdac: de-
scribing the expedition of Heracles against Geryoneus, the Chorus use the
metre of Stesichorus in his I'ypvownis ; Aesch. fr. 74

éxetlev
4 b ’ ~ b4 3 ~
dppevos opbokepws Bods fhag’ am’ éoyatidy
valas, dkeavov mepdoas év Sémwa XpvonhdTe:
Botipds T adlkovs katéxta SeamoTny Te TPITTUY OV
Tpla 80pr waANovTa Yepaiv,
Tpia & - adrn wpoTelvwy Tpels T émiaaelwv Aodovs
oTelyev loos "Apes Blav. ¥

So much for Dorian. To take one opposite example, metres appropriate
to Dionysus were Glyconic, as Aesch. fr. 355, Soph. fr. 174, Eur. fr. 586,
Pind. fr. 153 ; and Ionic @ minore as Bacchae 64 sqq., Ar. Ran. 323 sqq. ; for
a kdpos, the Anacreontic v v — v — v — — as in Cyclops 491 sqq.

A stanza might be constructed entirely in one rhythm, as the 4th
Pythian is in Dorian metre purely; or it might be made of two or more
combined; or the briefest phrase even of a different metre might be
introduced in passing, when it was appropriate to the sense: as in Soph.
Trach. 953

eld dvepdeaad Tis

yévorr’ Emovpos éoTidTis alpa

fiTis W dmwoikiceer ék TOTwWY STWS

Tov Zmvos d\kipov yovoy

w1y TapBaréa Gdvoipus podvov elaidoiia’ dpap

1 egreixigos apnBiav MS.; I give the correc-  line quite foreign to the metre. In the previous
tion of Weil, cf. Pind. 7. ii. 16: foos “Aper  line Tpiu 81& THo gdrov wpoTelvwy awaits correc-
areixev Blav would be as good, cf. Pind. P. iv.  tion; I cannot scan Wecklein’s 7pla 8¢ Aaals
8; but ¥or< X' loos”Apet Blav would be a glyconic  odin mporelvwr.
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At v. 4 this has lapsed insensibly into Dorian epitrite for describing Heracles,
and abandons 1t again immediately.

Thus any phrase or fignre carrying with it an association could be used
precisely as modern music uses a Leit-motiv or ‘ guiding theme ’; for explana-
tion of which term I quote again Sir Hubert Parry: ¢ Leit-motive,” he says
¢ consist of figures or short passages of melody of marked character which
illustrate, or as it were label, certain personages, situations, or abstract ideas
which occur prominently in the course of a story or drama of which the
music is the counterpart; and when the situations recur, or the personages
come forward in the course of the action, or even when the personage or
idea is implied or referred to, the figure which constitutes the leit-motif is
heard.’

Metricianly accomplishment was shown in passing from one rhythm to
another while keeping the movement going all the time. So far as I dis-
cover, there were three devices which enabled you to manage these transi-
tions ; (1) by link: (2) by echo: (3) by overlapping.

A connecting link or copula is a syllable interposed between two lines to
enable the movement to be carried on without a rest. It is so designed that
rhythmically it could belong to either line; but while it is common to them
both, you are to feel that it is intermediate between them; so for the
instruction of the ear it is made to consist usually, on the first occurrence, of
a single separate word. But when the ear has thus been made to under-
stand the phrases which the movement is constructed of, it does not need
that explanation any longer, and succeeding strophes do not think it necessary
to observe the separation of the link.—This is only one application of a
general principle :—The first strophe states the metre plainly; afterwards,
when the metre is firmly established in the ear, it can be trusted to accept
the liberty of an equivalent variation. This will seem a matter of course to
those who know anything of music.’>—Examples of what I mean by links are
marked off here by dotted lines:

Aesch. Cho. 379

ToUTO Stapmepéws 16

kel dmep Te BéNos | Zeb |
Ziet kdTwbev laAwv 18
vaTepoTowor dTav

=393

Kkai wOT Qv dupiradis

Zevs émi yetpa Bahot ; | peb |
~ ’ W3 ' )

bed kdpava Saifas,

TLOTA YEVOLTO X WPQ.

16 <Or of metre either’ I might almost say ;
only that Bergk on Nem. vi. 7 p. 279 laid down
exactly the opposite for Pindar, —that his
metre gets more strict as it proceeds: ‘in prima
stropha correptio minus offendit, solet enim pocta
deincgps severiore lege wti.” It would be strange
indeed if it were so, but it is simply not the

fact.

1% 1 have no doubt that the readings given
here are right so far as metre is concerned. In
the antistrophe I-take it there is an anacoluthon
as in the strophe: ‘smit: the heads, and that
will be o pledge!’ (or ‘and let that be a
pledye’).
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Soph. El. 480
¢ ’ 4
... ... adumvéwy KAVovaav
apTiws SvelpdTwy |
s i ) A s /
ov | yap mwoT auvacTel 7y 0 ¢pvoas
‘EANavov dvaf
008 | & Takaia yahkomwAaxTos
aupdrns yévus
Ar. Vesp. 273
pdv amohwhexe Tas éuBddas 7 mpoo-
éxoyr’ |
sy ot A \ ’ ’
év | 76 axdTe Tov SdKTUNGY oV
5 ) ) 7 3 ~
€T’ éPAéy—unvey avTod
Eur. Hipp. 752
kakovvupoTaTay dvaciv,
A \ y 2 /4 H
7 yap amw apuPoTépwy |
At ) > ~ ,
7% | Kpnolas éx yas 8voopuis
émrtaTo Khewas 'Abdvas
Movviyov & drralow éxdi—
TavTo TAEXTAS TELTUATOY dp—
xas ém’ ameipov Te yas éBacav.

217

=495

.. ... pgmoTe primol Nuiv?
avreyés merav Tépas

Tois | Opdae kai avvdpdovrt HToL
pavtetar BpoTdv

ovx | elaiv év Sewols dvelpors
o008 év feapaTors
=282

étamardv Eneyév 0 &s Punabiivaios
Wi

kal | Tdv Zdue mpdTos KaTelwoL

=763

3y A ! Y
amo voudtdlwy kpepacTov

areTar apdi Bpoyov

~ ’ 7
Aevkd /caeap/.w\é'ova'a Seipa
dalpova oTUyvay KaTaSe—

gbetoca Tav 7 ebdokov davlaip—
7 4 3 4
ovuéva pauay amwaiido—
’ 2 9 \ ~ b4
govoa T alyewov ¢ppevdr épwTa.

In the following passage we have a rapid triplet as a link :

Eur. 4ndr. 136
Y@l & oda’ émi Eévas
Spwis ém’ alhoTplas |
moheos | vl od pidwy TV eloopds

=142

~ b ~ ’ )
decmoTdv éudv doBe &
- b4 H
novyilav dyouer |
\ \ \ H y 7 ’
70 8¢ aov | oikTe Ppépovaa Tuyydvw

Zicho is the ending of a line repeated as the beginning of the next. Thus
in the following stanza there is a constant reiteration of the figure v — —

which serves to begin lines 4 and 8:
Bacchylid. iv

“Ere Jvpaxociav diel

mOMY 0 Ypusokopas 'AmréANeoy

y 4 14 3 C /4 /
aoTilepuly 0’ ‘Lépwva yepaiper

4 TpiTov yap mwap’ Sudarov Irdelpov ybovos
HvOiovikos deildetar dk-

’ kd ~ \ e/
U‘D'OS(J)V apeTa ovY TTOY.

&vo 7’ "Ohvuriovikas

8 delbew: 1( Ppéprepov %) Oeoiow
Pirov éovTa mavrodamdv
Aayxdvew dmo poipav éaOrdy ; 18

7 auiv is the vulgate, but metre requires
Fuw or Auiv, and in cod. L Auiv has been made
from fuw. The same correction is to be made
in Trach: 640 6 keAXiBdas Tdx* dulv abAds odk
avapsiar.

8 This being mutilated, I have taken the
tirst half from ore strophe and the second from
the other. 1Iu . 16 mdpesriv wiv-is rightly re-
stored by Prof. Blass.
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In continuance by echo this particular figure v — — does great service.
When existing by itself it is called dacchiac, and used for short moments of
violent excitement: here we see this bacchiac changing to glyconic, Eur.
Supp. 1015

6p&) 87 Televrav bacchiac
W' €aTaka TUya 8¢ por  glyconic
Evuq'ir“rel. m0d0s @lua Tas
evxhelas yapiw évlev op-

pdow Taed dwo méTpas.

It is very common to echo a figure immediately before the conclusion of
a stanza : thus in the Dorian of Pind. 7.1,

eifov & ‘moN wyLds dudoTepav:
TOL XAPITOY
avv Beots LevEw TéMos.

and this little offspring — o v — is duly mentioned at the beginning of the
epode.
Not only the ending, however, may be echoed, but some other portion of
a previous line ; in this pretty little glyconic stanza from the 2nd Nemean for
instance :
év éarod IIénomos wTuyais
okt aTepdvois Euvybev 787
émrra & év Newéa, 7d & ol-
>
4 Ko pdogov dapibuod
Aws drydye TOv & TONI-
Tat koudEate Tipwodr-
oV Uy eVkMNéL voa TR
8 dadvuelel &

>
9 éEapxeTe pwvg.
aSupuehei is an echo of the — o o — which has been heard in the interior

of all the lines preceding.
Soph. 4j. 221 will lead us a little further :

olay é8j—A\waas avdpos aifovos dyyeliav
daThatov o0dé PpevkTav
TGV ,u.e«yai)\.wu Aavady Vo kAnlopévay
Tav 6 péyas pudbos aefel,
olpot ¢o/30v—;uu TO wpocepwow 'rrepcdzoa,u-roc avnp
6 faveiTar wapamThdKT® XepL TUYKATEKTAS
7 kehawois Elpeay Bota xal
8 Botipas (mwmovepuas.
Qaveitas in v. 6 and kehawois in v. 7 echo the endings of the lines pre-
ceding them. The movement of dyyedlav in v. 1 is repea,ted in ». 3 and
twice echoed in . 4. The second time it occurs in v. 4 it is extended to

O G0 O
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— v v — | —: this is taken up in the next line and continues to ». 7, from
which a return is made to the rhythm of the opening lines : ow Bora «ai |
BoTiipas irmwovdpas = dyyeliay | dTAaTov oUd¢ pevkTdy.

The way by which the return is made from one rhythm to another in . 7
is an example of the last and subtlest form of shift. I call it overlapping.
You expect the rhythm to continue xeawdis Elpeaiv kal, but Elpeayy affords
an opportunity of continuing with anapaestic (or dactylic) movement, E/peav
Bota kai : so that what you get is a line of which the first partis in one
rhythm and the last part in another, while the middle part is common to them
both :

kehawois Elpeaiv Bota ral

This device of overlapping enabled a metrician sometimes to get even a
continuous contrapuntal effect of rhythm. The following from the Prometheus
Vinctus is a very skilfully composed example ; where the Ocean Maidens are
compassionating Prometheus in mournful Anacreontic measures.® The chief
subject is

L—UT—UU—E:—UU—-U—.——M
a well-known rhythm, e.g.

Ar. Nub. 949 viv Se‘tfe-rov TO  moVYY | Tols wepaSeEwww
950 Adyoior kai quov-rwl, Kal 'yuwy.o'rvwow /bepc/.wa,tq
Cratinus fr. 172 é&vdpas a'o¢ov9 i xpN TO wapov | wpdypa rkakds i
els Svvauw Tifeobau.

But here, by repeating the first section thus,

O — v — — VO — | UumuUu-—=—uUu—

it is so contrived that another Anacreontic phrase (2) v v — v — 0 — — is
heard moving underneath against it :

1 1
130 undév poBnbis | puhia 'yap 178& 'rafts' { wTepUywY |
=150 Aeboow Hpounded | dofBepa i &' éuoiaw docois | duixra

2 2
1

Ooals auidrais | wpo&éﬁa
mpogiife wAfpns | Sakpvwy |

3
’ Q - ’ ! .
TOv8e wdyov TaTpdas |
v 8¢ ; 21
agov 6éuas elordovaa

1
poyts | mapeimovoa dpévas
wérpais | Tpocavalyéuevoy

19 See the schol. on 2. 130. ?1 Probably eigidoboq or elcidotoar : then the
2 The first section presently is numbered (1), metre is continuous throughout.
the second (3). :
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4 .
Kkpavrvodopot 2 8¢ u' émeprrav adpas
Talad | adapavtobéroiot Nuas |
1 1
kTOTOV | yap axw i ydivBos | Sifjifev dvTpwy i puyov éx

’ : \ y . : A 3 ’ H ~
véor | yap olakovouor | kpaToto’ "ONvumov | veoyuois
2 2

3 —_ e —

& EmanEé pov i Tav | Oepepdmiv aibd |

8¢ 8y vopors | Zeds | dféTws kpativer |

4
avlny | 8 amédidos Sy wTepwTd

\ [URREE 3 , A 3a ~
Ta mpiv | 8¢ TENDpia vy aioTol.

In setting this to music we should now design one melody for (1) and a
different, but of course harmonious, melody for (2): whether the Greeks
attained to counterpoint in metre and yet failed to think of counterpoint in
melody I cannot say.

It will be observed how carefully the common elements are marked off
by separation of the words. So it is in the fragment (Anacr. 56) quoted by
the schol. :

008 ad w’ édaes | pebvovt i olkad amenbeiv ;

where the second part is Ionic a minore.
fine metrician, Anacreon fr. 19 :

Here is another fragment of that

apbeis dndT’ dmo Aevrados

méTpns | és mohtov | kua koAvuBd pediwr épwTi.

This begins with a glyconic, and you expect it to continuc so, wérpns és
mohoy v — : instead of which it shifts, through the common element é
Tro\toy, to choriambic.

In subtlety of artistic workmanship no one is the superior of Sophocles :
here is an elaborate piece of contrapuntal writing, based on the same subject
as PV.180 v — v — — o v— | — v v — v — —: the former half of this
I number 1, the latter 5. The second subject, introduced immediately to
move against this, is glyconic, numbered 2 and 3,

Sckalwy adlkovs Ppévas
~ 3\ ’
mapaocnds émwi Aofaq.

22 At 4 we get a new figure which is repeated
at the close : in the antistrophe it is indicated
by caesura ; and I think there would have been
a caesura in the strophe too, if it had not been
that xpaimvopdpor is one long word : djra, Boal
would have been unrhythmical, but xpaimvodpdpo:
does not spoil the movement, Other cases in
passages to be quoted presently are mpacoouéva

in Agam. 707, aBpoBiwy in Bacchyl. xvii. 2.—
‘When anapaestic dimeters and iambic trimeters
have not the usual caesura, it will be found
that a long word is the condition of the license,
as Agamn. 781 7§ dvamparyovvri 7" émoTevdxew,
784 kal Evyxalpovoiy Opotompemels ayéAacTa
wpdowna Bialbuevor, Soph. fr.- 800 mépdicos év
kAewois *Abnvalwy mdyots (epitrite movement), -
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At 7 the ending — v v — is taken up with choriambic movement; while
at 8 we begin to hear a sound of three consecutive long syllables, which
recurs on several occasions; Antig. 781="791:

1 1 2
"Bpws | avikare pdyav "Epws | 05 év ktipact wimwTels |
\ i ’ s Qs i ’ : A3 N ’
ov Kai | Sukaiwy a8ikovs | ppévas | wapasmds émi Awfg
2 3
) 2
0s | év | pahaxais mapeiais | vedvidos évvuyedels 4
oV | kai i T8¢ veikos avdpdv | Evvaiuov éxews Tapakas i
4 5 6 T4 s
1 8
A . @ € - o 3 3 N
dourds | 8" UmepmovTios év T | aypovipols adhalis
- HENES] \ ’ i 3N 7 :
vikd & évapyns Bhepdpwy | (uepos edNéxTpov
7

7 8

kal o o7 | afavater | pbEiuos ovdeis

viudas | 7@V peydwy i ob Ti Tdpedpos? |
2

4 5 8

bl | auepiwv aé ' avbpomwy | 6 & Exywv péunvey
Ocapidv, duayos yap éumailes | Oeos *Appodita
ST 4 5 6 o

Those who may care to pursue this method of analysis and wish for a
good field to practise in will find it in the lyrics of Antigone which follow,
in El 1058 and in 4jaz 693 : except that Ant. 850=869 are both, I think,
corrupted and should be

I\ 4 > N\ 4 4

tw SvaTaves, ol =lm kipoas yduwy

BpoTolaww obT év vexpols, o kdais SveméTpwy,

uétotkos od {@daw, oV Bavodaiv. Bavov &7’ odaav kaTivapés pe.

There is a very beautiful example of transition in a passage of admirable
metre which will serve at the same time to illustrate nearly all the principles
I have advanced ; Aesch. Agam. 686="702 :

1 15 wotr’ dvouaer &8 1 "I\l 8¢ «iSos 6pf—
és TO mav éTnTVpw®S wvvpov 1eNedaippwy

2 (1) Tes Gy’ oby opdpev mpovolarar 2 pijwis fvvoer Tpamétas aripwoiy
Tol mempwpévov voTépe Xpove

3 yYAdoaav év Tiya véuwy ;) 3 kal Evveariov Auds

4 Tav SopiyapuBpov dupivei 6 4 mpacoopuéva 16 vupudoTLHOY

%3 obxl mdpedpos Dindorf: the MS. is rav  7b. 192. Alxn, ®éuis, Nduos, Aidds are wdpedpor
peydAwy wdpedpos év dpxais, a variation without of Zeus (0.C. 1267, 1382, Pind. 0. viii. 21,
parallel in choriambic metre, and the contrary of ~ Plut. Alex. 52, Orpheus in ‘Dem.’ 772. 28 and
the sense. Sophocles is alluding to the proverb  fr. 18 in Proclus on 4leib. I.) ; but “Epws is not
Oeaudy "Epws obk olde Bunud xos used by Paul.  with them ; “Epws is like Nature,—# ¢iais
Sil. 4.P.v. 193 in his clever answer to Agathias,  &BovAet’, 5 véuwy oddiv wéres Eur. fr. 920,
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5 ‘Elévav ; émel mpemwovtws 5 wéhos éxdpdrws Tlovras,
6 éxévavs Exavdpos éNémTolis 6 Vuévacov, ds 161 éméppemev
7 ék Tdv aBpoTipwy 7 yauBpoioiv aeldew.
8 mpokarvupdrwv émievoe 8 perapavBavovoa & Uuvov
9 Zegipov yiyavros abpa 9 Ipiapov wohis yepaia
10 woAdavdpol 10 woAdbpnvov,
11 7e pepdomibes rxvvaryol 11 péya mov oTéver kikAiiarov—
12 ka7 Uxvos mhatav ddpavrov 12 oa Hdpw 1ov alvorexTpov
13 xercdvTwv Sipdevros axTas 13 7dumpoat 7 worvBpnvov aldy’
14 én’ aefrpvrrovs 14 dudi molray
15 &, épww aiparéecoav 15 uéreov aly’ dvatrdoa.

Here we have three metres: #¢rochaic with syncopation, 1-3; Ionic
minore or Anacreontic, 4-6 and 8-12; glyconic 6-7 and 13-15. These cor-
responding stanzas are constructed with such artifice,—there are so many
antithetic meanings woven in so close a texture,—that I give a rendering
designed to bring them out, endeavouring also to suggest something of the
metrical effect; though not of course by use of the same metres, which in
English has rarely that result :

Who named her all so shrewdly ?
—Was’t One beyond our ken,
By glimpse of Order fated
His happy lips who moved ?—
This Helena, so rudely
Still warred about by men,
This bride with iron mated,—
Sure Hell enow she proved !
When lightly from the silken-tissued
Veils before her bower emerging
Forth to Eastward sail she issued,
Breeze of earth-born Zephyrus urging—
Forth to Eastward sail
Men swarming after, hot in quest,
Fierce myriad hunters, all addrest
With shields, that harrier-like pursued
Fast on a sightless trail, of oars
Beached upon Simois’ leafy shores,
Full cry, in bloody feud !

Revenge will surely render
That pairing well-repaired ;
Will make this dear alliance
Be all too dear for Troy !
Of high Zeus Home-defender
And friendly Table shared
Repays that prime defiance
On all that uttered joy ;
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So loudly once in gay carousal

Bride with Hymen-song would honour,—
Kinsmen, when the time of spousal

Bade them heap their praise upon her—
Ah but at this time,
Though late the lesson, learned grown
With age-long suffering of her own

Sons’ blood so lamentably shed,
That ancient City loud, I ween,
Laments, with practice-perfect Threne,
€0 Paris, evil-wed !’

The rhythmical elements are three, and to appreciate their dramatic
significance we must consider strophe and antistrophe together. The opening
trochaics in both cases are for the expression of their own stern moral and
religious views, and this metre they continue till they come to painting
Helen, when they shift by means of a link—a syllable kept studiously
separate on the first occurrence—

YA@ooav év TUxa véuwy
Tav | SoplyauBpov audiweks 6

to Anacreontic, v © — v — o — —2 That is appropriate both for 7o
aBpomhovtov and 76 aBpomevfés: in the strophe it describes the sumptuous
delicate luxurious Helen flying Eastward with her Asiatic lover; and is
equally fitting in the antistrophe for the Asiatic banquetters and for their
threne. But it will be observed that this rhythm is interrupted for a moment
at v. 6: you expect it to continue é\évavs &lavdpos dra, but it shifts, by
overlapping, to glyconic:

éXévavs ENavdpos | éNémTohis = Duévaiov bs TOT | éméppemer

éx 1@V aBpotiuwy yauBpoiciw delSew
the break in each case being marked by the division of the words. The

purpose of this transition becomes fully apparent in the antistrophe ; for this
glyconic was the metre of the refrain in wedding-songs :

‘Cunv & ‘Tuévas “Tuiv,
‘Cuny “Tuéval @2

Thus in Eur. 7.4. 1036 sqq. where the marriage of Peleus and Thetis is
described, this is the natural conclusion of the stanzas :

1055 mwevrikovra rxépar Nijpews =1076 Nunpydwv é0ecav mpdras
ydapovs éxopevoay IIn\éws @ Spevaliovs.

2 Transition to this metre is always, I believe, ® Bur. Tro. 307 sqq., Ar. Av. 1731 sqq.,
prepared by u = — preceding; therefore the Paz 1329 sqq., Catull, 61. 4, Plaut. Casing
corrupt verses Soph. O.7. 1210=1219 have yet  799. '
to be restored correctly.
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Our transition to this metre here might well have been accentuated both by
melody and orchestration,—wood-wind at this point, since the Juévaios was
accompanied by flutes, whereas Anacreon was adAdv dvtimaos, pihoBdpBiTos
(Critias in Ath. 600 e). It isjust as though a phrase were introduced from
some familiar Wedding-march. Then the ending de/Sewr enables the Ana-
creontic to be resumed at once without further preparation, and the change
of metre sharply points the contrast in the sense, between the joyful duévacos
then and the melancholy fpfvos now.?

Surely this is very beautiful.

The Onaevs of Bacchylides opens with this prelude,

1
xvil. 1 Bagikel Tav i iepav | Afavav
=16 véov H\Bev i Solvyav | auelras
2
2

Tdv aBpoBiwv dvaf | ’laovey
~ H ) / : /
kapvf | woaiv 'laOulav i kénevBov
1

At 2 it lapses into a modification of glyconic; but the prelude is Ionic a
minore, and this movement continues to the break at iepav . The meaning
is apparent ; for this metre more than any other meant  Zomic’, and he is
speaking of the dBpoBiwy 'fovwy.

The 7th Olympian of Pindar, for Diagoras of Rhodes, is in Doric rhythm
with a slight exception. This is that famous ode which the Rhodians in-
scribed in golden letters in the temple of the Lindian Athena :

Didrav ds | €l Tis aPreids amo Yepos ElwY
> > / ’ ’
évdov dapmélov xaylaboiocav Spoow
SdwprjceTal
/ 4 B 3 v 0 3 8 /
veavia yduBpe mpomivwy olkobev olxade, wayypvaov,
Kopupay KTEAVWLY,
’ ’ AR ’ e ) \ ’
ouumoaiov Te ydpw Kad0s Te Tipdaais éov, év 8€ pilwy
mapeovtoy | 0ijxé viv farwTov oudppovos edvas.

The only variation from pure Dorian here is the prelude—singular and re-
markable—to the first line and the last. Each time, in the opening strophe,
it is separated from the remainder of the line, which is the normal dactylo-

26 yerauavdvovoa B¢ Tuvov woAdbpnvov hy-
menaet loco discens flebile carmen Bothe. Change
from the Suévatos to the fpfvos is a theme found
first in Erinna A.P. vii 712, and it became a
commonplace with later writers, 0. 52, 182,
183, 186, 188, Acl. Tat. iii. 10, Heliod. ii. 29,
Eur. Ale. 924-31.
passage with such care and so inpressively that
it is somewhat surprising tc find it has hardly
been perceived : Heusde compares Bion i. 87 and

The point is made in our

Schneidewin P. V. 573. tdumpoad 4 moAdfpnvov
ai@y’ dvarAdoa means that she has acquired at.
last (yepaud, as oyuuabijs) the different strain of
moAbBpnros Tuvos, her perfection in it having
been preceded by long practical experience (=dfe:
wafodoa) of suffering fitted for lament indeed.
Téumpoabe was restored by Heusde (who under-
stood it somewhat differently); and 4, suggested
by Hermann and confirmed by Paley, seems to
me better here than #.
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epitrite, such as begins, for ingtance, the 4th Pythian. But the prefix
o v — — is Ionic @ menore: and not only that, but it continues further in
Ionic rhythm, ¢edrav ds e 75 agres, © © — — — o — —. That is often
used in Ionic @ minore (with the effect of rallentando) to conclude a period, as
in Aesch. Supp. 1032=1040, P.V. 421 =430, Ar. Vesp. 296 =308 ; it occurs
often in Ar. Ran. 320 sqq., and is among the Asiatic rhythms of the Persae :

952 =965

lavoy yap dmyipa oAoovVs dméleLmo

) ’ / v I ’ / b3 \ 14 3 L) ~
ldvwv vadpparTos "Apns érepakirjs Tuplas éx vaos éppovras ém’ axtals
981 =994

€ € &€ Thapoves damaipovat Yepa®d Bod Bod peréwy évroabev HTop.

And in Ar. Thesm. 101, where Agathon with his Chorus comes on singing,
this is among his soft and delicate Asiatic phrases :

107 AT. dye viv 6ABile Moioa
xpvoéwv puTopa ToEwr

116 XO. é&ropar k¥\jtovoa aeuvov
yovov oA Bilovaa AaTols

123 géBopar Aateé 7’ dvacoav
klBaplv Te patép’ Yuvewv

When therefore I was first attending to the metre of the 7th Olympian, the
effect it suggested to my ear was an Asiatic phrase, merged presently, by
overlapping, into Dorian :

dlalav os €L Tis adreias amwo yeLPOS EAWY

If you were to make two melodic figures, each to serve as a Leit-motiv, you
might say, this shall be the Asiatic :

A
I J. ) i) 1T ]

e= ;—i—.——é——}—-'-—'*—;—]—;l:
> —o:#‘ .
and this the Dorian :
N —.‘,—_._ — —
Ll e d_-_—‘—:'—-"i—i:—“ ——t '.._I._|:_

Then you could combine the two, the one blending into the other, in this
way :

) ph— ) I — . Py
: - L (RS N~
pO—p—s—d{—o——+ =i
U —= - "

Now if this is the true account,—if we have really an Ionic thythm here,
—there should, according to the principle laid down before, be some allusion
to that rhythm in the epode. We turn, then, to the epode, and we find that
it proceeds in Dorian metre till we come to the last line but one, describing
Rhodes and her inhabitants :

H.S.—VOL, XXII, Q

QL]
etbeted

@l
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%y
kal Tapa Kacraria warepa Te Aapdyntov ddovra Aixa
A oias edpuyopov | Tpimolw vicov mélas
éuBorew valovras 'Apyela odv alyud.

0 [ X}L‘

There is our Ionic plainly, © v — — | v v — and v © — — | — v —, the
second phrase repeating what we opened with, ¢pedhav os € Tis dpr. And
this Tonic comes in momentarily, for Asia; while in the next line we return
to Dorian epitrite for Argos. The meaning is apparent when you think of
Rhodes ; the connexion of it with the mainland was particularly close, but it
was colonized by Argives; and the metre indicates this double character.
Thus the first line symbolizes Dortan with a tinge of Asiatic, or Asiatic over-
whelmed beneath subduing Dorian.

Aristotle is a good authority, and he tells us that Sappho wrote an
answer to Alcaeus: Alcaeus having said 0é e T¢ Felmny, dANd pe kwAve
aidws, she replied

ai & fyxes éohwy {upepov 4 kdAwv
kal pr Tv Felmny yA@ao’ éxvra kaxov,
aidws xe o’ ob kiyavey Swmat’

aAN Eneyes mepl TO Sikalws.

Bergk thought? that this line of Alcaeus was in the same metre and
belonged to the same poem as another fragment quoted by Hephaestion, so
that it should run :

lomhok’ dryva peAhuyouede Sdmeou

0é o 1L Felmny, dANG e koAVer aldws

the open syllables in kwAder aidws coalescing. Be that as it may, there is no
reason to doubt, and no one doubts, that the first line, an address to Sappho,
was written by Alcaeus; and the metre is remarkable. Hephaestion calls it
a TpiueTpov dkaTdAnKTOV TepiTTedov cUNNaBf Th TeTdpTn, rKahobuevov &
*ANkairov dwdexactiAhaBov. Those who like may make it so: ¢ What is it ?
A learned man Could give it a learned name : Let him name it who can, The
beauty would be the same.” What we see is that it begins as an Alcaic but
its ending is the Sapphic, and the two metres are wedded in the closest
way :

carminis: Alcaeus

27 Opinions on the question are well sum-
marized by Prof. H. W. Smyth Greek Melic
Pocets (1900) p. 239. I quote a portion of Bergk’s
note Poctae Lyrici Graect III p. 99: ‘Cum
Aristoteles, fide si quis alius dignus, testificetur
poetriam haec rescripsisse Alcaeo, apparet neces-
situdinem, quae inter haec carmina intercedit,
manifestam fuisse : itaque non dubitavi Alcaei
versui quem Aristoteles adscripsit 8éAw 7 Fefrey
GAAd ue kwAber aldws praemittere versum
eiusdem numeri quem servavit Hephaestio
idmhok’ &yva peAAixdueide Zdmwpo:, atque con-
sentaneum est etiam Sapphonem in praegressa
stropha Alcaeum nominatim compellasse.
Animadversione digni etiam numeri utriusque

ad Sapphonem scribens
Sapphico utitur versu sed hendecasyllabon
anacrusi auxit, ut numeri lenitatem propria
gravitate temperaret, ac videtur hoc metrum,
quod novavit, in hoc uno carmine adhibuisse.
Sappho Alcaeo rescribens praeter solitum Al-
caicam stropham, cuius indoles a suae poesis
natura abhorrebat, adhibuit. Haec igitur
singularis ars, quam in numeris deprehendimus,
consilium utriusque carminis egregie illustrat
Aristotelisque testimonium planissime con-
firmat.” The same argument weighs strongly
in my mind; though the significance of the
metres I interpret differently.
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Alcaic -
iomhok’ dryva peNhiyoueide Sameor
Sapphic

A poetess from whom the language of metre was not hid could easily dispense
with any more ; this little Valentine would tell its story quite intelligibly by
itself: < The Form, the Form alone is eloquent ’!

As for Sappho’s answer in Alcaics, there is no evidence that she used
this metre elsewhere. If you were a woman and desired, while uttering a
reproof in words, to acknowledge and return a compliment, would you write
in your own proper metre or in his? For Sappho writes in his,

W. HEADLAM.

Q 2
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