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o Abatract 

The thesls concerns the structure of the Homeric hexamater and hov 

meaning is related to metre. The verse is described not only as an 

arrangement of long and short syllables, but also _a one iu vhich 

there is a develdpment of meaning from beginning to end of verae which 

forms a pattern of rhythm. How this rhythm reflects Homer 1 a 

representation of action is illustrated in passages from the IUad. 

The problem of enjambement is presented: where and why the me4ning 

of a verse overlaps into the next, and how this would be explained b~ 

the colon and formula theories of the verse. 

The ways in whieh a thought spilla over the end of the verse are 

shown to be various. In some instances, enjambement may be reta ted to 

a change of focus in time or spac~ which draws out the sense of one 

verse into the next in a longer train of thought. Though not as 

significant in the case of the simple runover word as tn that of a 

longer phrase, enjam~ement can thQs be aeen as connecting different 

perspectives in time or place. 
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Cette thi,e porte sur la structure de l'hexamatre homlrique et sur 

la façon dont le sena est li' au matre. Le vers est dlcrit non 

seulement comme un agencement de syllables longues et courtes, mais , 
, 

'gaIement comme un agencement qui donne lieu 1 un d'veloppement du sens 
, , 

du d'but jusqu' 1 la fin du vers qui forme un sch'ma 17thmi:que. La 

façon dont ce rythme reflate la repr'sentation de l~tion par Hamare 

est illu~tr'e dans des passages de l'Iliade. 

Nous y traitons 'gaIement du probltme de l'enjambement: oô et 

pourquoi le sens d'un vers est report' sur le suivant, et comment cel§ 
1 

s'explique pa~ les th'ories du ko1on et de la formule du vers. 

, Les maniares dont une pens'e d'borde 1 la fin du vers sont 

diverses. Dans certains cas"l'enjambement peut être li' 1 un 

changement de focalisation dans le temps ou l'espace, ce qui reporte le 

sens d'un vers dans le suivant dans un fil de p~ns'e allong'e. HAme 

a'il n'est pas aussi important dans le cas du aimple mot report' que 

dans celui d'une phrase plus longue, l'enjambement peut donc être perçu 
v 

comme liant diff'rentes perspectives dans le temps ou l'eapace • 

- , 



o 

o 

) . , 

.' . 
" . 

" 

l thank Professor Vivante for his kindness and guidance. 
~JN 

l would also like ta thank Professor Schachter for his assistance, 

and Eusebia da Silva. 

My patient typist Is Marika Plehler. 

Jean-Louis La10y trans1ated the abstract into F\ench. 

\ . 



" . 

. 
A 
V 

• 

1 

-

.. , 

•• 
j 

\1 
1,1 

Table of Contents 

~ ...... ~. _. . , 

1. Introduction ...... ~ ...............•.•. , .•••....••...... li' •••••• •• 1 

2. Structure of the Hexameter 

.) The unit y of the verse •• 
'il> 

....................... 
c 

• ••••••••• 4 

b) The theory of the formula. ~ .' ••••••••••• . .............• . 21 . 
3. Enjambement 

a) Introduction ••••• .................................. ~ ...... . • .28 

b) Instances in 111ad 1 and 3 ••••••••••••••.•••••• • •• 33 

c) Approach!!s t.o the problem •••••••••••••••••••••••••••••••••••• 53 

4. Summary and Conclusions ••••••••••••••••••••••••••••••••••••••••• 65 

Notes •••••••••••••••••••••..•.••••••••••.•••••••.•••••••••••••.•••• 67 

Bibllography ...................•................................... 81 
.. 

) 
.C 

.' 

. .., , 



tJ 

o 

-' , J L~:; i t (1 
8 '''' !!iv e~~" ~&..:t-t~ 

? 

Chapter 1 

Introduc tion 

This thesis ia an attempt to examine the ~elation be~n verse

form and meaning in Home~, lt has developed out of an increasing aware-

oe88, ,through reading Homer aloud, of a pattern of rhythm in the verae 

produced by pauses ~n meaning at regular intervals throughout and often 

at the end of the verse, The verse falls naturally into segmenta of 

meaning, and the/pause at verse-end marks the close of a thought whlch 

has been developing through the verse from the s tart", 
, 

This Is the 

harmonizing of thought and metre ln a rhythmical progression from 

beginning to end of verse which occurs in most verses, 

Enjambement is a departure from thi~ pattern: the pause at verse-

end ls suspended and the thought apills over into the succeeding ve!u. 

The effect is striking to the.ear, and draws our attention to the way . 
in which the thought is drawu out from verse to verse, Hore btoadly, 

the question is how the, meaning of any verse unfolds as the verse 

proceeds, and in the case of enjambement, how and why it 18 extended in 
,~ 

the next verse. ~ How do we açcol,1nt for the correspondence between 
• 

thought and verse which happens 80 often, and what reasons might there; 

the be which ~ead the poet to bre~ this correspondence and ca~ry on 

thought b~yond the verse? 

Under the influence of Hilman Parry, interest ln the Homeric poems 

has centred on their oral composit\on. The theory of the formula as a 

traditional element of epie verse, while defining the exèellence of the 

verse-form, does not satisfy more generally our sens. of what poetry i. 
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and boy v.'r.ad it. Tb ••• thod of composition in itself, whetber .. 
consciou. or not~ doe~ explain bow words and formulas 

produce ~erse. vhlch~e cOQsider ta be distinctly Homeric. 

combine to 

How would r 
tf 

Parry reconcile our impressions of the "utter loveliness" "of the poetry 
. 1 

(wh1eh he too felt on reading Homer) with ~he formal explanation of 

the verse which he offers? " 

Other studies, both before ParrY' and now more recently, discuss 

the origiuality and poe tic expression of Homer, but often without 

payïug specifie attention to the form of the verse and ta how langu~ge 

" beco.es poetry in verse. lt was the absence of Any syste~tic study of 

hov the poet uses the lan~uage to ~roduee poetry which;prGVided th~ 

" 

2 r 
motive for my thesis. There must be a broader reason beyond the ,. 

formùla for the way Homeric ve~e was put together. At the same time, 

any study of Homeric style should also take into consideration thé 
" 

fo~l element~ whieh make up the verse. 

The qu~srion of enjambement provides a c~rting'point 
• 

J 

for .ppro.ehing vider questions of Homeric style. Bath Parry and 

G.S. Kirk have examined the use of enjambement in Homer and elassified 
1 

the different types. Parry has also tabulated the frequeney of these 

types in other hexameter poems. 
~ 

Here too, however, explanations based 

mainly on the formulaic and syntac~e patterns of the verse are not 

>1 

antireiy.atiafactory. The distinction of various grammaticâl types of\ 

enja.bement doea not Alwaya aeem pertinent in determining lta effect. 

Otber atudie, on the topie have focu88ed mainly on wheChet or to wbat 

exten~ enjambement la ehlraeteristle of the oral style. The interest . 
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in thia the.ia vill be how changea in th."rKythmical .tructure·of the 

, . , 
verse reflect changea in tbe poet' a pattern. of tboulht. 

The queltion il dealt vitH in two parti. The firlt ,part .hova how ,. 
worda are arranged in a meaningfJll pattern within the bex.llleter. The ~ .. . 
aecond part preaenta inatancea in which mea~ing overlap~ the bexamiter, 

and aùggests possible teasons for tbe enjambement. 
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Chapter 2 

Structure of the Hexalleter . 

a) Tbe~urity of the verse 
c' 

. 
Ky aim ta to describe the Homeric. hexaméter a8 à rhythmical unit. 

Thi. will be treated by illustration of two passages, Iliad 1.475-487 

and 1l1ad 3.162-170~ preceded by a fev ,eneral remarks on-the structure 

of the hexameter based on the work of H. FrKnkel, H. Port&r, and P. 
. 3 

Vivante. 

In Homer, the verse ia the basic metrical unit.. A word la never' 
fil' 

dl~lded between ver~~s as in .lyric poetryj the verse begins wi~ a 
Q:< 

word-beglnning and end. with a word-end, so that there ia always a 
• J 

pau~e, however alight or lItrong,.at verse-end. The hexameter is not 

" .. only a suéeesalon of feet: there are pauses in meaning which 

artieulate tHe flow of words; the metrical sequence with its caesural 

breaks formJ a patte~ of rhythm. This pattern has a beginning, a 

middle, and an··end. Mid-way in the verse. in the third foot, is a 

'- eaeau;a, 'a brealt in meani~g where t~e. s,nse of the ver~e reache~ a". 

" 

. . . 
4 "lio1nt of IUlpen~e", as P": Vivante ~alh i t " b~for~/fàlling to a close 

at verse-end •. 

The middle caesura d1vides the verse into two sections, but an 
- .... fl 

exact aymmetry i8 avoi~edl two exact, halves would give the impression' 

\ 
'of a v.erae composed of two trimetera and 80 destroy the uni ty of th.e 

ver ••• Vithin thè firet and second half-aec~ion.·of the verae, there 
, 

are .• ocfulationl in ~h. rllythm -:in whicb the rise and fél! of the entire 

ver.e i.' rehe.r.,d on,a 1 .. 11er Icale vi th minor breaks at veaker 
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c~esural. Tbere are thu8 three caesuras mark~ng off four .egments, or 

cola, of the hexameter. The schema ~f the verse ta as fOliows5°s 
1 

~lll~lV7-tr~lv VI!.-~V!.-";J 
.1 1.' -<t:\ '. 1 :z. t. 'l' 

A &- c, 

Ther.,..-.,· four coinmon\pos1 tions for the ~ caeaur.a (Al to !tA)', two 
, 0 

for the middle (Bl and B2), and 'two for the f~nal break, which is 
/ 

slight (Cl and C2). The greater number of variations of the A caeeura 
. ~ 

- is explained l>1 the fact that there are- a greater number of word-· 
..,J - . . o 

~ivisions in the flrst half of -the verse (marking the more ten~ative 

't" ... ,,'4 ~~ . ~ 
" 

~ ~~ . , 

. , 

rhythm of a lively b'eglnning) than i~- the lat:t~r half. T~e C caesura Q'~ 
• ., III 

leAves a 
1 

.~ 6 
longer section. of verseJ.uninterrupted;.~ Fr~nkel 0fsen:ed , . 

, ~ 

the last third qf the verse,' in 'Sharp 'contrast with the firat third, 
-" 

'dols"not usually admit strong pu~tuat~on. ~ 
Th~ ,fourth colon drawa out... 

) .. 
full scal~ t~e rhythm that has been developing through the verse from . . 
Ha beginning, "closing in ~ an even unb~oken sound .. .. 

• . . 7· 
FrK~el.descr1bes the hexa~eter as "a variable miniature strophe'" 

an~ tne-function of the cola as foll~wa: ùÎts four membera co:ld 
, . ~ 

develop a life of the'ir own: a powerful'beginning ,to inttiate the line; 

a factual secoud colon, a frequ~ntly emp~atic ~hi~a~d ~ ~Olling, 
resound1~g .'fourth -- su"ch i"8 the usual patteril:1I8 The mo~t frequent. 

, j. ~ .... • , ...... .-

caeauras in this pattern are A4,. '~.; ~2.,,,,~ut ally r!!gular caeaura (.ho\lU 
t' (. 1 / / 

in the ac~ema) mar be poatponed through au especially lo~i ward Wh~eh 

ea.uses lt tt. Cl)~ later 'thtu uaual, arA éven obUter~tes the c.eï~i. br 
~ . \ ,... 

'>. (., f) 

bt1~glug over the regular caeaural poslt!ou ~u~ ending at the next 

.. ' " , 
f 
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9 regular caesura, thereby creating a tripartite division of the verse. 

The form of the verse is ri~h: its flexibility allows many variations 

and irregularitieA"but 

10 planned as a whole." 

in all cases the verse is animated and 

FrKnkel's description of the four-colon hexameter is based on 

tendencies of verse-structure, not on a set of restrictions on word-

positions. The singer, he explains, was not guided by a series of 

abstract rules; the rules of the art form were implicit in the struc-

fi 
ture and recitation of the verse, formulated and developed for practice 

in the actual practice of verse-making. 11 

The verses b~low (from Books 1 and 3 of the Iliad) illustrate the 

pattern of rhythm out-lined by FrHnkel. The issue is how words are 

fitted ta metre in a progreisive movement through the ve!se, and how, 

in Homer's concrete style of expression, thought is developed in the 

structure itself of the verse, not solely by the sense of words as in 

prose, nor simply by a successful metrical arrangement as Parry would 

-' 
have it. Sense and metre are blended in the struc~ure of the verse. 

i) Iliad 1.475-487 (colon analysis) 

'tH""r ~'I~/A.lOslltaT,aulltcù f'fTl IOIfl/Jar ~.\IJf, 47S 

a~ TOTf 11t0",,~CTCWrO I""apà ""pvp..VI/(7'Ia V7Jôs' 
~/oIOS al~p,ylvn414>dJnJlpoooM.m,.\os 'H~s, 
Ita' TOT' 12l'flT1CÙ1&)'O~·Tolp..fTà crrpc1rOl1lnipùl1 'AX41wv' 
Ta,er", a'i rKpfl1011 olipolIl ft, 1l1C4fpyor 'A 1I'6A.\C.IIII· 
al a' 1crToIII~curr'lallci 8' lGTlalÀGJl(4 ""ITaererClll, 480 

;11 a' 4J,f""rl'fTp~era.1 p../erOIl lGTlolI.1 cl,,4>l a~ riil'4 
crTflplll'lTOP4>~PfOpl "ryéÀ' t'a.Xf IVlJor loUCTrJs· 
~ a' '8ffPI«aTa .wl'4la,all'p~ITIToucra «lA.nJ8ov. 
aVràp l'fTfC fi tlCovro Iltarà crTparOV If~pVV • AXatWlI, 
~Cl ",lP 1 ot yf "fAllU/avl l'fT' thrflpolO l'pvITerav . .85 

V+criill'fT' +a,ul80lS.I,mo a' IpJA41'Clll'4ltpll T&vverercw' 
crùrol a~ IIT«talltU'T'O IKara lCÀurCar Tflvlas Tf. 

6 
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V.475: After opening the time frame (~,MoS) and setting forth a 

subject, the verse breaks mid-way at 11"'0.\ f' ~i\las ("when the sun-"). 

The caesura here does not mark a strong break in meaning, but rather an 

) '\\ 
expectant pause atl)(",~S ,what Seymour would term 'a musical "hold" 

h h i l 
1 Il 12 \ 

rat er t an a mus ca rest. This sense of expectation i8 

1 /{i f' 
immediately fulH lled b~ /(O(/~ u. The s light pause a t Ko(T~QU is in turn 

b ridged by the inter l<>cki ng f 00 t (and phrase) 0 f 1 É.; 'v<cI 'S ~;e, 
the sun's sinking and the coming of d1lrkness are 50 articulated as to 

be felt as parts of the movement which ls one with the extension of 

the verse. 

V.476: The first colon (f~ roTé) opens the verse by establishing 

the 
1 

sequence in time, and the second colon adds a verb, /(OI"",.,crc<V'TO , so 

tha t a sen tence i5 now solidly constituted. 13 
There i s a pause in 

, 
meaning a t KO'JA~cr""iO, aod here, as in v. 475, - lie unders tand the "sense 

of the caesura", ,as De Quincey said, "which means the interlocking of 

h l f l d ,,14 h h i b k i t e severll eet into the severa wor s : w ere t ere s a rea n 

the meanlng of the verse, or a pause in thought, this division Is 

15 bridged by the end of one word joining with the beglnning of the next 

in the same foot. Words are thus drawn together in the metre in a 

16 
continuous movement through the vene, joined from beginning to end. 

This movement or flow of thought within metrical measure we call 

rhythm. The rhythm bridges divisions in the vene, binds words 

• 
together, and blending meaning and metre, creates a unit y of the verse. 

7 
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The word-group T""'r rrpvl"f1f1"" ia thus bound to /(o"-.I/T"O, and the 

, 1 1 
whole second half of the verse, Tri'e( 'frpvt''/f)(''~ V?DJ , is integrated with 

the first half (the caeaura within the second half is obliterated by 
, ,1 1 

the long word -rrP"}J-"~cn",). As Tf-(f'"' Trpu,..v~rTlo( v~OS locaUzes the action 

1 
~f KOI}A~crt4~ro and this final section of verse is unbroken, the action 

18 extended rlght through to the end, coming to a smooth close in a 

long, even sound. 

V.477: The appearance of dawn is visualized in the development of 

the verse. The order of worda follows a progressive movement in rhythm 

from beginning to end of verse, the caesura.s -marking i ts successive 

stages. 

'-i\ 
At the beginning, 'l]-loS, "when", sets the action within the 

, "''' narrative sequence, and l'')pl.e''~lo( suggests the ac tion: dawn is born 

) -1." at this early position in the verse, ~pl'~"tl..c. is almost a verbal 

element, but not quite, as the verse reaches a point of suspense 

(middle caesura) before dawn fully appears (cp~~~), and spreads through 

the final portion of the verse, its rays as fingers outstretched 

(roIo[':I<T()~05 ~~) ).17 This extended movemen t towards the end of the 

verse (more than a third of its total length) follows upon a more 

11vely beginnlng; H. FrHnkel observes that It Is ln the long fourth 

colon that "the permanent institutions of our world" or "the great 

18 
names of the gods" ,often preceded by an epithet, tend to be placed, 

~oncluding the verse vi th "spacious digni ty" 0 19 The entire verse 

focusses on sunrise and its articulations give us the time (when 000), 

the appearance (the early-born appeared), the fully achieved image 

8 
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(rose-fingered dawn). 

'11 r" , 
Parry has said that the eBsential idea of "',.,.0$ ~) ')p,HVL'~ ~:"v1 

, "that which remains after one has counted out 

everything in the expression which is pure ly for the sake of s ty le", 18 

"when day broke".20 But the style is essential to the-expression: 

movement is conceived in terms of time, as taking place within a 

certain rhythm -- the glow of light first appearing, its rays then 

stretching out through the sky in the full blush of dawn is in that 

21 
moment captured in the frame of this verse. This movement in time Is 

what Porter is referring to when he sa ys that "the colon is perhaps the 

unit by which metTical time ls perceived". He explains, "Poetry, like 

~ music, is a time art. Time advances .•• not in a continuous flow but 

jerkily, in a series of impressions, like the movement of the minute 

hand on some large clocks or the succession of frames of a moving 

picture. The cola of the hexameter are short enough to be perceived as 

f h 
,,22 

units, the product 0 a single r ythmic impulse .•. This i s the 

23 
sense of the progression of an action as Homer represents it. The 

rhythm of the hexameter focusses on the essential phases of an action. 

De Quincey said that "Homer paints nothing but progressive actions,· 

that ls to say, actions in their motions and succession of stages"; 

this naturally implies that Homer' s descriptions are "always tled to 

24 the successions of time". This is as true withln a single verse as 

i t is ln a sequence of verses. It ls not enough to say that Homer's 

style ls "paratactlc"; each succeeding verse marks a new stage of 

motion, each new moment calls forth a new verse. 

9 
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In thi. pa •• age, events proeeed at an even, orderly pace, and the 

dawn 1. ,iven its place throughout a full verae without any other 

circumstancea of the narrative entering the vision. The action 

25 described ià complete in Itaelf. 

V.478: In this verse as well, temporal relations are stated in the 

, " 'II ~ 
firs t colon ( 1( .. , 7'oi E.rre,T ), and the aCf'tion announced in the second 

-~ At this point there is a greater pause but the metre 

locks together ~'{~ 'ov'TO and ~T~ trTp-tTbV, whence the rhythm draws 

action to place (~.,.:J. CTTp-c'T~~ éJp~" it:(ICIWV ). The pause in sense be-

tween the third and four th cola -- not an illogical division between a 

" 'A '" noun and its adjective, with tI/pU" f'\1(""Ww' extending the meaning of 
\ 

aTp~Tov -- ia only slight, and the image of the camp stretch~s over the 

whole final half of the verse, completing the picture of the verse (a 

, 1" destination for OI.,,~ .ol/TO). 

V.~79: The beginning of the verse ia more informative than the 

-
final part; any new information towards the end of the verse would 

disrupt the final course of the verse which runa smoothly to its 

conclusion. The contents of the fint two cola (TDÎa',v' Jl rl<pf.VOV 

olpo'l) are factua!. The meanlng 9f the third colon, though one shoft-
~ 

word ('EI ), gives us a sense of duration with the imperfect tense: the 

wind blows continually. The verse culmina tea in 61<~E.pJOJ "JJ"'t~",v' which 

.upplies the subject of the sentence and seals the verse in a solid 

ima,e. Name and epithet are welded together in the final colon: the 

rhythm ia extended in an ev en unbroken sound as it draws to a close • 

10 
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o Fdlnkel caUs this the "aounding~off" (Auaklang)26 of the veru. 

V.480: Two actions, standing the mast and spreading the sails, are 

joined in one verse: they share the same subject and same impulse of 

, f, " , l 
movement. There la naturally a pause between Dl 0 /(J'To'l U'T?IT""T a.nd 

.. , 9' (. , ~ ... , 
e(~.,( IU'T/e( é.uKo( 1rtTe(cnr~,,; bu t through the caesura, the two acta 

, , 1 1 9'. , 
(that of O'r'lO'~VT and the upward motion of the saila, rI."-' leTTlo() are 

drawn together and tn verse forms a unit of movement. 

The beginning of the verse is, as elsewhere, more informative, 

more factual and therefore energetic: there is a certain energy in the 

L' . ,le' c. 1 \ ' , 
minor pause after IUTo'l .\le could say that O/l/of. IC1'T/~ AtlJK-< rr"',. ... lTlT .. " 

forms a logical completion of the ,initial action of 

and this is pertinently brought out in the cadence of the verse as it 

comes to its completion. Thè caesura between the third and fourth cola 

- "l)"\ ... " is slightll.Jnd the rhythm of t:I('/" 17' J(TT/~~AtVf(-'I 7I"~ï~CT(Te(" completes 

the movement of the verse, spreadlng open in a long uninterrupted final 

stretch. 

The caesura in -the final half of the verse 18 weak (as in v.478), 

but there is structural logic here too, even in this slight division 

~ " 6' (. " be tween ~VCIII. ICTTJ'" The caesura ia a slight jerk 

" ( , 
in the rhythm as the sai 18 go up ( ... v.c 9' laTIe( : this mus t be where they 

are hoisted up) before spreading wide (À~UK~: literally, spreading 

À 
... .-

"white") in the smootheT rhythm of tlJt(-' ll"6TGCCTcro<". In Porter'a teras, 

27 \ ' .-the ''brief rhythmical impulse" of the colon I\t.u/rei. -rr~TfI(crfT..(v preU&te. 

clear visual image of'white sails billowing out. 

o 11 
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Comparison with another verae may illuatrate thia more clearly. 

H. Frlnkel contrasta the ceesura between fD"T1-< and ~E1IIr~ in v.480 with 

28 Co / \ ' the "more 10lical" grouping together of Itri/o( .i'f;Ul(o<. in 

Odyaaey 2.426: 

l~Ko" {'I ;<TT'''' ÀtUK~, ÈÜU-Tf61f'TO/a-/ ~otÛ(1/V. 
The situation, however, in this verse is different: ;OT''-< Àl:\Jt<'~ is 

placed in the firat half of the verse, and ia joined with the verb 

t~t(O'I, not nr.l.UfN,V (as in v .480). The action is not extended at the 

beginning of the verse as it is in the concluding section, and it is 

one of "drawing up" the aails, not "spreading them out". The way in 

29 which the words are grouped in 1!.1.480 makes visual sense. 

The final cola of v.480 nevertheless, as noted, run together, aùd 

whatever caesura there is was marked only very lightly in the 

recitation, as Frlnkel noted. 30 The extended final sound of the verse 

rounds up the movement. 

We may also compare v.433 (on sailing into the harbour at Chrysa): 

ÎfS"T''''' f~'" 1 C1Tt(>,fI(VTO, Je~(7"oCV (, é.~ v~t fÙa(~vn) 

Here the t()TL'o(. are Qot À('Vkol at a11, but the vene-structure 18 

aimilar to v.480. There ia no space in the firat half of the verse for 

the object of the verb to take an epithet: the tint half 15 more 

factual and informative, and the action more abrupt than in the second 

~ /, /\ Tt Q 

hall. The repreaenta tion of I(1T/'" JA6V crr61 A"If 0 is .checked by the 
, r.' .\ , 

con1iect~on with 9étretV CI' e~ "~l p~IVf1 which extends more freeiy. 

Aa in v.480, the latter half of the verse ia more extended, 

,ath.ring the epithet in~ long final colon which brings the verse to 

12 

_ "f I~ 



o 

o 

an even close. À6VK~ la not uaed in v.433 where the saila are taken 

in, but where they are aeen opened up white, as in ll.1.480 and 

Od.2.426. P. Vivante comments on the context in which ~'I.II'COS is uaed: 

"Ve have, as it were, a flash of white: not an Id le colour term but a 

31 moment of bright exposure." 

Vv.481-482: The verse starts briskry with the wind whose blowing 

rises up to a climax in the central caesura. Then the Test of the 

, ( " 
verse is more e~pansive, visual: we see (in the third colon, PE(jO"; /UT/ol/ 

the sail blown up and the wave surging up around it (fourth colon, 

~,..~L fi 'f..ÎJJA<>< ). This view l'emains open a t verse-end, and beyond the 

verse, a sudden vision of ship and foaming water spreads out (v.482). 

V.481 does not end in an even sounding-off; a new element is 

introduced which draws the scene into the succeeding verse. /(ûret( 

providejl a new point of focus which shifts to a more expansive vision 

of the sea in v .482. The wind blows up t and the verse t like the wave, 
1 

l'ises to a crest at verse-end, and breaks around the stern ( rtTl:I!Jry, 

v.482). Sound and movement are sustained through the second and thlrd , 
cola (of v.482), reaching a pitch of activity at mid-verse (rrnf+~f~v, 

'\1 1/ "swelling-" or "seething-dark"), sounding out (jAEJo(A 1e<J(t , "sang 

32 aloud") in a third colon, which could be called "emphatic" ,and 

finally subslding ln the fourth colon as the image of the ship rounds 

off the movement of this set of verses. 
l , , 1 

Part (CTT6Iffl) and whole ( VI) o5 IOVV,>S) are integrated in v.482, 

framing the verse, but the rhy~hm of vv.481-482 flows together: .hip 

and sea form one picture, wind and wave join in one united movement. 

13 
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(Here the rhythmical unit is not the single verse where enjambement 

occurs, but both rhythm and meaning are extended from one verse to the 

next. ) 

V.483: ~he beginning of the verse ls informative and lively, 

introducing subject and action, three short words in one colon. The 
, ... 

second co lon fi 11s in the place (K .. To( KUfe(), and the ship 1 s course runs 

through the nst of the verse, wlth [,.firpl,rJrJO\JUO( K~~t.UeOv , "completlng 

her j ourney", formlng one f low of sound and movemen t. (The--<: caesura 

is shifted from its regular position by an especially long word, long 

in quantity as well as~in meaning as it extends ~he action through the 

verse; third and fourth cola go closely together, as often.) 

V.484: The pattern of this verse ls as in vv.476 and 478 

(pract 1 relations of tlme given in the first colon and verb added in 

the S'econd) ~ ,and the final half of the verse is similar to that of 

v.478 (see note on v.478). 

Vv.485-486: The pattern of v.485 ls not as in other verses: the 
1 ~ 

sequence of meaning and rhythm mlght here seem lrr~gular, because an 

" important element 9f the sentence, the verb épUUUo(v, is postponed untl1 

the four th colon. The action is thu8 not introduced until the end of 

the verse t but through the enjambement or runover phrase (tcrov éri 'f-<J4~9oI5) t 

continue. dlrectly in the next verse. The two verses function 11ke one 

extended unit of rhythm: lt is 

Cou. ... " III ~9 movement. VTOU Qil T-<}Cat 015 

14 

as if the two ran lnto one broader 
'II 

complements trUCTO'-rI, more aolidly 
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" 1 <,. fq 

1 

grounding the aetion in place. The action of each verse takes pla~e 

"hl.gh on the sands", and the enjambement bringa' out thia unit y of plac. 

by jofning both tpU ITUCI4V and T':vvrTrlo1,'V to J'fov ~ri 'fojf'~eoIS We thus 

have a single picture of the ship hauled up and the supporta placed 

underneath it. 
C. \ 1 

The whole phrase ult'O '" T-<VulrlT .... " acts as a finiahing 

touch. 

~) 
ThC:~1~. alf of V.487: 

situation (introdu~es person --

as in ~v.476, ~78J 480, 484): th 
, 

ua the facts of the 

in vv.481, 483 -~ and act, 

~rsed. The movement of the 

final half, though tapering off (not what one would call a resounding 
" ;' 

finish), brings the Act of scaUedng "down among huts and ships to a 
1 

full conclusion. v~ ... S n, in the final colon 1s like a 11ght touch 

which puts a stop to the movement. lt has been pointed out that the 

33 
last part of the verse often "explains" the first part; as we see 

here, the development of the verse is not an explanation of the Act, 

but an extension of it which subsides in a falling rhythm to the end. 

In these verses, we note a development of rhythm and meaning in 

the rise and fall of the verse. With the exception of vv.481 and 485, 

34 ' 
the rhythm comes to a "dying fall lt a t verse-end as the moment of 

action pauses: the hexameter ia a unit of meaning, not only a metrical 

unit, and it is one in which words and rhythm trace a progressive 

movement in time and space trom beginning to end of verse. Thia ia the 

case where there ia a pause in meaning at verse-end; but where the 

meaning of a verse extends into the next in enjambement, the verae do •• 
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not uaually coincide vith a unit of time and space (further illustra-

tion in Chapter 3). 
f6 

Apart from vv.481 and 485, the verses in, this passage are more or 
ca 

less contained. 'The cadence ia even and regular, and the narrative 19 

neither hastened nor contracted. ... 

ii) Iliad 3.162-170 and 3.192-198 

Let us ta,e ,th_e Teichoscopia -- 'a passage of a different kin:;rom 

the previous ode, and yet containing a similar regular pattern of self-

'" contained hexameter through a suecession of verses. We consider VVe 

162°-'170 : 

·n, Ap' 14lClV,l np~ a~I'EA/J"Ivl i"a.\/crcra1'o q,o,"fi' 
• " 3ffipo 'Il'dpol8'IJA8oiicra.I4>0..0JI 'fICO,J rCre i,uîo, 

0411'4 1b,l11l'po,.fpOlI f'f' TOcr",1 ':fIlour f'f 41o..avr f'f
oG .,.C 1'0' /aM" ltT,,{J 8fOel"" flO' af,",l flIT"" 
of #lO,llcl>"sPfl"cravl1foÀfl"'v/1fOÀaaKptIII 'AXa&~v-- J65 

w, l'OIlltal f'ÔJl&' &~paI1l'fÀ~P'OvI.E~"~"7Ir. 
8r .,.u oa'llCTT'W 'Axalorl ch~pf ~~r Tf "'yar Tf. 

""'0& IÙvl Itf~fi I"al ,u{COJIff/4Uoi la,,&, 
ICGAW 3'IoVrr. ly~lIlo' 'II'r» f&JIld4>8l1À1'OlcrW. 
oU' oVrtllIYfpdpOlI'll3acr&A1j'i yàplcWapi 1011"," 170 

The first verse ia an invitation to Helen, in which the words of 

the second half complete the meaning sugges ted in ~VfO rr!tfo,9~ ~9DVCTa( 
,J/\ ' 1/1' .,,, 
~1"oViE.I<oJ aoftena Priam's address, and Is.,ù ~ff:.'O locaUzes the act; 

the aubaiding cadence brings the verse to a full close. 

V.163 opens up the-viev on the field: among all the men, the 
1 1 • 

focus 18 on Helen' s former husband, in~roduced ~Y 'por .. pov , "the former 

(one)", vhie.b drava the attention to °a point of auspenae (marked by the 
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central caesura), anticlpatlng the actuel mention of 1f'oO'"/. The 
, 

announcement of 1fI)IJh' thus fulfils our expectation whence the end of 
; 

the v~rae apreada out to include the further background 'of r~ou5 Tt 

~f~o\J5 T~. This final colon thus fills in the picture of the central 

figure surrounded by kinsmen, and sparks thoughts of the past,which 

interrupt Priam's sentence at vv,.164 and 165 (two self-contalned 

" uni ts). 

At v.166, Agamemnon 18 simpl1' polnted out, ~J fOl /C"" rt,,!1 ~~{r" 
1 f \ 1 'S: 1 

('0'1 " deictic), and the second half of the verse, 7réAWPIOV éc.,OVO}At') vQS 

completes the thought by filling out the sha~e of the man, giving it 

body: this is the only reason he has been singled out by Priam for 

'e , _ identificetion ( t.c..O'l0f")'{[)S). Agamemnon is conspicuous by what strikes 

the eye, his imposing build (cf. description at 11.2.480-483) • 

• , '1 ri' , 
The verse again daes questioningly in v.167, with DJ TIj Of) IIfTTlv 

'~a(IO) aga in introducing the man in the tirst 'half of the verse (êJf', 
) 1. " 

~gain deictic), and Jc.v1 ~IIS Tl ,u.tl"'S n giving shape to the figure. 

The expression is full, neither compressed nor expanded: it fits the 
ri ur 

verse perfectly -- with sUght breaks, tirst at OS TlS Ou' , building up -
, , 

to the anticipation at mid-verse of the subject, and again at.~V~f 

which supplies the subject proper and therefore some degree of 
_ J 

completion to the ~gea proposed in the firat half of the verae 

(emPhallc assertion of the mere presence of a~, that he la gazing 

upon). The. final colon ( ~Js TE ~.lfl(S TE ) again adda fulneu to the 

man's outline, and to the sound of the verse a. welle 

The outline of the hero's figure i8 sharpened in v.168, firat by 

17 
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• 
~'I~~Ô (pointine at • part of bod ), and eveu more 10 in the second 

~ 

.' c 

half of tka verse '~s the scope is danea and Agamemnon 
" . 

circle of other .,-n (Ko(~ )A"C,vES ecllo( . , 
) . 

18' seen in the 

In v.169, the object of admiration, Jt<l(~~V (accusative), 1s " 

iutroduced rigbt at tbe start of the verse. The second colon, Dtfrw 

éf~~ t adds emphasis and increases mid-verse the expectation of 
, ( ... 

what #(oCM\I ' only suggests. The'meaning i8 complete with the tlrlrd 

.,1 "r colon, OU rio) 110'1 , traiHng off in ô;S-:>')AoirJW which a t the same Ume 
. 

brings tne thought to a'fuller close by reinforcing the impression as 

• visual/one, engaging us more directIy through Priam's eyes than would 

~he~imple fact of Agamemnon's presence related by straight narrative. 

'r " At v.170, priam's increasing admiration reaches a peak with DUt)' OuTI,Ù 

• 
1 \ "., " ' , r' )1 1ltf-<PO-l ; ~ the announcemeIlt of fJ-V'Ii':l"l toy> &fiO" E~I~E. 'comes not so mU,ch 

aa a surprise beeause Priam' s guess ia cO,rreet -- for to us the con-./ ' 

clusioB seema .. logieal and even obvious -- but as the culmination of 

purely visual impressions. 

Each impression is developed in a separate verse, gradually drawing 

clearer the figure of Agamemnon. The battlefield is not described at 
\ 

.• u, but through Priam's temarks at vv.164-165 (not "pall'enthetical") we 

gradually b4come more aware, as the attention is drawn fromatbe single 

\ /f' )/\ \. ,/ 
Ueure of Agameamon to the surrounding me~ <.1<.(1 f'l:>oV65 -tA,Aot, t-<O"( , 

v.168), that the men stinding there now are gathered as they would be 

at Any other time, an army prepared for war. 35 
, 

V ... y compare vV.lfl~1198, where again the foeus is held on an 
, 

individual, Ibarp.uina witb every lucceeding verse and at the same timé 
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opening up a vider view of the field •• 
~ 

, IInJnpo~ G~T'i'Oôvcniall~~vllplcu'" d- )'fptlLôr 

" cr".' 4~f f'O,lltal n/,,3tJ ,lAov "IlCos.tSs ,,&S .;a' laT{' 

,uwv ,ùv/ Irftf>a.\tïf • A ~a",I'JIOJIOS' , ATpttaGo. • 
d".n-fpor b'I4f'OWwf la~ OTI~lCrUllla,(l84&. 
T'tVxfG ,Jvlol Irf&T'G41".tx80v.1/."ovA.t1POTf{PlI.' . 195 

• cWrcis ~ IlCT'lAor ~rll""'lrwA.f'TG& 1 aT{XIlS èWp&1I' 
clpJlf" 1"", I)'CIIY~ It(llCwl""lYf(l,~A.If'. 
8r T' olwv1,uya ".w1Ï1 a~PXfTG&1 àl'Yfvv&wJl." 

Odysseus is p;ogressively identified, verse by verae, firat , 

pointed out (v.192 -- c{. vv.162, 166), then different parts of his body 

outJ.ined. lJ.{s(~o" 1"6" JC~~q'An t (v.193) provi~s a strong impul~e at 

verse-beginning, reinforeed by }\l"(p~f'~O~OS 'Arpi({o{o in a resounding 

i5 again a strong beginning (v.194), and 

extends that thought to the end of the verse 

(filling out the man's girth). 

~n the simile as weil (vv.196-198), Odysseus ia presented in elear 

outl~nes of shape and movement. The compariaon of men to sheep ia 

purely visu~l: Odysseus is seen moving through the ranka of men, 4s 

conspi~qus as a thick-fleeced ram among a flock of bri~ht white sheep. 

Each position, pers~ective, felation is drawu out in the rhythm of 

a full verse. The pause a.t verse-end la one of sense and me.tn; th. 

principle of the verse as a unit of thought ia in both of thes. 

36 PJaaagea uncomplicated. 
il 

l' 
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-·0 The,e sections from the Teichoscopia were chosen to illustrate the 

regular pattern of the verse, uninterrupted by enjambement. If it be 

conaidered unuBual that there is no enjambement at a"11 in these 

pessagal, in response to this, it could be pointed out that scenes 

elaewhere 80 Iull of action are here presented through Priam' s words 

unconstrained by ady pressing circum~ances which normally enter an 

exchange between two people. Each tho~ht, impression, or memory as it 

ri.es is fitted to the rhythm of the hexameter. Priam's address to 

• Helen seems hardly part of a dialogue a t a 11; thei r words are not an 

texchaùge of information, but slmply sta tetnen ts on the prospec t before 

them. 

-, 
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b) The theory of the formula 

t We have yet to consider the place of the formula in Homeric style. 

What follows is a brief statement of Parry's theory in his own terms, 

and a closer look at how the differ!!!t theories of FrHnkel and Parry 

explain the formulais function in the verse. 

Parry defined the formula as "a group of words which is regularly 

employed under the same metrical conditions to express a given 

essen tial idea." The formulaic group of words May be a noun-epi the t 

combination, such as Bf~ lÀ"IuICW1fIS f\B1V'1, a phrase such as ~0 
Ij\ f,}.1 /' r r/ \ >11 1 

, a whole Une as in ~fo5 ) I)PI~ E:"'E:I~ ~ .... ,,') pooooa«(TliAoj l'"\IIJJ 

or even a sequence of lines. "The essential part of the idea Is that 

which remains after one has counted out everything in the expression 

which is purely for the sake of style." Thus, the essential Idea of 

the phrases quoted are simply "Athena", "he went", anc~ "when it was 

morning". The use of a formula ls related to its metrical shape: it 15 

used "without second thought" when the poet has "a given idea to ex-
, 

press .!lnd a given space of the verse ta fill", so for example, el:-
"6~",UI(W1ll.s 'Ae~v') May be used to express" A thena" and to f ill the verse 

after 82. Though there May be formulas of like metrical value and 

37 
meaning, it 15 rare in Homer. 

This is what ls meant wh en it is sa id that a formula-system ls 

charac terized by extens ion and economy (also referred to by Parry as 

length and thrift). A group of phrases which have the same metrical 

value and express a aimilar idea form a system; how widely it Is 

extended ia measured by the number of formulas which make It up. The 
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extension of a noun-epithet system, for example, consists of the numher 

of different epi thets for a name in i ts various forms and CilS es , while 

the system is thrifty in that for a given amount of space to fill in 

the verse, there ls usually only one epithet, Le., one noun-epithet 

phrase for each metrical shape required. For a given idea and space of 

38 
the verse, there 18 usua lly only one formulaic phrase. 

Parry summarizes the general principle of the technique of the 

'tbrmulas ln Homer: 

The Singen found and kept those expressions whieh without 
change, or with sligh,t change, fall' into that part of the 
hexametel which is determined by the role they play in the 
sentence Since the problem of the poet Is not only that of 
making a verse of six dactylie feet, but of fitting his words 
be tween he pauses wi thin the verse, the formulas which 
express the mos t common ideas fall exac tly between one pause 
4.n the verse and another, or between a paus e and one of the 
verse-ends. The ways in which these formulas fit into the 
parts of the vèrse and join to one another to make the 
sentence and the3~exameter are very many, and vary for eaeh 
type of formula. 

'As Parry 1 s defini tion Il imp lies the metrieal usefulness 0 f the 

formula, ,,40 i t must now be examined how the-f-cn'mula Is useful in a 

41 typical verse. It is understood that the beginning and end of a 

42 
formula eoincide with caesural pauses (or caesura and verse-end ): 

the poet 1 s problem is to fi t the formulas into the sys tem of caesuras. 

As we have seen, the developmen t of meaning wi thirl a metrieal sequence 

forma a pattern of rhythm, but Parry stopped short of explaining the 

formula's place within this rhythmical structuring of the verse. We 

take as a typical verse the simple sentence, 

22 
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o and see how Parry explains its composition. 

In order to express the idea "And Achilles replied," Homer fills 

the first half of the Hne with a predicate, and the second half with 

the grammatical subject. More speaifically, "with the help of a 

pronoun, a conjunction, and an adverb, the verb becomes an expression 

, r, / ) 
which fills the Une as far as the feminine caesura: Toy 0 ' 0f<é/fJf;T 

" 43 
fTtIT."." and the proper name expanded by epithetic words Is able to 

fill the space between the feminine caesura and the end of the line. 
... 

These expressions have a practical value in verse~composition, insofar 

as they are joined "when the context required it, and when the sense 

44 , J) / ) 
allowed iL" The phrases are formulas: the idea of Tb" '')tH.'~f:-r 

,1 

'Jlt.IT-< is never expressed otherwise in the Homeric poems in the same 

portion of the Hne. The same applies to rrOr';fK')) ho) i1..('~ÀeGJ 45 

This explanation raises questions: Why those portions of the line 

why does the first half hold the predicate of the sentence, and the 

second half the subject? A verse such as P. Vivante suggests, 
46 

is metrically possible; why does it never occur? Why ia the name of 

the speaker expanded by epithetic words? The o~igin of the formulas, 

not merely the fact that they are part of the oral tradition, is thus 

brought into question -- for a formula was kept and became part of the 

tradition, not only because an idea is expressed "in a form which la 

" If dIt 47 easy to use, but also because it was judged poetically &00 • ln 

its insistence on metrical convenience, the theory neglects the 

epithet's poetic value, recognized by Parry ~n his HA thesis: 

o 1 
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The firet impresaion which thia use of ornamental words makes 
upon the re.der ia one of utter loveliness. They flow 
unceasingly through the changing moods of the poetry, 
unobtrusively blending with it, and yet, by their Indifference 
to the story, giving a permanent unchanging sense of strength 
and beauty. Thé'y ate like a rhythmieal motive in the 
accompaniment of a musical composition, s trong and lovely, 
regularly recurring whUe the theme May c.hange to a tone of 
passion or quiet, of discontent, of gladness or grandeur •. 
Then may come a disappointment, a suspicion that we are 
possibly readAgg into the epic poetry a beauty which is not 
rea 11y there. 

Parry concluded' that metrical requirements determine the choice of 

a formula: "the poe t was guided in his choice by considerations of 

versification and in no way by the sense.,,49 The epithet's function is 

50 
metriea 1 ; i ts aes thetic fu~ion seems to have faded away wi th the 

reader' s tirst impression. But the disappointment is rather with this 

\ 

conclusion, for the reader does not become Indifferent to the use or 

meaning of the epithets, and the beauty of the poetry remains. 

Therè must have been something inherently p leasing in the a rrange-

ment of a verse whieh led the poet to choose (or keep) it and reject 

(or not even consider) any other possible arrapgement which satisfied 

--the metrical requirements. 
.. 

We may now reconsider how the formulas satisfy the metrical 

require_nts. of our typlcal.verse 
~ 

10'( [', 1/1-€(~l:i" f'1"éIT-' 7f'of':plC,)5 {,--05 'AX.,nE=0j 

and the way in which the poet resolved the problem of fitHng the words 

between the pauses in the verse. The caesuras mark the articulation of 

the versez 

The firat half of the verse 18, as noted elsewhere, factuai. lt gives 
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us the practical information of the sentence: what the action is, 

T;~ (I ~rer~T" , and Hs position in Ume within the narrative 
.,1 

sequence, ~TeIT.,(. The sentence has been established: "And to him then 

he answered." TheTe is a caesura after 10'" [1 1fE:f~é.T." with ~lfèlr..( 

suspending the flow of meaning in the sentence while we await the 
) / .., 

su'bject hinted at in ryfé~T. There is again a pause in meaning mid-

verse before the suspense 1s broken: rro!f~')s ftoS )\~/~.\t~ delivers 

what is expected, the subject, calling him up in a full sounding of his 

name. The expectation is fully satisfied: name and epithet present a 

strong outline of the hero, and the sentence is completed with a solid 

51 image which occupies the whole latter half of the verse. No new 
~ 

information interrupts the close of the verse. The caesura in this 

section is weak: no cut is made in the final run of the verse, no break 
Q 

in the heTo'a picture. 

The development of meaning in the verse thus forms what POTter 

52 describes as a "pattern of expectancy". lt cannot be explained by 

the sense alone of the words, nor by the simple fact that the formulas 

fit into a given space of verse, for we do not have it in 

In this verse, the effect of the sentence culminating in the hero's 

image ls l~st; the same informati?n ls given, but in a flat statement, 

the sense Is reversed and the rhythm destroyed; the verse ls backwarda 

53 and ln Homer, never occurs. lt la the order of words within the 

metrical pattern, a developing idea, which creates a rhythmical se-

quence of thought and sound (the name-epithet group at the beginning of 
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the conjectured verse lacks the resounding e~~ect it acquires at verse-

end where it is the culmination of both thought and sound). 

Perhaps in the development of the hexameter, the formulas 

strengthened certain verse-divisions (caesural positions) found 

a&reeab~ in sense and sound, and certainly in Homeric verse they . . 
support the pattern of rhythm, but as FrKnkel states, tilt would not be 

right if we wanted to see in the formulas the actual reason for the 

54 system of caesuras." The formulas were developed to fit into the 

rhythmical structure of the verse; they could and in fact do only find 

their place within the system of caesuras, and are not in themselves 

the cause of the verse-style in ,Homer. 

This is not contradicted by Parry; he describes the formula-

technique as "the practice of an artistic principle of unquestionable 

value, the principle that the medium should be blended to the ideas 

which the medium is to express, and conversely, the blending of the 

ideas to the medium.,,55 Nor does he deny the rhythmical unit y of the 

56 verse, but its function in verse-composition is limited in his 

theory; what is stressed are the metriea1 requirements of the verse and 

the usefulness of a formula in filling those requirements. ~ He 

57 describes the verse as "one movement of six feet" , but underlying 

thls movement is the rhythm of the verse, regulating the way the 

formulas or cola are fitted together in a development of meaning 

58 through the verse. The poet Is guided not only by considerations of 

59 
versification. as Par~y claimed J 

structure of the verse~ 
11 

26 

but by the underlying rhythmical 
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These are the two theories of verse-structure: Parry'a, in whtcn 

the metrica l shape of a word determines i ta place wi thln the verse, and 

Fdlnkel' s colon-theory, in which rhythm Is the unifylng prlnciple of 

4t 
the verse. 

•• 
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Chapter 3 

Enj ambemen t 

a) Introduction 

The pattern of rhythm we have observed thus far in the hexameter 

is estabUshed by the majo.:!ty of verses, and, as -noted above, forma "a 

pattern of expectancy present in the mind of the listener or reader." 

Porter continues: "The poet sometimes satisfies the demands of this 

Ideal form, though constantly varying his method of doing so, and 

sometimes by distorting the f'brm creates for his own purposes tension 

60 between what is expected and what is actually spoken." 

The distortion of form which we will consider is enjambement, how 

and for what purposes it occurs. Normally the metrical unit of the 

verse corresponds to a dnit of thought. The rhythm brings the meaning 

to completion at verse-end. This pattern is complicated when enjambe-

ment occurs: the meaning is in some way incomplete at verse-end and 

apills over into the Bucceeding verse. The verse can no longer be said 

to be a self-contained unit (of b~h sense and metre), but as at lliad 

1.481-482 and 485~486 (above, pp. 13-15), the meaning extended berond the 

verae forma a larger rhythmical unit than that of the single verse. 

The question of enjambement ia how i8 the correspondence between 

thouaht and verse, which happens 80 often, broken; how and why ia the 

61 
meaning of a verse complicated when enjambement occura? 

Hov vould the formula-technique and the colon-theory explain the 

signifieanee of the run-on meaning, .the oveTlappiug thought1' 

Parry' il th.ory would not explain the problem of enjambement; the 
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technique of the formulas ia te fit them into a givan length of verse, 

and by joining them together, to, fill the verse. If the technique ia 

as exact as Parry says it' 18, formulas must be contained within the 

frame of a verse: they are designed to fill the metTical unit, and the 

question of extension beyond the veTse is not addressed. 62 We have 

seen, however, that the verse is not only a metrical unit, but one in 

which there is a development in meaning from beginning to end. This is 

what regularly occurs; an explanation of why the meaning does not end 

at verse-end, but runs on into the next verse (enjambement) would have 

to consider how the regular pattern of development in sense within the 

verse has been disrupted. This pattern we call rhythm is not discussed 

by Parry. 

The colon-theory recognizes that a verse is not achieved through 

metrically interlocking formulas with little regard to the sense, but 

that segments of meaning are united in a rhythmical pattern. We have 

the sense that there is a rhythm which binds the words together in a 

unit, rather than interlocking pieces merely fitted together. FrHnkel 

describes this ~hythmical unit of the verse, but without taking into 

consideration the overlapping of meaning from one verse into another. 

His discussion centres on the norm, the self-contained hexameter, and 

he does not posit the problem of enjambement. The existing theories 

leave this question of poetic composition open. 

FrHnkel's theory of the ihythmical unit y of the verse could be 

developed to explain the "iuegularity" of rhythm extending beyond the 

verse. This irregularity in rhythmical structure reflects the poet', 
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chanaing patterns of thought. Two instances are noted below. 

i) Iliad 1.199 

e':'ffbf)(Jé>l r, }\\J~é65 1 fE:T~ d' ~ rf~ThT ~,o(ih',:aI. d' ~vw 

1T 'r.... ''A / (', f" ,'), ,1. / l'l • 
o(~À~o) e7VO{I~i' IE:IVe..) ,,0(. OtTrTé. .,D(QNrlf:.V 

Three acts follow in swift succession, each not fully developed 

but compressed in a single verse: amazement, turning back, and 

recognition of the goddess are presented as phases in a single moment 

of action. And yet that action Is not fully contalned within the 

verse, for the object of Achilles' recognition, rro(~~~d) l\e~vO(~')v , over-

laps into the next verse. There is thus a focus on different 

perspectives of the same moment, first on Achilles' actions, then on 

Athena and her shining eyes. The same moment of time is split into two 

verses, and the enjambement ia due to the fact that such a moment is 

presented from two,different points of view: Achilles and Athena are at 

o~ce d_~stinguished and through enjambement, united in one picture. 

ii) Iliad 1.155 

) ,.' ~or' :".1 ri\~ 1 ) J \ II. .1 / 
OllH. /l, ,.y \fIlin épl~WA ... tcl r wn", tflfn 

, 'r 1 ~', 11 1 ..... c.' 
KoIflf'OV ~'H)~11r~'1T, E;~I 1') fal~d, T/)~o( ~TaI."v 

O~pf;~ "Tt- rncl~6vTo( 9~~o( D'Cil Te 1X~é(fITD(· 

In v.lS5, the expression of a single act i8 fuller than what we 

more regularly find contained within a single verse. As Achilles' 

thoughta move ~Ck to Phthia, a full vision of the place comes to mind 

( ,pl~JJ ~~'lCt pIAJTIe(V')r~), and the attention lingers -- the unit of Ume 

il drawu out into the aucceeding verse with the announcement of the 

,')r\' l 

action (tc-lf"'"OV "')",~Ua(VT) in v.1S6. 
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Again at v.156 there is enj,mbement: the expanse of places and 
• 

distance suggested by f<~>""I. (0).À~ JAf-T04.f:, cannot be left hanging by 

itself and it joins with the next verse by the enjambement, giving us a 
,-

sense of shifting spaces. We see, in v .157, mountains and sea whlch 

draw us away from the present scene, and the enjambement ls due to this 

change of perspective. 

The perspective changes with each new verse: the strong 

locaHzation in Phthia, (v.155), the mention of the action (v.156), the 

sense of faraway places (v.157). 

These examples sho~-how the extension of a thought bey~nd the 

verse corresponds to an extension in time or place. Wé will examine 

this correspondence further in the following examples of enjambemen~t 

chosen from the first hundred Hnes of Books One and Three of the 

Iliad. The question remains, why does the meaning run oveT, and in 

what way is the rhythm extended into the succeeding verse? 

Bassettls comments apply directly to this question: "Time and 

place are, as it were, the frame of every picture of life that a poet 

pres~nts to our imagination. Together they define the boundaries 

within which our attention is to be held ••• ,,63 Enjambement brings 

Homer' s concrete expression of Ume and place into relief, showing how, 

through the variations of rhythm, the elements of time and place 
.., 

consistently determine the structuring of the verses. 

Time and place provide useful criteria for explaining enjambement 

in Homer. Other reasons', however, may be adduced, as in the case of 

simple runover words. Here too, Bassett's comments are helpful on 
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"' th.il "fulÎction a8 media 'ie. betw,een the thought already: given to tl\e 
"'41 1 ./' 64 

reader and the new idea ta wl11ch he is to be in troduced. " Whether 

-- the runover ,word :Li "es8ential" to the thought or not.;-it often forms a 

"perfect transition" to the word whlch immedlately followa. Though not 

so signifieant as the overlapping phrase from the point of view of time 

ànd place, the runover word can be considered enjambement, and 1 1n-

clude a number of instances" in the following list of examples. The 

effecta. of and reasons for their use of course vary, but in maintaining 
r 

a connection of thought, even while shifting the attention, the runover 

word br1ngs together different aspects of position, time, and place. 

J 

/ 

\ 

32 

.. 

o 



-
• 

o 

o 

'. 

r 

"-;"1; 
b) Enjambement: Instances in lliacJm~l and 3 . 

, 

L 11.1. 1-100 

1.1 M~vlv U~lrél ~(;~, 1f~~'lï~J'éW'j'~{I~~05 
7 \ / ,\, /, 'A ...,/ .,1 Il 

2 OU/IDP.f:V~"I? fJ-uf' "1'0(1015 ol ~€l ~C7?"€.J 

oJ>.or~v~" bl'ings the though/t back to f1"'1/ , and fi1:mly establishes 
! 

it as ~he antecedent'of the fol~owlng relative clause and agent of the 

J : 
woes described in the succeeding verses. 

)\ / 

Parry explains that the adjective OUAof-evry" followed by a relative 

clause Is used to êontinue a sentence whlch might have come to an end 
/ 

with the preceding ve"rse, and the enjambement "is sim~y. a "device of 

the appositive adjective extending ~o the middle of the second foot, 

followed by a re,lative clause whlch finishes the verse. ,,65 The rela-

tive cJ,4use does not only finish the verse; the fac t that 1 t interloc~ 
J\ / ) / ;l\.~ 

in mid-foot with OUA0f'fV~..J and draws OÙ~Of(;"~" forward in the rhyt,hm 'of 
. 

the verse ties the destructive wrath to its effects with a force which 

would not have been realized had the adjective been fitted into the first 

\ vers'e and the relative clause begun the second verse. 66 If such were 

'\ /. 
the case, the impact of OVAOfl;."1'" would have been lost. Ins t~ad, the 

runover O~~Of~V~V makes a' perfect welding, as Bassett puts it, with the 

thought which followa. Ita function is thus, more th an merely con-

t11l1Sing the sentence, that of "bouding the thought of successive 

verses. ,,6 7 
,\ 

1. 3 lrOÀÀ~5 d) ?~(fr,ouS r~~S A/f, 1Tpo·;O('fE::1/ 

4 ~pdwv, "\OTt>~5 d~ ~À~plo{ réV.(~ k~V€CTcrIV 
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, / ., ... 
,Had I)r~l&>v been fitted into v.3 and O<UToLJj placed at the head af 

v.4 ~his verse would have had a certain independence as a further 

s tatement telling us that the bodies were made prey. As i t 18, the 

enjampement bas made it one with the effect of the wrath in the prece-

ding verse. 

Co 1 
ryfwlIlv joins the ideas 0 f the two verses, as Bassett explains, 

"bringing back the at tention to the persons, and thus making the con

trast between the souls [~U=t;"S] and the bodies [OI(VTO~S 1 more precise 

68 
and logical". 

, ...." 
In v.5, OlWVOICTl '>. " Té 1f;U( extends the idea of 6 Wf'-<'(v.4) and 50 

connecta the prey af. birds upon men with the caunsel of Zeus. Vv.3-5 

1, 'A "!~\""r' detaU the countless wo~s se t upan the Achaeans (fUpl ")(0('0/5 ..o;,",UI:-

i91,,~,v.2), and being thus tied to .6/05 (I ~TÙfÎETO ~OJ)..~ in con

tinuing enjambement, are shown ta be tightly baund in Zeus' plan. 

1.6 

7 

tE o~ f'l\ 
:Arp~~J'~s 

i) 

T.( lt"fWT-< 'dîO(tr~~r,\" 'éf;cro("r~ 

I~ ~,,~ ~"Jf;;\1 ~~I &0 S :AX,I Üt~). 

Enjambement reflects Homer's concrete representatian: here the 
, ~ 

~ 

duality of subject requires more space than a single verse can provide. 

Where there is more than one'subject, the verse often extends itself. 

The structure of vv.6-7 'lso gives &reater relief to the two men, 

bringing them together and against one another in the first mention of 

the quarrel. 
o 
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10 '10 Û(J i>I/ 0\" .... r1Tp o(TDI/ vJp~6: I(OCt(.'\" l 0",,-,1(0 Vio ~ ).O\Ol \ 

At the end of v.9, \oÀ(,jet:~5 seems to be left hanging. The 

thought of the anger seems to be incomplete and v.10 follows givlng us 

a general sense of what happened. This is perhaps the reason why 

'i\D~c.ùeéfs sounds so abrupt. The poet is condensing a larger stretch of 

time than is his usual way, drawing the action forward in tight 

sequence with voûrr,,..J :k'l~ (jTpc(T~". o 

1.11 00Vét<'" T61J \p~<T~" ~T(fo(O"~ V ~p~ T~ Fo( 

12 "JATff(fl)s' 0 ~~f ~).ef; eo~S èrr'i V~0(5 >A'{"<'(;)I/ 

Here the enjambement marks a move back in time. The subject of 

~r(r",(jE;;" 

7Air~;fryS 

~Àe~ 

(v.11) is not fully expressed until the following verse: 

, ' 
prolongs the thought of v.ll, and in connection with 0 t'y 

leads us back in time wi th the recoun ting 0 f a pas t even t. 

''A 'r ) / Tp61"~S also ties action (0T'/,,"'fJ6'1, the dishonouring of Chryses) 

ta consequence (01. ~~f ~Àeé eo~S ÉJr~ V~"\S A~CI(lwv ): the son of Atreus is 

seen to be initiating the sequence of action beginning with Ch.ryses' 

"
heading to the ships from which point the action of the whole poem 

begins to move forward. 
69 

/ )... / 
The runover phrase XptJU"~1f oI,o/e( CT)(~TTTf~ immediately connec ts the 

very appearance of Chryses wi th his ac t of puying. The connection 1.a 

cO,ncrete: Chryses' p.resence i8 strongly felt in this added detail, more 
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so than ln, for instance, "Thua the holy man prayed, appealing to them 

a 11.'' 

V.16 prolongs the effect of the prayer upon the persons addressed. 

,... , 
1.18 () f l" )Ai" 

19 lI( rri. p !Tel 1 

The enjambement between vv.18-19 Is not radical: each verse forms 

a unit in itself. V.18 expresses a vow, and v.19 explains the vow ' s 

action, through infinitives added as if epexegetically. V.19spells 

out what v.18 potentially contains: this is normal in the case of an 

infinitive following a verb of commanding, hoping, wishing, fearing, 

etc. The enjambed infinitives, however, in a verse apart from the 
Q 

flnite verb, set off-the future moment in its own right, while connec-

'/.., (//l 
ting i t to the main verb. €.t<lféplToI.l and lf(éfrf7-<' both refer to events 

future relative to i'olév in the preceding verse. 70 

We may compare vv.22-23 and vv.76-77: in v.23, the actions of 

o(iJ'~~9.q and ~Xe~l are independent from that of ~Trt:V?~r')a.(v (v.22) 1 ---
and situated in ~he future. 

future. 

1.i6 

27 

) ,e 
In v. 77, O<ff)U'V also projects into the 

V.27 extends the moment of Agamemnon's comlng upon the old man. 

The enjambement connecta with such a moment different perspectives 

either pTeSent or future. 

1.29 

36 
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30 
c. .. ',,/ , ~ \ " .a .. 

f') r~ 'f~p~ f::V 1 Oll(~) é'l I\fll~ï l T~.AO I7l TT 0( Tf')S) 

31 
, ,., ,/ , , \ \/ ' 1 • 

/I:rro~ t:,.'fOIXOfAé'l'l' Ko(l E.}Ao~ "",\05 O(I/TIOW(j"''' 

1" ')' • / The thought of ~p"'5 61f'~ICiI" continues beyond v.29 with "lffTtP,VJ 
) ." 
f'll 01 KvJ : the coming of old age 15 seen in the distant future and in 

l 

a distant place -- the whole brought together in -one impression through 

the effect of enjambement. 

V.31 continues the enjambement of v.30, fil1ing in detai1s by 

(, 

emphasizing certain aets implied in Agamemnonls statement at v.29. 

The enjambement of these verses is thus due to an extension of 
,/ 

~~p.,(S élfé:IITIV in space (v.30) and in time (v.31). 

1.35 

36 

We may take v.36 as signifying the range of the prayer Apollo 

hears from afar. This ls perhaps the poetie Justification of the 

epithe ts (~"a(I<TI and the phrase TOV ~UK0I"0S T'Kt: A~T..:J which 

functions as an epithet) which 50 accompany the name of a god when thus 

addressed. These epithets suspend the moment of praye!", and increase 

its solemnity before it is actua1ly uttered. 

q '<À~f)~ }J-éU, ~plup~Toe ) ~S Xp~{11" ' ,/ 

1.37 o(f'-' 1 ~~ ~~l(o(S 

I<~ÀÀ "W Tt. ça( e~~ ~ TE", fOI 0 '91~ 
1 

38 Tl 1 1 Jt v'''0'"0'"é'5 l 

The addi tion of KfU-<v r~ So(e~r'JV in v. 38 widena the aet of be-
1 

striding (;"fA~l~tP~K"'5 ). Enjambement here extends in spaee the godla 

protective attitude into the succeeding verse. 
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, 1.r '-1" The meaning of v.40 runs on in ;~lJrlfJ~ IfI) -<III"'"', and the enjambe-

ment ia juatified: v.40 does not present a single independent act, but 

/ , n , ..... 
one which conditions the future, and as T~lJflA)Y ''}/l' Cl(1)W'I picks up 

/r l' '/\ ,... 

and leads directIy into Toot pOl Kp1?"OV ~~"'lAJp, there 15 a sense of 

past action which leads up to and into the present vow. 

1.46 

47 

Vv.44-46 focus on the god's attributes. The enjambement of 

o(~;ov JC.lv')9ivT05 may be due to the wider view of the god presented in 

v .47. 
),., Ll/ 

~urov J(.IvI')l7,vro5 gathers together these details of bodily move-

ment, enlarging the image of the god into one of his entire person and 

bringing us to a moment of crisis which breaks into a simile likening 
li 

the god's movement to the expansive coyer of night. P. Vivante ex-

plains, "It is as though he transcended his human outline. He has 

72 
become a divine pervasive presence." 

, ... ,1 , 1\ 

~Z:~05 
., , 

) 1> ' 1.51 -''''''-<f €-Tfl; , o(VTollTl E.X,E: 1rl-IJKES ( I~t5 

~~)..}? . ' , ~ , , " g - , 52 -<Ifl 1rvfol.t VflCVlùv Ka(} ovTo "{J.lflo(l . 

~~' has a ttrac ted much attention. Leaf commented that "the 
, , 

position of ~-<~ i8 the most emphatic possible". J. Griffin likens 

it to the enjambement of {(;tvOJ in g.16.789: "one weighty word stan-

73 
ding alone and receiving heavy emphasis". Bassett, however, points 

to many runover worda wbich are not emphatic, and 8uggests reasons 
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other than emphasis for the runover position. Where the word is empha-

,. '\ \' 
tic, as ~"/VI is, the emphasis may be due not to its position, but to 

i ts meaning, though i ts position does he lp, he adda, .. as a meana of 

connec ting the though t wi th wha t fo llows • ,,7 4 

a~\\' " 1 
1'" Ji" is more emphatic than €rrw~~W (v.50) because the act has 

1 

become more complex: a human target has been introduced, providing a 
\<!JI! 

new point of focus. Normally, the tension b,tween thought and metrical 

measure is held in balance within the self-contained verse, but here 

where the balance i8 broken, the thought spills over into the next 
, 

brings out the connection between the shot of verse. The runover f-.'ù' 

the arrow (pj.05 ' v. 51) and burning pyres (1fUp-'.1 , v.52) more strongly 

th an if each thought had been contained within a separate verse. If 

v.52 had been, for instance, ) 
TW'/ d' o(/'él l~ 1TùfO« V'K~\lJV /(oclovro BO(félG\ ~ , 

the death and destruction here described would have appeared a logical 

consequence of the previous statement, instead of a more immediate and 

striking r~sult apparent in the form itself of the verse. As we have 

it, v.52 draws the scene of the burning pyres into the same moment of 

vision. 

,.J. 
O/W introduces a different frame of action and is often found a t 

the end of a verse, with the shift to the new action in the succeeding 

v&rse. The enjambement of 
,\ ') 1 
O(f O('Jf'OIIO<TT~CT'éW' carries the thought of v.59 

forward in time, exteudiug the idea of waudeting back ( 1f~t1l'À"'(~XG~vT"'.S. 

, 39 
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v.'9) lnto a future event. The possibillty of returnlng home ( ~T 
., 1 JI 
.(1rO~OO"T~cr&I") merges with the hope of another future event (él KE:v' 

ni / rJ.~ 
flO(vw(ToV 16 )Vù10'fl:V , ume verse). 

These two verses form a unity. V.66 alone does not frame a com-
, , / 

plete thought: Kv,u~S is inexplicable wi thou t 0(v'T,~cr"5 in the follow-

ing verse. The enjambement ties together the god's receiving the fat 

of bürnt sacrifice and the warding off of the plague into one expected 

event. What thus prompts the enjambement is a sense of future response 

to a present sacrifice. 

"LI " L\ ~, .,. , (',1 r. ) 1 
1.68 nïOl 0 l' ws €./lIW" Ko(T' -<p {:>t:To' Toi'O" 1 0' O<'ÎéD"T1 

K'\ n ~r ) /1 1/ )/ 
69 "'A~~S ~Europ'd')S, OIIù"Olf'D,\l.ùV O~l O(plrTroS, 

The name and epithet at the beginnlng of v.69, as ln vv.36, 102, 

and 248 (epithet only), are carried over from the previous verse. 

Normally in dialogue, the speaker 18 introduced in a single complete 

verse; the Identity of the two speakers is not in question and the 

75 speaker's name comes as no surprise at verse-end. In the case at 

vv.68-69, however, enjambement reflects a complication in the action: 

when Achilles sits down, a person as yet unidentified stands up. The 

thought ls incomplete at the end of v.68, suspending the speaker's 

ldentity and his rising fig\1re ( K~~J\""S ~O"rof:J'')S ) until the following 
t 

verse. 

Whereas in ordinary dialogue, there is no change of perspective 
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between two speakers, there is h~re a shift to somewhere elae in the 

8ssembly where the speaker will arise. This ia the change of perspec-

the which is brought into relief in v.69, yet held together with the 

preceding verse in enjambement. 

Without the enjambement of vv.68-69, the events of vv.70-72 would 

have been independent narrative, but here, following upon and con-

tinuing the enjambement, the entire sequence is welded together and 

gathered into the dr4matic representation of events. 

1. 74 

75 

Here the enjambement does not seem to be due to shifting time or 

place, but v.75 rather gives contents, substance, volume tu what 

Calchas is go ing to say. 

The enjambement ls not strong, but does allow the act to extend 
\ 

!tself as Ume moves into the future with dffol. rt>'~C1crn . Were the 

expression of bearing gru~ge to be cut off at verse-end, the sen~e of 

harbouring and nourishing it would be impaired. This sense as it 

stands in v.83 is due not only to the meaning of the worda added to 

, '9 ( .. v.82 (~~ crrf) i:crUIV éO/IT'{ ), but to !ta very extension beyond the verse-

boundary. 

This concrete relation between verse-rhythm and meaning is brouiht 

out with similar effect in the enjambement of vv.89-90: 
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, 
rrvfA 1P< vrwv 

1 A '" The rUDOyer phrase VIJf'Tf~"TIAJ" J.J. ... ,,-(wy may be prompted by a shift 

in space, and increases the effect of isolating Agamemnon against all 

the rest ~f the men. 
i , 

1.88 
,f, ',.. l'.. , ) " 'f' 1 

ov'rlS é}Jf:V ~wvro5 /(-<1 fm Xeovl vépK.ofél/OIO 

89 (TOI lCofÀns Tra(f~ Vf)VI7"~ ~-1p€:1 "'5 ~éÎpo(5 éTOftré-1 

The suspense at the end of v.88 lets the future hang over us as a 

promise and a threat. 

1.98 

99 

100 

The actions oD~vv.98 and 99 are not presented independently, but 

form one inseparable scene, centered around the figure of Chryseis. 
, 1 ., 1 

The overlapping words o(lfp/~T~V o(va('!To/VOV ,in Basset t' s terms, keep the 

76 thought in motion over the end of the verse and run the two verses 

into one larger unit. This 
• 1 

unit ls extended at v.100 by é5 "X.fLJU'~Y 

which draws the action to a 
1 (\ / 

place, a~d aim ( rOTE- '(.~v }J.f\J 1 AC(rrrr "<.fF:.VO 1 

trE:fff90Iff:,v, the appeasement of the offended priest). Enjambement Ues 

tOlether vv.98-100 in one closely linked sequence of events. 
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il. Il. 3.1-100 

3.13 '\:J. "", wS P'" Tw'l U!T'O 
\ 

lfOITlTl 

? 1 1 
é.P)(.or-f:I/W'I· fo().O( 14 

The focus in each verse i8 distinct: rising dust in one, swift 

movement in the next. 
., / 

The runover word ~PX.0Jlf;VWV joins them, making 
J 

us see the men's advance and the dust as one phenomenon. 

The sentence could, grammatically and logically, have ended at the 

end of v.13 (T;;V understood as a demonstrative pronoun) but instead, 

where the image of the cloud rises as if suspended at verse-end, 

1 \ ( 'j\ 

carries the thought onward and into the next thought, !"o(AO( 0' wK-< 

More than merely "adding a detail", the runover 
.., 1 

word is a ljnk in thought between verses, bringing the men (Ef~ofA~vwv) 

into the picture and forming one view of clouds of dust rising under 

the feet of the host advancing over the plain. We have the same moment 

from different perspectives. 

3.17 
Î \ 1'/ >, '\ '\ l, 

;ra(f0o("t~" W,u0IITIV éJ.....IJ.)V Ko(, ,('ifllfVA"< To(..o( 

18 K~~ t.(toS· o(~r~f J'oufe; r.JvJ Ké':opvf)}J.~VO< Xa(~(~ 

19 
1 \ \ 'A 1 \ / l' 1 ) 1 

lfo(AA!.ùV r.pl~/w\l Jpotol " l!.tTo 1fa(vToo/5 -<fllTTouJ 

20 ~"T,'~IO" ,P-<xtfjo«(J"Gaq h O<:V,0 driioT1T1. 
Vv.17-18 contain an enumeration of Alexander's weaponry. As in 

other enumerat~ons, the runover of one verse into the next forms a 

continuous series, and items are tied together as a set with a ' 

cohesiveness lacking in a series of end-stopped verses. If this were 

the case, items would be set off from one another 8S in a liste 
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V.19 continuee the enjambement: the spears presented in v.1B are 

not found in PaTis' hands until the following veTse, set in motion by 

1T'~~Àc..J~. 1'~ ~~w" could perhaps have been introduced in the previous 

line of thought (v.1B), but is not: there is a slight shift fTom pure 

description to action, marked by a new verse. This is only suggested 

by the way in which word-order reflects the order of thought: an image 

takes shape, then finds its place in the immediate context. It is 

defined by its position. The shift is only slight, and bridged by 

enjambement which draws the spears (v.1B) not only into the action of 

7f'~~~w", but also into that of 1fpOl(o(~~Cé-l"O (v.19). The picture is now 

one of waving spears and challenging calls. The arTested moment of 

v.18 ia carried forwaTd in enjambement. 

The issue itself of the challenge is expressed by the infinitive 

p~X,~~e~1 in v.20, explaining and continuing the thought of the 

previous verse, yet also envisaged as a separate event, taking place in 

77 the future. Where a verb suggests some other act past or future, the 

infinitive expressing thls act ls often found in the verse fol10wing 

that in which the finite verb is found. The verses run on open-ended 

from v.17 until brought to a close in v.20 pTesent an overall unified 

view of the challenger in armour and in action. 

Vv.B8-89 present another example of an infinitive in enjambemen~: 

'li \ \ "\ T " 'l'A , 
«MOUS jAf;V ('''~To(' 1 Pc.ua<5 1(0(\ 1Tat VT"',5 l''X''''IOIJ5 

1 ,'\., 1\ ,/')" 1)' 1 
Ttvx.t-< ~o(" O(1r0t1ECTt1-<1 éln ~170'" 1fOv~upO"E1pn) 

The enjambement is not strong: in spite of the connection of 

reported speech between KOtT-<C and 1c-roe~C7Bo(l , each verse has a 
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o certain independence. The action of v.89 might also be envia.gad vith 

a 8e~-8tandiug imperative. 

, " ,\ ,1 , ..,\ 1/ ;;~~ 3.24 ElJpwv ~ eÀoc,ov KtpO>(ov ~ -<~ plOV 

25 
/ . J\.. 1/ 1ff:\ v~w" p.. -< cc. oe.p T~ (/ ,,' te( r~ CT 1 él ) E: 1 1ft-p 

,\ ), 
O(v «ùrov 

" 1 " e À 1 ~ '~ 1 
26 !TéUc.ùIJT~\ T-<~ê~ T~ I<UVêS 0( tpOl T 0(1 1°1' 

1 

lf't-IVo(WY further modifies the lion of v.24 in relation to his prey. 

1 
lts runover position juxtaposes the posture of hunger (IT"E:IVocw",) and the 

l' e" action of devouring (fAo()..'" "<>If Tf:: /(O<Tf:rT lél ), binding impulse and 

action in one movement. This unit y of movement vould have been broken 

up had the devouring abruptly begun the verse, or it would have been 

halted had the fact of hunger been explicitly offered as explanation 

for the 1ion ' s action ("through hunger ll or "for he was hungry and ate" 

1 1 / e/ 
in place of 11'EI"~W" f~~"" l""p T~ ~O<Té;CT /~I). 

1/ "., " 
t.1 lTéf O\V ""VTov shifts ta the lion as abject, and this new 

perspective is presented in the succeeding verse where chasing hounds 

and youths add ~nother element to the scene, which over three verses i5 

drawu together by enjambement into one sequence of action. \ . .. 
We may compare the enjambement at vv.24-25 ta vv.77-78: 

" c ~ 1 1 l , -r 1 ) 1 t+. 1 \ ~'" 
Ir"'l/ P eS )AE:.(juov IW\I lp"'-'vJV' o("6ép~6 'f'O<ÀQ(1 o-cS 1 

1 ('" '\ 1. '[ 'r l " }A.f::rra-ov DOUpOS €AWV TOi 0) lOpUt/ef)CTI(I) t(lro("T~.s. 

1 r' '\1 
The runover ~hras8 JA'_U'UOv OO"fOSé}.~"ties the actions of Hector 

in vv.77 and 78 to their consequence, .,..o~ J, tlf~V()1trD(V' :':1T'-<VTG(j 

o 

(the men are seated). The connection i8 concrets: r.78 tises 

- 1 r"'~ / expectantly ta mid-verse with )H:U'(70V oOIJfo5 éAWV, ,and falllng to a 

o close, the sett11ng of the tanks 18 seen a8 react10n to Hector'. motion 
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vith the speer and extends in place the éffect of his gestore. 

3.27 

28 

Although A~tfo(vfpoY e~Of:lt:o( is gra~atically the direct object of 

the verb run over into the succeeding verse, v.21 already contains the 

idea of Alexander as an object of rejoicing. It is as if f\~~tO(V[fo" 
,. 1 , 9 \ ... , ri 

vere the direct object Qf E.~-<P')' with o~ ."}A0/fTr" IUWV added epexe-

18 geticelly. The enjambement is not strong, but is nevertheless 

striking in its connection Wi~ what follows: as Henelaos vovs that the 

transgressor will pay, the identification of ~ ~ft'T~" with 7\). ~ t~vcfpov 

is of course logical, but} aiso a visual impression. 

us the imagl! of f\~~t""vtf0y' e~Oél ft~ . holds before 
... 

CI'''' l " 1 3.33 ws ' OT~ nS n. 'fO(I{OVTa< 
:J('\ / , 1 

10 I.ù" Tfa(À'I/o pfTOS -<1"1:0" T~ 
" J 1 (1 

34 ou,~oS f:,V ~l)crC10S ') vtro Té 
1 ~ ~ 

ïpOfOS ~UO(~é ~tJ/a(, 

)1 »1 
The runover phrase OOf'oS ~v ~~rra.? 5 localizes the acts of the 

two verses strongly and briefly, fixing and tying them both together in 

one place. 

3.36 C\ ')\ LI' "\ '" r -r 1 ~ 1 ws ~uT15 t<'-<'C7 Of"ÀOI/ EDV 'fw4tJ-J ocltpw.\W'I' 
l '~ 

37 [l,trocS ~Tftos v1~" 'AÀE.tO<'IffoS 9E10 éld?'S . 

Ju;t a. the infinitive say exp •••• an aetion .epaT.te fTO~Of 
finite verb vith vhich it is.syntactically linked, and may be the 

earried luto a sueeeeding verae where ft developa as an aet in its own 

riCht vithin its ovn verse (cf. v.20), ~o may the participle. The 
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enjambement,lthough veak, unites dlfferent views of a single movementa 

th~ tvo verses give us at once a complete vision of the Trojan throug 
, 

iyio vhich Paris f1ees in fear. 

3.44 

45 
, q 

The enjambement between these two verses is s trong. ou Vé/(-' 

introduces the cause o~ an action, leaving the end of the verse open as~ 

it leada into a different sphere in the suceeeding verse. The bond 

between(vv.44 and 45 is here tightened by the unusual grammatical form 

of the enjambement: where a noun-adjective group is divided between 

79 verses, the runover adjective is more common than the runover noun. 
, 

Parry explains that the descriptive adjective "can have no meaning 

80 until ve join it with its noun in the next verse." It would have 

been metrically possible to exchange ,(a(~~" and (:7'[0 r ,bu t th~ 
. \ J 

unattached adjective left hanging at verse-end creates a suspense which 

a pouu in that position would not, and this tension stresses the 

meaning of the ~djective more forcefully in thatoposition than if it 
, )\r 

had been run over into v.45 (supposing é100J at the end of v.44). ,) 

There ia emphasis on K~~ov , accentuating the beauty of Paris, and 

;)r 
the contrast in the following verse of élOOS 

'\ 1 
~A~0 further emphasizes that it is a beauty in appearance on1y, not ln 

mind. The emphaais which explains this enjambement Is rare. 

3.46 

47 

') 
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~€" )' JI ....,,.... ) / 

u.. 0(11'10> lo(l~S l V!JO'l o<vdfUJI/ oI,lx;,fJ.~ T-<W'I> 

, "JI " / J. / r/ 
"Tr-<Tf' Té O"~ )A€'6d. 7T?f~' 7fOÀ1( Té '1ro(VTI TE: O'),fA-~) 50 

51 rUfTfé"~rJIV ftv x;.:'ff'W. 1 KO(Tf)fDf:l~v {(;'rrol D(ÙT~) 

Hector has begun his address to Paris by chiding him (vv.39-45), 

and now, in the above verse, as he recalls his brother's past actions, 

he brings to mind a whole scene from long ago which led to the present 

si tuation. It(1iS unusulil for Homer to condense the past into a brief 

recollection of a few verses, and this feature is reflected in the 

accumulation of enjambements which serve to connect a few pivotal 

ac tions. 

ln vv.47 and 49, the continuity of thought in the runover phrases 

is concrete, the extension beyond verse-end being that of an actio~ in 
, ') JI 

space. 'rrOv'ToV é1Tl1TÂwO""'j (v.47) opens up a wider view beyond the 
) / , 

ships ( (;y 1fOVT"OlTbpoll7l 'IHfTcn, v.46), and in Bassett '8 WEH:'ds, "serves 

as a stepping-stone by which our attention is led on to a new picture 

81 '/' JI ) / 
or a new detaU," th~t of éTo<f0<Jj ~PI')p0(5 0(~élfo(5 

The scene of the past is sustained and expanded by a su~cession of 
i 

participles (four, vv.46-48), which accumu~ate and bripg the action to 

Here too, the runover phrase 

(v.49) marks a shift of perspective, and is like a 
1>. 

/ 

'. 
point of reference for the action of the preceding verSe and that which 

follow8. (The same may be said of other instances of localization ·'in a 

runover phrase, as at vv.47 and 34, above.) 

" l, / 
The three nouns 1T?f""'" ~Yfo(' and KJ.'')~€lfr./ he,ld in apposi tion to 

;J 
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~uva(îK." (v.48), refer not only to Helen, but more widely to the whole 

situation. To Leaf's comment that "The accusative vaguely expresses 

82 
the resul t of the preceding ac tions", we may add tha t enjambement 

helps to maintain the continuity of these actions. The verses run on 

without full stop from 46 to 51, framing the entire set of circum-

stances and contracting the span of time into one sequence of thought. 

Enjambement runs the thought over the end of the verse, drawing 

ou t the idea of Aphrodite' s gifta (T': lé {;;jp' ;A. cffoJ/T') S , v. ~4) into 

'1 1 1 ~r 

that of the fine appearance of Paris (0 Tf KOfH) To Tl: éIJ05, v.55). 

\.Je run into one idea the divine beauty of Paris and his crash ioto the 

dust. 

Had the connection not been concrete, e.g., "What help these th1ngs 

ta you, when you fall in the dust," the contrast would have been 

spoiled. 

3.56 

57 

In v.56, the thought of one clause leads into another, but just at 

the point where the second clause introduces a shift in time (~Ir'), the 
~ 

enjambement marks the shift to a different time perspective. 
~ 

3.61 

62 • 

At the end of v.61, the perspective shifts from that of the axe's 
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action ( Oj T' élC71'" {,-< OOIJfo5 '.. '" ) to the man's ( Vrylov €KT"</'AVc')C11V). The 

) nevertheless describe one 

movement-held together in enjambement. 

Had the clauses followed one upon the other in separate s"lf-

" contained verses (in the manner of successive acts following one upon 

the other in time), each verse would have been a mere statement of 

action without consideration of time, and the connective sense of a 

tlght sequence would have been weakened. The moment of action is 

extended a t the end of v .61, and enjambement brings together different 

ac ts 0 f the same momen t . 

3.69 

70 

V.69 isolates two men together, spart from the srmies of Trojans and 

Achaeans. Without a verb, the moment of action i8 suspended until the 

succeeding verse in which the men are thrown against one another in 

• 1 l " 
combat (CTU,u.P«4).tT ,fe(X.~(J()o(l). Here the enjambement, while grammatically 

"necessary", shows how the pluralityCof subjects (or objects) extends 

itself in verse as in space. (See vv.90-91 and 253-254, where we find 

- - 83 
Paris and Menelaos similarly isolated.) 

Between vv. 73 and 74 the bond is not 8 tl'ong as the puticipial 

clause of v.73 functions with as much verbal force as a Hnite verb, 
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fill1ng Ha own Ume frame. 

The enjambement be tween vv. 74 and 75, on the 0 ther hand, i a t igh ter, 

holding both verses together within the same momen t of ac tion. This 

moment i8 broken into two locations: Tfor~" lp' p~Àe(I<a( (v. 74), and 

Argos and Achaea (v. 75), extending the ac tion of vél: (J9wv through the 

entire verse. The enjambemeut brings together the places of both 

verses a t the same moment. 

3.84 
~\,/ C r ,/ / li 1 » 1 
115 é,o<g', oc 0' fO'"{ovTO ,Mo(~"S o(v't~ T E;6l:vovro 

85 ~(j(Juf"tvws 'tKTWp te.' jJf;T) ';fA~ort.polrrïv ~EI~' 
, / 

The runover adverb eO"UIJ}AE:V&.J5 sets the scene for Hector' s address. 

It serves as a prelude to his pronouncement, 8weeping the ..,silence of 

v.84 into v.8S. The speaker is not introduced by an epithet in v.85 as 

84 
in other introductions to speeches, and Hector lS named right at the 

start of tbe clause, not at the end, where in this case the verb is 

found. This Is a special case -- Hector's name follows the runover 

ff1uuJJ.f .. vw5 as he is seen emerging from the hush whlch has descended 

upon the soldiers as he speaks among both sides of silenced men. 

Compare vv.95-96: 

3.95 115 'içiol.9' l Ol [, ~pc< Tf~Yn;s ~r:;0v ~otVOVTO cnwTf6" 

"" r:" l " e' l,. 96 TOleTe uE 1(-<1 }AéTE-ê-,rré #o~V o(~CI{ 05 MtVHo(0S 

These verses are quoted here only that i t May be pointed out how 

they differ from vv.84-85. Both sets ~fuses close a previous 

speech, report the silence of the l~eners, and introduce a new 
/ 

/" 
speaker among them. Vv. 9S-J6----&re not enjambed; the efforts of sea ting 

/ 

( 
1 
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the armies and hushlng the chaotlc commotion have already taken place, 
~ 

the order of assembly has been esteblished, and a moment of peace 

prevailà. Menelaos does not stand up amid a sudden.nd new rush of 

silence, but is presented as taklng his turn according to regular 

practlce in assembly (v.96 follows the regular pattern of introducin~ a 

speaker; there i8 no complication of the action). 

The part of the body in which grief is localized ls brought into 

relief by BVJA'ov l}A~Y. Run on lnto v.98, it is followed by ;pov~w, at 

which point the whole person presents itself once more; part and whole 

are at once distinguished and integrated with each other. 

The further enjambements of vv.98-100 articulate the long stretch of 

,1 r 
time which is intlmated, with ryD~ introducing what seems to be the 

imminent present (Argives and Trojans, v.99, already at peace), and 

~ ... ,-', ""-',,"~ "In. \ '0(' ----1_-.,..l'1,& "-~',~ ,,~"~ IIvAA Té"-vQ~ giving us a glimpse of the past (prolonged ~ 
1 

through v.100). 
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c) Approaches to the problem 

My approach to the problem has aimed at finding a justification 

for enjambement which is not only logieal, but poetic as weIl. This 

differs, l submit, from other approaches to the problem insofar as they 

produce merely syntactieal reasons for different kinds of enjambement 

which are classified accordingly. At most, enjambement is describerl as 

a rhetorical device. There follows here a brief outline of sorne other 

views with an evaluation in the light of my own approach. 

Parry examined the use of enjambement in ~omer in order to clarify 

85 the way in which the sense is "drawn out from one verse into another." 

Pe classified the different types of enjambe~ent in an attempt to 

define how the poet fits his thought to the pattern of the hexameter. 

ijis classifications in this respect are stated as follows: 

First, the verse san fall at the end of a sentence and 
the new verse begin a new sentence. In this case there is no 
enjambement. Second, the verse can end with a word group in 
su ch a way that the sentence, at the verse end, already gives 
a complete thought, although it goes on in the next verse, 
adding free ideas by new word groups. To this type of 
enjambement we may apply Denis' term unperiodic. Third, the 
verse ean fall at the end of a word group where there is not 
yet a whole thought, or it can fall in the Middle of a ~grd 
group; in bath of these cases enjambement is necessary. 

An analysis of 1200 1ines of Homer and an equal number of verses 

from the Argonautica and the Aeneid showed unperiodic enjambement twice 

as frequent, and necessary enjambement half as frequent in Homer as in 

the later poets. The unperiodie expression of thought was thus found 

distinguish Romerie verse from the written composition of Apollonius 

53 



o 

n .. 1 . '\ l' 

and Virail. FOUT basic forms of unperiodic enjambement were described, 

which "more than anything else, give the rhythm in Homer i ts special 

movement from verse to verse.,,87 These are outlined below in order to 

show jus t how widely this type of enjambement varies. In all cases 

Parry judges the sense complete at verse-end, marking a break at that 

point, but extended in fou:tways: 

1) a free verbal idea is added, using a dependent clause, a partici-

pial phrase, or a genitive absolute: 
r" , / ;' 'II .1 , 1 

Od.1.4 1TO}.À~ ) 0 l' éV 1fOVT~ Ta( 9t:v 'Ù~éa( 0'1 /(o(r~ FJujJ-ov, 
) ~ &/ ,,/ '1 
"<p vu fAt 1/°5 ?" Tt fu :{')V Ka( 1 'ID rTro 1/ € T~lfW V . 

2} an adjectival idea is added: 

11.1.1 M~"v ~é'Ü, e€~) 1f0~~1~1t/JJ }\~IÀ10S 
, / " /'JI. '" ~\ ,,/ 

oIJÀOfAe~r")v) ') pvp" "-\""0'5 a(Ab~ EB')Ké, 

3) an adverbial idea is added: 
1 Il , ,( 1 'A 1 ~ 

11.1.14 rJTt}l,fo("f) é~WV f;V '(éptTIV é~f)~O~ ov IHro ~ w ~oS 
;' ), l , \ l' 1 ',4 ~ 

~p\lI7E:'f 0('10< crl(~1f'fp~ ) Ko(\ I\ICiCiéro 'TTal.yro(S ",~t(IOt.>S) 

4) a word, phrase, or clause is added br a co-ordinate conjunction: 

11.1.4 
l' ," 'cl .. l' 
'1pwwV, a<urovJ lé éÀW,/O( Ttv16 KVVtfT(Jl'I 

, ... '" ,. A' l ) \ l' \1 
OllAJ'IO 1(7"' TE 1I"0(0"() LlIOS II) éT~Ae,éTo ~O\)"Î' 

The resson for the break at verse-end, parry explained, lay in the 

technique of formulas which aima at making verses out of word groups 

with a fixed end, usually bringing the thought to a close at verse-end, 

and so leaving the poet free either to end the sentence there or to 

draw it out in the next verse. The type of enjambement in which the 

raader has to look to the following verse to complete the thought of 
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the sentence ("necessary") i8 not a distinctive feature of Homeric 

style (nearly twice as frequent in the Argonautica and the Aeneid), and 

Parry therefore describes it only briefly. There are two kinds of 

88 necessary enjambement, as noted above. In the first kind, as at 

T1.1.57 

though the ~entence cannot be considered complete, there is stll1 a 

pause in sense at verse-end. It too is explained by the formulaic 

style, "almost always found in Homer after common formulaic verses, as 

h [] ,,89 
in t e case cited above , or in the traditional periods. In the 

second kind, a word group Is divided between verses, and verse-end does 

not mark a pause in sense. Here Parry suggests enjamb&ment is made , 
necessary because the formulas have not grouped themselves withln the 

verse in the more usual way. He terms the functioning of the formula 

technique in such cases "unusual", and notes here, for Ins tance, tha t 

the separation of an adjective from its noun in the following verse ls 

" l ,,90 due to a chance interplay of formu as. In this case Most of all, 

the movement of thought from verse to verse "obscures the end of the 

verse".91 The problem, however, of how the thought moves through the 

verses is not explained; in the case of necessary enjambement as well 

as unperiodic, the reason forànd effect of drawing out a thought are 

not discussed. In conclusion, Parry recognized that his findings were 

only the beginning of a study in style in which "aIl the broader 

,,92 b problem of the order of thought in the Homeric sentence must e 

dealt with. 
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Pany' a Link between ung,eriodic enjambement and oral composition 

vhich accounta for an increase in necessary enjambement in wri tten epic 

vas challenged by Clayman and Van Nortwick. 93 Their study presents new 

statiatics on enjambement based on a greater range of samples, and are 

incompatible with Parry's. Lesa unperiodic and more necessary enjambe-

ment was found in Homer, and the increase in necessary enjambement 

whieh Parry observed in written composition was therefore found less 

signifieant than he claimed. Clayman and Van Nortwick concluded that 

"enjambement cannot be used as evidence for judging the influence of 

oral composition on style or for establishing any relative chronology 

among hexameter poems. ,,94 

These statistics have in turn been questioned: Barnes suggested 

that Clayman and Van Nortwick, while using Parry's terms of classifica-

tion, differ in method of classification from him, and therefore weaken 

95 the validity of their claims. Bames does agree with Clayman and Van 

Nortwick that Parry "overemphasized" unperiodic enjambement as a 

96 
dhtinguishing characteristic of oral poetry, but judging from his 

\ 
own new set of statistics, nevertheless confirms a link between a low 

percentage of verses with necessary enjambement and the formula tech-

nique of composition. This conclusion suggests, as did Parry, that the 

way in whleh phrases are grouped in the verse 15 a significant factor 

in determining whether and how a verse is enjambed, but this is 

neglected in further discussions which centre on the relation between 

enjambement and oral composition, rather than poetic style. These 

tests repeatedly prove, as Janko points out, that "enjambement is a 
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negative te&~ oniy, i.e. that the 'oral style' of enjambement can be 
... 

used by iiterate poets."97 

5tatistical tests do not concern us here; the question of enjambe-

ment as a test of oral composition ia separate from that of its 

meaning. As G. HcLennan in his study on enjambement in Callimachus 

pu_ta it, "To say that necessary enjambement is less frequent in Homer 

98 because he was an oral poet clearly begs the question." Barnes tao 

adds that "tests of a purely quantitative nature" do not solve the 

99 
problem. 50 much is clear; the "requirements of subject matter and 

individual stylistic preference" which according to Clayman and Van 

100 Nortwick affect enjambement patterns, remain unexplored. 

" Parry's approach stressed the importance of the distribution of 

words between verses and the way in which verses are joined. But this 

arder of words or ideas suggests questions of great complexity. It 

cannot be merely a grammatical or syntactic reason that prompts the 

enj ambemen t • 

In his unfinished work on Southslavic song, Parry mentions 

possible approaches beyond classifying for explaining the problem of 

enj ambemen t; 

We ~ust thus seek in the Homeric verse sorne factor making 
for enjambement ••• That factor must be one of three sorts: 
either rhythmic, or syntactic, or both. The rhythmlc explana
tion would be that the Homeric rhythm is such that the verse 
is not the rlgid unit of the rhythmlc phrase, but Is divisible 
into sub-phrases of various lengths, and that a sub-phrase ~f 
a verse may be combined with a sub-phrase at the beginning of 
a following verse in 8uch a way as ta COnBtitYb! a longer 
single phrase, which would be sung as a unit. 

Such an approach could be applled to all types of enjambement, whether 
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unperiod1c or necessary. Parry 8eems to be suggesting that the larger 

rhythmical unit of enjambement beyond that of the self-contained verse 

could be expl~ined through an understanding of how formulas or sub-

formulas may combine from one verse, to the other. But he inclines to a 
, 

syntactical explanation. The syntactical, however, does not rule out 

the rhythmical. The question why formulas do not group themselves 

within the verse, thereby necessitating enjambement, is still open. 

Kirk'! study of enjambement includes a further classification 

102 
along Parry's llnes and an analysis of the effects of enjambement. 

Iliad 16 Is dlvlded Into 50- verse sections, and the structural charac-

t,eristics of each section are identified as precisely as possible. An 

attempt 1s made to clarify the relation between structure and meaning 

by determining what stylistic effect and subject matter accompany what 

types of verse-structure. 

Our interest is in the analysis of styt~ rather that the classifi-

cation itself of enjambement. Kirk's conclusions are tentative; two 

(' passages of Iliad 16 in .hich he compares differences of structure are 

presented below for further comment. Both are battle scenes. 

1. 
'E;,e. a' cbrIJp 0 .. ,1/ &Wpa ",aaa6f{lTIJ~ vap.lvqs 

";Yf,aOJItIIp. 'IIpWTOS 3~ MfJ/otrlov &A1C!p.OS lI10s 
aVrUc' &pa. tlTfJftl>8'PTO' 'Aprfo.t$IC01I ~&>., ""pÔ" 
Infi dtvôtVT'l, 314'11pO ~ XaÀICO" IÀ04T1r 
p;;~fII 3' daT'oll Inor, cl 3~ "P'1vJ,s l", yalp 
«4n.a'· clTàp Mor'AGOs clP'iior ma 9OcwT1J 
vrl FO" ytJ1'JItII8IVT'1l "op' c!(7'7faca. Aw. af yv&a. 
4hAtta"r a'· Al4ucAoJl i~pp.."elVT'a 301C,w1J' 
1~9q ~e4p.nor "pv~JI aIC/Ao.! tvOa "Xun'Of 
".~P a.,-6ptS1I'011 'II'Arrl1&' 'II'''' a' 'nfOf alXPii 
l'ripa. aa.axtrir" n\p ~ amor Haf ICQ,\,*~ •. 
l'\fCM'Oplaa4 a' d ,,0 cWrlJ(7" 'Anl"'lOP d~ a01l}l 
'APTlÀoxos, ÀIl1rdpr" af aufAa.n X4A«fOJl 'nos' 
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,jp'," a~ ftpo"Qpo&8f. Mdp&s a' cM-ocrxfaa OOvp' 
'AVT&À0X. hrÔpovlTf «CICT'YJ"lToIO xoÀ0>8f{r, 
C7Tèh ftpclcr8fP p/lCtJOr roV a' ÀI!T{8fOS epaCTVI'~a'1f 

lq,lh] opffâl'WOf ftpW «Muai, ~' 4~PTfll, 
~J&OII 4W' 'ftPVJWov &l f3paXCoIIG &ovpos cltc.)q 
a~' Cftc) "'VoSIICIll'. Cftc) a' OaT/OV 4XP'f 4Pa(f' 
ao~CTfI1 at 'fteCTtSv, ItClTa af CTItO~ &crCTf 1t4A."",fV. 
lis T~ "'fll OOcpÎCTI ltaCT~o,CT' 3op.ll1f'f 
tJqn,p dr "EPf!30f, Io.p1t'Ia&POr lert1Aol ~.,.aîpo" 
"ffS cLtovrlC7TCÙ 'Ap.&CTlIIMpov, g, ~a. X {p.alpall 
t1piy,fV à".a'l'4lClrqp, ftOA/CTUI 1t4ltOV 4vt1pW1rOllTUI. 
ALu a~ KAfô,BovATlV 'OïAuU'Ir IftOpcn:crar 
(wOII lÀf, tJAo.q,t1/vra «CITa «>.01/01'" dUd 01 aM, 
Auerf p.lv~r, 'ftA1ffcas !~f& abx./va ICCal1nffVTl. 

'IIÛ" a' 'Ïnrf8fp~" !(~Of c4=&' TOV a~ 11:(1"" OCTCT' 
lUa.j3f 'J10fXIJ1)~Of 84vCITor K(11 p.otpa ICpaTal~. 
n"l1tAfll>S a, A':1t1l>1I Tf CTVII13pap.ov- (YXfITI ",v yàp 
,jp.,Bpqrov ~~ACIlII, "'AfOl' a' ~ItOJ1T'CTa.v 4p.~11>· 
TW a' avnr t'q,ItInr, lTV"apa.p.ov. (vfJa AVtCl»JJ ".fv 
lft'ftolCop.ov ltopv8os .p4A.ov ,;AtlCTfI1, 4,A~1 a, ltavAolI 
.p&'cryavov Ippalu8JJ' d a' w' cWaTOr aÙX,/va DfWC 
n,,"lAfll>f, 'lnÎP a' ,rCTCIl ~IJ t(~s, (crxf8f a' uiol1 

alppo.. fta""lper, &, It&pr,. 'ÏnrlÀlJIITo a, yvÏ4. 
M"pu$VlJJ a' 'A.IC~a K&Xfi, 'll'0cr1 1rt1p1rC1À{p.our, 

vUe f1T'll'CIlII 1"'&f3'luo,.,.WOII lCaTa afÇWV ~f'O'" 
IjP'11f a' ft OXll»lI, «GTa a' ot/>Da>.."wv KlXlIT' axAvs. 
'Ioo}'fvf"s a' 'Eptip.avra. KaTà. lTTol.f.4 VlJÀtl Xa.A.IC'f 
vV~(' .,.à a' <ÙfrlltpÙ acIpu Xcl.\ltfOIl J'f'lf/PT/IT' 
Il'p8fJl 'Ïnr' fYlCfq,cUOIO, tClauCTf a' &p' olTTIa ÀftlICC' 
fit lIf TWoxt1fJl .daÔlITfS, fV''J1À'Iu8fV 61 01 4p.t/XM 
atp.aTor Ot/>8a.A."o{· '1'0 a' &và. lTTôp.a tCa.2 "aTà. j/Ù1as 
7TpT;erf xavWII' 8a.vaTOV a, p.lÀav "'t/>or àP..pfICcU.lII/tfll. 

·.ncrav lIf ."pcfrfPO' Tp';'u ~ÀUcÙ)1rar 'A)(atoalS'" 

3'0 

HO 

115 

145 

3P 

fJATjTo )'àp ail Tl 1C4IClCTTOS ~p "nà. MIIPP.,aoVfCTuw, no 
1I1o~ 'A)'a«>.;;or /.I.f}'tJ8Vp.ov. aros 'E1Tfl)'rVS, 
or p' ~JI BoOOfU, n 1Ia.wp.lV4t' ~lIaCTCTf 
TC 'ftpUr 3.Tà.p TOrt y' iC16Aov &V,,;wv i!fI1ap{[cu 
.fs n'1A~' lltlTftlCTf «al Ir e1TW àpyvp07rt(av· 
01 3' &p.' 'Axa.VJji PII~JlOp' ''J1lp.'II'oJl l."fIT8a, 57.5 
"IAwp ,zs McaM.OV, fv4 TpoSfUU' "'&XO'TO. 
TO&1 pa. TOf! I11TTÔp.fllOlI IIllC'llOf {34Af f/xla,f'OS ·EICTCIlp 
XfP~U, ICtq,a.A~V' ~ &' &v&'XG 'J1âCTQ I{fQu8JJ 
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i Il /CopuS, ~P'4Pfi' ~ a' &pca 'ffP'lvr,r i'lfl JIf"P;; 
ICci'lt'ffccrnr, Àf.«IIl al "uÀ-6Ô114TOt ,,*0 8u/40pai~s. 
naTpJù..., ~' Il 4xor y/VCTO 4t8yJl101J Ir&pow, 
~fJl ~ ..,14\ 7rPOp4X-JI fpt,/C& lo~r 
r:,,,Iï, ot r' If/lô/3"cr, "o.\oaM 'l'f tijpd, Tf' 

1., l8ùt AvICÛII", nClTpôWU l1Mro"'Atv8f, 
ltTt11JO "al T~IIQI, "f)(ÔÀoItTO a~ JCiip 1T&po1O. 
ICa! f '1la.A" ~fII'Juuw, '18tUplJ1'o, f/llAolI vl&II, 
tÙlXllIG 'X.fp~ltt, ~!r" a' 4"'0 roio TlJlolITa~. 
X.P'lI1C1J1 a' nô Tf ->rpOI'4XO& /Col f#x1(a'JloS ·EKTlllp. 

OcrfTT/ a' alYGJI/fJ' ~'''"' rCUlClOÎo rirtllCTlUo 

if" pa T' ~p &f/11 "f'P~l'fIlOr ~ III MO)." 
,,~ "ai ,,, "0.\1/11', 3qioJII fJro 9vlMlpaiaTlQJJI, 
TOtTtTOIl IxrIIP'1l1all Ti*fS, 'tTal/T'O a' 'AXawL 
rAaÎi«os 3~ "I*Tor, A"IC~" 4yo. mwrQC»I', 
ITpd",n', l«TfU/III ~ Ba9vdqa p.ry49v/40v, 
X4A./Clllvor t/'lAov vlcf", &s 'Wcla, ol"ta vJWII 
AfJ" Tf "A,,*, TI p.d"P'1r' MvpJUad",ITVl. 
1'011 l'fil Tapa rAaû"os tTT'ijOor "'VOII maITI 30vpl 
trTPff/lO,2. l[a.'ffw"r, 8'1'f f'U' mrlfUJP'JfT( &~lCcau" 
3oVtn,ITnr 3~ "c,,~1T' 'ff11lCurOV a' 4xos lMa#, 'Axa,~S', 
ws bf'" itrlJAor clv!fp' ".Iya &f TpW" ICfXdpovro, 
crrw, &' ~. a.ln-Oll lDvrfS aouI,r cW3' &P' 'AXawi 
~r l!«A&.eollTo, "'VOl a' 19ùr ""pov a';"'.v. 
Iv(J' av M."pw"'1' TpWwv 'AllI 4v3pa ICOpVfTT'f711, 
AtWyOIlOII, 8pa.g1Jv vlOII 'O"","opor, &. AlOS IpflJs 
'J3a.lov lrfrtllCTO, Ofor a' &r T{no &7"It'. 
, Q1,'·' 9 ~ l' • H ' TOV ",UA \111'0 ')'Va /40'0 ICa O1Iaror (&IlCa Uf 9v",or 

ctXfT' 4'1fe) "IÀ/III", crrvylpOr a' &pa. ~tI !YocOrof f~(l'. 
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The tirst passage (vv.306-350), Kirk says, is lia rapid and impe-

tuous description of fighting of the 'man took man' variety (306, 

t'If}.!. i' -1vr)p é}.6V ~v'fo( ), in which the effect of disordered or com-

plex act~on i8 quite different from the systematic and somewhat 

lelsurely impression conveyed by many potentially who le-sentence 

verses. ,,103 A relation 18 suggested between i ta "deliberately dis-

ordered and hurried style" and the high degree of enjambement and 

104 
interual (i.e. t within the verse) stops. 

The second pasaace (vv.S69-607) la low :f.~ enjambement and abo 
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describes "violent fighting with a fairly 8l1ift transition from one 

encounter ta another. Yet the effect is subtly differ~nt from that of 

the other ~otable confused-fighting passage at 306-350 ••• The effect 

is of steady, almost interminable fighting rather than of great p~ssion 

and confusion."105 

If these effects are as Kirk claims, how is the meaning of the 

passage, sentence, or verse related ta enjambement?' In order to de ter-

~ine this, it should be examined at what point a sentence is divided ~ 

between verses and how the thought spills over the end of the verse. 

The general effect of the frequency of a certain type of enjambement on 

the meaning of a passage is questionable. In the passages above, it 

would suggest that emotional effect, whether intentional or not, de ter-

106 
mines the structure of verses. We may see if this is the case in. 

instances of enjambement in these scenes. • 
The enjambement at vv.314-316 is unlike any so far presented, but 

common in battle scenes. Each verse brings a different part of the 
o 

body into focus (rrpIJJA"~" !T1C~ÀoJ / in v.314, the fAuw" in coptact wi th the 

spear-point. in v.315, and V~~p~ in v.316). Through enjambement, there 
, 

is a greater integration lntb one body of the different parts affected 

by the action than if their names had been contained within one verse, 

or if each clause had ended at verse-end. If this were the case, the 

facts of the action would of course still be understood, but the sus-

pense and overlapping of meaning at verse-end draws the separate ele-

107 
ments' toge~her and ties the action into an unbroken seque~ce. 

Different points of view are again brought into focua in thw~clalh 
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between Maris and Thrasymedes. The latter ls introduced a t V .321, and 

" bis movements alone are presented in v.322; in v.323, enjambement 

~ ." () ) C /' 
extends the attention from his stretchitlg forth (€.P ') ()f~(.,"f!VOS ••• 

J r, , /" ? 
() 0 ""tl.JAfI4.PTf.) to the shoulder (wf4ov>, at the saIRe time lso1ating the 

'"' 
~ ,/' 

parts of the body ~ wf-o" and Trpvf"ov ~Pol.X.IOVO< ,) wi th the spear-point 

,'" , 
(IDUfDJ o(/(Wf(') ), as if poised before the tearing and shattering 

( .... 324) • 

The enjambement is similar at vv.337-338 where iu v.338, only 

) .Jo' r' \ ' helmet and hilt are preaented in the impact of one (O<f'fl Df l(o(U",OV ) on' 

, , / 11 /\ 
the other (/TrrroKof0L! KO(>tJf705 1-<"'oV ), and in v.339, the breaking of the 

/ ,/ t'J c 
sword (fd~O"ltJ(VD" trpo('lf1{7~ ) is joined in the blow to the neck ( urr ~ 

,/ ~ .,/ )' (') " 
ouolTOS ~v~e:v~ t7E:,"! ). The instance at vv.345-37 15 bIe: 

\ , ----, \/' '\ -.;, le 
ITropoJ V'1"U X-<"IC~, ".345), the weapon's low (Vvc.,6 impac t . ( /(0( T~ 

~ /' 

ltl:np1) lTé v.346), and effect on parts of the body (v.347) ate 

distinguished in separate verses. The point at which ~he sentence 

spills ov-er the end of the verse, while uniting a sequence of action, 
, 

is significant in bringing different elements into relation in each 

v-erse, highlighting changes of position. 

The saure-- tendencies of verse-structure may be seen ·in the second 

pass~ge < vv;565-60n, as in the encounter of Hector and Epeigeus, 'r~n 

ou ip. enjambement from v.577 to v.580. The initial clash is p-resented 

'iu the first verse, and di'fferent phases of action in each succ.eeding 

verse. V.577 "uns the wea~'on (J(Ef.Jl~-» over into v.57S, centering the 

eutire verse on ita shattering blow to the head. (Vv.586~587 are 

1 ~ , j/ 
S 1milar ly 8 truc tured, v1 th .tuJ(t''I"'' ~tp jAJ.. 'fù run over into v. 587.) 

62 



" 

o 

o 

?, ~ 

[,'{ KDflJBt pp/~Pt) (v. 579) "brings back the attention" to the armed 

warrior and 

v. 579. The 

makes s~th: transition from 1 (l 
fall itse~'Ko(r1ftU~V) is run on into 

in N.578 to OC d' 

v.580 which thus 

in 

/ frames the final moment of death, and at the same Ume Ko(rrncr~V pro- .. 

vides a concrete connection b?tween 9:'vo<.roj (v.580) and the fallen 

l f) "" \) , ..... 
warrior (Ot'-C-'--.D(P'" 1fp')'{')S t,Wl v'tt<'p~, v.579): we see at once a fallen 

body and dlath encompassing it. This effect of the run-on verse would 

Whether the rate of enjambement helps to reproduce, as Kirk 

suggests, steady or confused fighting, is open to interpretation. J.F. 

Carspecken' s comments on battles can be applied specificall}l to 

enjambement: he says that without frequent changes of view "the act of 

fighting tends to become ~ the mind a general unit of activity ra.ther 

than an aggregate of special actions, that is, it tends to become an 

undifferentiated movement repeated mechanically in time and space 

rather than a series of original and dynamic movements, which by reason 

o,f their constant new beginnings, developments, climaxes, and con-
6 

1 ,,108 
c usions, are progressive and distinct. Enjambement often dis-

tinguisbes changes of view, and l would suggest that ~ere is a clarity 

rather than disorder in the struclUring of verses according to li~ea of 

movement and space, and that in the passage of "man-took-man" fighting 

(vv .306-350), as in 0 thers, the "transgressing,1 of verse-unite does not 
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reflect urgency or excitement. The action i8 not presented as a 

geueral melee. 

Nor doea the intensi~y of fighting in vv.569-607 seem lessened by 
" '. 

the greater rlumber of potentially whole-senteuce verses in this 

passage. The atrikes and slayings of the combatants are no less 

violent~ and the rush and press of ba~~~assionate in this 

passage than in vv.306-350 (e.g., the impetuosity qf Patroklos, vv.581-____ 

583). The length' of a sentence and whether i t ru~ over the end of the 
1 

verse may iustead be related to more essential features of the 
\ 
\ 

representation of action, for instance, whether an ~f prolonged in . 
/ 

time in relation to another or how some aspect of tfS position is 
) 

brought into relation with the following act. An Interpretation of 
o 

sentence-length as a device of the poet which conveys greater or lesser 

Intensity of action remains, as a comparison of these two passages 

shows, uncertain. Where an action spills over the end of the verse and 

Is, as Kirk points out, disordered or complex, we must ask how and why: 

what the element of action is which complicates the verse-pattern and 

extends beyoud verse-end. 
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Chapter 4 

Summary and Conclusions 

~ 

My aim has been twofold: first, to illustrate the basic rhythmical 

pattern established by the majority,~f verses, and second, to examine 

ways in which this pattern is changed when enjambement ocetirs. 

The pattern is that of the self-contained hexameter, the who le-

verse unit. The pause in meaning at verse-end i8 a regular feature of 

Homeric verse and sets off the hexameter not ooly as a unit of metre, 

but also one of sesse. This pause was claimed by Seymour to be dia-

109 tinctly Homeric ; Parry's description of the verse shows precisely 

how the correspondence between thought and verse ia characteristic of 

Homer, and FrKnkel's study defines more clearly how the thought is 

drawn out in a progressive movement, which we call rhythm, through the 

verse. l have tried to illustrate this rhythmical movement in a sample 

of verses. 

It has also become apparent how the rhythm reflects Homer's con-

crete representation of action, tied to a specifie place and proceeding 

moment by moment with each succeeding verse. It would seem, therefore, 

that where the meaning of the verse ~ extended beyond verse-end, a 

thought ~ act is prolonged either in time or space. 

This is what we observe in a number of instances, especially in 

the enjambement of whole phrases or verses. There is often a shift in 

position, a change of focus in time or place with the new verse, which 

through enjambemènt is held tightly together with the preceding verse • 

The overlapping meaning bridges the ~reak in metre at verse-end, and 
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the rhythm encompaaaea a set of verses instead of on~y a single verse. 

The affect is uaually not as marked in the case of the simple 

runover word. The runover word provides a close link in the thought of 

successive verses which, though perhaps not as striking from the point 

of view of time or place, as Bassett says, "fills out the picture or 

110 gives i t the third-dimension" • There is a connection in meaning 

between verses which nevertheless often implies a continuity in time or 

space. ln both runover words and more extended phrases, enjambement is 

thus seen to be welding together differen t perspectives of an ac t or 
ri' 

thought in successive verses. 

These conc lus ions , however, can only be regarded as tenta ti ve. As 

the examples presented show, the reasons for enjambement vary, and 

raise questions of greater complexity concerning verse-structure than 

are here discussed. The instances of enjambement in the passages cited 

merely suggest that in any given passage, there are a sufficient 

number of striking cases which reflect a structuring of verses accor

'-ding to facts of time and space. This sets the question of enjambement 

in a different framew~ from the syntactic categories of Parry and 

Kirk, but the question needs_further study. One would want to examine, 

for instance, other possiblë reasons for enjambement, how the represen-

taUon of action 18 different in a sequence of continuous enjambement 

from that of a series of end-stopped verses, or what distinguisQes the 

use of enjambement and the structure of Homeric verse Nt general from 

other bexameter verse. 
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1. H. Parry, The Haking 2.!. Homeric Verse (Oxford 1971) 426. 

2. This need to apply what we know of epic verse-technique to Homer's 

verse in particular is expressed elsewhere: see C.W. Macleod, 
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3. H. FrHnkel, Wege ~ Formen frUhgI'iechischen Denkens (second 
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4. "Rhythm and nqun-epi thets ~in Homer" 5. 

5. Presented bY",FrHnkel, Wege ~ Formen 104, and based on the 

evidence of punctuation marking the s~~g divisions of sense 

~---- -- discussion of the verse-theories of FrHnkel, Porter, and G.S. 

within the verse. See W.B. Inga11s, Phoenix 24 (1970) 1-12, for a 

Kirk (!.S! 20 [1966} 74-152). 

6. FrHnkél, Wege und Formen 105-6. 
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partite pattern, established by the vast major1ty of 11ne8, is 

unquestionably an important factor in our hearing of tripartite 

line8. Such lines acquire the!r special 

through the tension of surprise which we 

realized." (YCS 12 [1951] 14 n. 29) 

character precisely 

feel when the nor~is not 

10. FrHnkel, EGPP 33. 

11. See FrHnkel, Wege und Formen 117-123. 

12. T.D. Seymour, HSCP 3 (1892) 95 and 126. 

13. This tendency was observed by Fdlnkel, Wege und Formen 114. 

14. D. Masson, ed., The Collected \lritings of Thomas De Quincey 6 (New 

York 1968) 78. See also M. Bowra in A. Wace and F. Stubbings, 

edd., ! Companion ~ Homer (London 1962) 20-21 on the unit y of the 

verse: "The caesura helps the Hne to remain a uni ty by 

interlocking lts different!parts at different points ..... 

13. Or end of word-group, as defined by P. Maas, Greek Metre (tr. H. 

, Lloyd-Jones, Oxford 1962) 84: "The whole group formed by an 

important part of the sentence (i. e. article, prepositions, 

monoayllabic conjunctions, and pronouns, &c.) and postpositives 

(Le. monosyllabic enclitics, conjunctions, &c.) that go w!th lt." 

16. The caesura can coincide w1th the end of a foot, as in the case of 

17. 

Cl, tbe bucolic diaeresis, but th1s does not occur at the centre of 

the verse -- if it did, the caesura would not form the crucial 

bridge between the two halves of the verse. 

POIO[JKTUÀOj ls not a metaphor: see P. Vivante, Ramus 8 (1980) 

136 n.3 on the toucb of the 'finger' in the epithet. 
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18. FrKnkel, -Vege ~ Formen 114. 1 shou Id l1k. to thank Professor 

Vivante for helping me with the translation of FrKnkel. 

19. FrKnkel, EGPP 33. 

20. M. Pany, The Making ~ Homeric Verse (Oxford 1971) 272, 13, 76, 

also 243 on the essential idea of an epithet. 

21. The act is "conceived as actually taking place before our eyes": 

see P. Vivante, Ramus 8 (1980) 132. 

':;- (' 1 / /' f' r 1 \ ')' 1 
N. Austin describes ~fJ.o5 0' np,!EVél-< R}<J(V') pOOOO"{KTuAD) nW5 

thus), "The slow diffusion of light ln the first half of the verse, 
, 

\ 

and Dawn suddeqly bursting forth, like a rose in bloom, at the end of 

the verse." (Archery ~ the Dark ~ the Moon- (Berkeley, Los Angeles, 

and London 1975] 67). 

S.E. Bassett, The Poetry of Homer (Berkeley 1938) 154: "Homer's 

r 

thought accords wi th the oTder of nature as tnan observes 1 t •.. Il See 

further pp. 34-41: Any "rationalization" of the Ume element would 

divert our attention from the story to the fact that a story ia baing 

/ told." 

22. H. Porter, YCS 12 (1951) 17. 

23. It is this progression in time which allows U8 to say of verses 

\ which bring the thought to a close at verse-end that the verse 

corresponds to a unit of Ume. 

24. D. Masson, ed., The Collected Writings of Thomas ~ Quincey 11 (New 

York 1968) 209. 

25. See P. Vivante, Ramus 8 (1980) 125-136 00 the wider sigoiflcance 

withl0 the poems of ~ft0S f1 ~p/~~Vé'GI, '~'{1 fotf'or.{KT'U~OS 1\~S 
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26. FrKnkel, Wege und Formen 114. 

Ac 
27. H. Porter, YCS 12 (1951) 17. 

28. FrKnkel, Wege ~ Formen 116. 

29. H. Porter, YCS 12 (1951) 8: "The patterned succession of long and 

short syllables is only one manifestation of hexameter forme Once 

one recognizes, as one must, that the position in the line oeeupied 

by words ••. is also a manifestation of form, it is logieally 

impossible to exelude from the study of meter any other sense 

rela tionships." 

See also T.D. Seymour, ~ 3 (1892) 98 and 116-117 on how 

the arder of words translates the order of thought within the 

verse. In Homerie Language and Verse (Bostort 1889) Seymour notes: 

"There are generally rhetorical or poetical reasons why the order 

Is what 1t Is; no one should suppose that the metre eompelled the 

poet to adopt an arrangement of words that was not natural and did 

not please him." (p. 9) 

See also S.E. Bassett, TAPA 36 (1905) 117-118. 

30. FrKnkel, Wege ~ Formen 114. 

31. P. Vivante, 1h! Epithets ~ Homer (New Haven and London 1982) 123. 

32. The movement- expressed in the verse continues briskly beyond the 

peak at mid-verse. 

33. See, for instance, Seymour (1892) 117: "The last part of the verse 

la often almply illustrative and explanatory." Seymour does point 

to • poe tic reason in the enlargement of meaning in the last half 

of the verse; it lies in the development of rhythm which coinc1des 
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wi th meaning. 

34. This term, is used by Porter (YCS 12 [1951] 14) to describe the 

adonic cadence which is appropria te to the end of the verse (the 

most common caesura. Cl, results in an adonic fourth colon) and to 

the end of the first half of the verse (as often occurs in the case 

of the common A3 and B2 caesuras). This cadence at mid-verse and 

verse-end marks a correspondence between the halves of the verse, 

each half rehearsing the rhythm of the whole verse on a minor 

scale, the "dying" at the end of the first half corresponding to 

the dying at verse-end, though the latter i8 more remarkable. 

35. The declaration of a truce has allowed a moment of reflection; 

Priam and Helen on the tower stand "at a distance, aria aloof from 

the uproar of life; as if the tumult, the fever, and the strife, 

w~re suspended; a respite granted." The whole gen~ral situation of 

the war is seen in the present view before their eyes, captured as • 
a still in the ongoing action. It is this prospect which moves 

Helen ta cry out, 

(vv.172 ff.) 

(Thomas De Quincey, Confessions ~~ English Opium-Eater [London 

1956] 399). 

36. Expressed by Bassett (1926) 137, "The two principlea of Homeric 

verse, respect for the uni ty of the verse as a uni.t of thought, and 

continuity wi th the following thought," and by Seymour (1892) 95, 

liA distinct pause in sense at the close of the verse la claimed 
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to be Homeric ••• The metrical unit coincides with the grammatical 

and rhe toriea 1 uni t. " 

J7. Parry, KHV 272, also 13-14. 

38. Parry, ~ 275-277, also 7, 17. 

39. HHV 307. 

40. Parry, ~ 372. 

41. See Parry, KHV 307 ff. for a discussion of the formulas in the 

proems of the Iliad and the Odyssey. l ehoose only one verse for 

iUus tration. 

42. Coneerning formulas which complete the verse, Parry adds, "One 

should not ~ge from this that the technique of the formulas aims 

altogether at bringing the thought to a elose at the end of the 

-L, 
verse ••• The technique also has its formulas which run the clause 

over into the following Une." (.!!!! 311) The question of 

enjambement is discussed in Chapter 3. 

43. Parry, KHV 10, also 379. 

44. Parry,!!!!! 12. 

45. Pawry,!!!!! 14. Of the parallel case of ~o~~TÀ~5 [,ô5 

'O[UfTdé.:S ,Pat'Ty says that the poet uses lt "without. ever so 

much as considering the possibility of utilizing the portion of the ~ 

11ne taken up by the epithetic words for the expression of some 

original idea." 

46. "Rhythm and noun-epi thets in Homer" 70 

47. Parry, HHV 389. 

48. MHV 426-70 0 
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49. KHV 149. 

50. Parry: "The technique of epithets, as we have studied it, is solely 

designed to help the poet ta fi t a noun into a line of six feet." 

51. On the noun-epithet group as subject of the sentence, see P. 

Vivante, ~ Epithets in Homer (New Haven and London 1982) esp. 

167. See also "Rhythm and noun-epithets in Homer" 6-7. 

52. H. Porter, YCS 12 (1951) 8, 15. 

53. Where the noun-epithet group as 8ubject i8 found at the beginning 

of the verse it is a direct continuation of thought from the 

preceding verse, i.e., when enjambement occurs. See Parry, MHV 

55: "They [noun-epithet formulae of gods and heroes in the 

nominative case between the beginning of the line and the penthe-
~ , 

mimeraI caesura] are without exception used as subject of a 

verb in the preceding line." See a1so note on .!.!..1.68-69, pp. 40-

41 below. Cf. M.W. Edward~, TAPA 97 (1966) 121-122, who, however, 

does not explain the verse-structure: "It would seem a simple and 

convenient technique to begin a verse with a noun-epithet formula 

running to the B caesura ••. whatever the reason, the technique did 

no t develop ••• " 

54. FrHnkel contiwes: "For if it were not so, Callimachu8 would have 

left out the system of caesuras together with the formulas, instead 

he has built it up." The hexameter was refined by Callimachus, and 

the caesuras are much more regular than in Ho~er, but without 

formulas. See further Wege !!!!!. F~rmen 117-119. 
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s •• abo S .Z. Basaett, TAPA 48 (1917) 95: n\li th the rise of 

the literary epic the stock phrases and verses, speaking very 

generally, ceased to be used, but the laws of Homeric rhythm, as 

they affected the places in the verse where breaks of various kinds 

were preferred, continued to be respec ted." 

55. HUV 428. 

56. See HUV 388-389 on the tendency of Homerie verse to fulness of 

style in f11ling out the verse with "ornamentation" instead of 

--"adding to the thought of a verse": the formula which is both 'il 

whole sentence and a whole verse is "the only formu!a which is , 

complete in itself both in rhythm and thought." 

57 _ "UV 165. 
, 

58. Porter describês the foot as lia small cycle or wave superimposed on 

the large rhytbmic wave of "the line. It does not exist apart from 

ita relationship tO,th~ line. This point should be stressed. The 

foot is a rhythmic, not a structural element." ('tcs 12 [1951] l8) 

Cf. Parry, !!!:!Y. 4'28: "The process of composition for the epic poet 

was much like that of the worker in mosaic, who, having made his 

outlin. by the use of set pieces fills in whatever odd spaces may 

be left by p;Jces which fit exactly and yet blend unobtrusively 

with the pattern." In Parry's theory, the formulaic pieces are 

defined by their metrical value aud not as elements of a rhythmi~ 

pattern. 

59. !!!! 149 J noted abo\'le p. 24. o 

60. Porter,.ru 12 (1951) 8-9. 
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61. See Porter on the significance of ir~egularities in metre, asp. p. 

36: "Once a s trong me tri ca l tendency has been es'tablished, and the 

implications of this tendency for the structure of the verse 

understood, the problem is ••• 'why do exceptions occur at a11?" 
Il 

In general, we must assume that the poet could alvays have 

composed any given line differently had he wished to and that he 

wlole what he did for a purpose. That purpose it i8 our job to 

investigate ••• " (~ 12 [1951]) 

• 
,62. Though not all formula'S bring the thought of the verse to a close, 

Parry suggests that where the essential words of a clause are 

divided between verses, i t is due to an "unusual funetioning" of 

~he formula technique (MH~ 464). Parry's-views on enjambement are 

dealt with in the next chapter. 

63. S.E. Bassett, The Poetry of Homer (Berkeley 1938) 32. - , 
64. S.E. Bassett, ~ 57"(1926} 146. oSee also 127. 

65. M. Parry, ~ 308. 

66. T.D. Seymour explains how ô v;' of f"f),/' ls "not foreed by 

considerations of 'metrieal convenience' from a place ln the first 
o • 

... 
vuse": "the thought of the f'')'1IS suggests its results, and 

'" is added as an appositive to ff)"IV and an 

introduction to the rest of the verse... Homer's adjective is made 

prominent not simply by its place at the beginning of the line, and 

its vide separation from the noun with which it agreu, but still 

more 80 by its relation to the following' clause." (~I 1'892.] 95-
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... 67. S.E • .Bassett, ~ 57 (1926) 127. This function, Bassett adds, ia 

'''perhaps the most noticeable characteristic of aIl the runover 

• words ln Homer." 
',,," 

68. S.E. Baàsett (192(,) 129. 

69. The ~lJIphasia on I\Tf~'ffr)S 
,. 

does not in -i tself explain the 

, ,/ , , 
enj atnllpment: Cf. v. 356 where ~ T 'JA 0./ O"é'v , no t Agamemnon 5 name, 

overlapa the verse. In both cases, ~he runover word provides a 

conuection between the thought of one verse and the thought w~ 
follow8 lt. See Bassett (1926) 125 who explains that 'ATP"-{{')S 

is no t emp ha tic a t a 11 • 

70. The order of phrases corresponds to their order in time. Of 

in v.1B, Parry writes: "Homer here used 

the phrase sinee, when he reached [0/(;'1 and the middle of his 

verse, he realized that the thought of his é.tnripuot" 1fpl~jAOIO 1rÔÀIV 
1 

would not fit into the la~ half of the verse but could find its· 

place at the beginuing of the following verse." (!!!!! 463) The 

phrase which fills the last half of the verse, however, Is not 

'. merely "o.;namental", bU~ suatains, ~xtends, and \mplifies the move-

" ment of the tint half of the verse, aud fUis the moment of 
. 

action. The explanation cited does not conaider the happening of 

an act, fn verse as in time. The verse gives form to an act or 

t~ouiht:rin H. FrHnkel's terms, there 1a a harmouization of the 

developit.nt in me"ning and imagination wi th the development of the' 

metre of the hexametèr. (\lege ~ Fomen 102) Of the last part of 
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the verse, Seymour says, IITo"omit it would be to reduce poetry to 

prose." (H~CP 3 [1892] 117) 

71. See P. Vivante, Eranos 81 (1983) 1-6, for a full discussion Qf 

these two verses. 

72. Eranos 8~ (1983) 4. 

73_~ W. Leaf, The Iliad l (reprint .of th~liecond edition, Amsterdam 

1960) 7; J. Griffin, Homer ~ LUe and Death (Ùxford 1980) 152 

n.21. 
'. 

74. Bassett therefore translates, "and he kept hi tting them until the 

dead lay in heaps, Il or u as he kept hi tting them, the dead lay in 

heaps." (TAPA 57 [1926] 136-7). 

75. As in .!.!..B4, 92, 121, 130, 148, 172, 201, 206, 215, 285, 292, 364, 

413, 517 J 544, 551, 560. 

On the noun-epithe t group a t the beg inning of the verse, see . 
n.51 above. 

76. S • t.. Ba s set t, TAPA. 57 (1926) }- 45 . 

77. In v.19, the two verb~l forms (participle and Hnite verb) express 
" 

acts which occur simultaneously. 

" 7B. G.S. Kirk comments,. "The poets 1 s tableau of tw~contrastin\ enemies -, 

is made even sharper by the j uxtaposi tion of their names in 27." 
~ 

This is achieved through postponing the introduction of accesory 

ideas (eyes, watching) until the succeeding vene, but Burely 

l)(lgal.~f'0Îr"v 7r~" ,thou,Sh i t "re'nders the second ha)f of the 

verse all the more strlking," ls not "otiose in itself" (as 

explained above). (.!!!!. lUad: ! Commentary l [Cambridge 19851 269) 

J 
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79. T.D. Seymour, Homeric Language and yerse (Boston 1889) 9: uRarely 

does a descriptive adjective at the close of one verse agree 

directly with a noun st the beginning of the next." 

See a180 Parry, ~ 264. 

80. Parry cites one case in which such an adjective ia found in the 

fint verse by itself (.!l.9.74), and explains the case, "like most 

of the other unusual features of Homeric style, due to a chance 

interplay of formulas." (MHV 264) 

81. Bassett (1926) 145. 

82. W. Leaf, !h! Iliad l (reprint of the second edition, Amsterdam 

1960) 123. 

83. For 8imUar examples of the plurality of subjects, see 11.1.6-7 and 

35-36 (above). 

84. On word-order in verses of introduction, see n.53 above. . ' 

85. "The Distinctive Character of Enjambement in Homerie Verse Il in MHV 

251-265. 

86. MHV 253. Parry defines a sentence as Il.A1lY ~ndependent clause or 

group of clauses introduced by a co-ordinate conjunction or .by 

asyndeton." Punctua tion, whether comma or period, is not a guide 

to the end of a sentence. 

l "Unperiodie"z The· ... term i8 used by Denis of Halicarnassus in 

~!!!!. Ordering .2! Wbrds to describe a seutence which lacks the 

- planued balance, of though~of ~e period and in which "The clau!-,es 

are D.ot enalaved, to a strict sequeuce, but are noble, brilUant, 
• 

and free." (Cited by Party, .!!!!. 252; lrrtp( OdoS ia uaed iu 
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87. 

Chapter XXVI, p. 274f. of the edition of W.R. Robertsl Dionysius 

Ha li carnas sus .2.!!. Literary Composition [London 1910).) 

KHV 256 • 

..,' 88. l'l'he word group is here "the unbroken complex formed by the bas ie 

, 

parts 0' the clause -- subjeet, verb, and object, and of the worda 

directly modifying these basic parts." (!!!!y' 263) 

89. HHV 263. 

90. "Unusual functioning": !!!!! 46,4. 

"Chance interplay": 1!!:!Y. 264. See 81so n. 80 (p. 78 above) on 

Il.3.44~45 (p. 47 above). 

91. HHV 265. 

92. HHV 265. 

93. D.L. Clayman and T. Van Nortwick, TAPA 107 (1977) 85-92. Other 

articles von enjambement in Homer include: A.B. Lord, TAPA 79 

(194Sj 113-124 and M.W. Edvards, TAPA 97 !1966) 115-179. Those by 

S. Bassett, T. Seymour, and G.S. Kirk are referred to elsewhere. 

94. ~ 107 (1977) 91. 

95. H. Barnes, ~ 109 (1979) 2-3. 

96. ~ 109 (1979) 9. See a180 Clayman and Van Nortwiek, ~ 107 

(1977) 90. 

97. R. Janko, Homer, Hesio_d ~ ~ Hymns (Cambridge 1982) 31. Cf. 

Clayman an.d Van Nortwick, "Literate poeU 41\,e free to manipulate , . , 

the technicalities of their verse in a~y way the y choose. Their 

preference for necessary epjambe~e~t over ùuperiodlc tella ua . , 

uothing about the 'oral' quality of ei ther one. ft (~107 [1977 ) , 
0 
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See Janko 30-33, for a discussion of the varioua studies on 

enj ambemen t • 

98. G.R. "cLanuan, Hermes 102 (1974) 203. 

99. m! 109 (1979) 10. 

100. ~ 107 (1977) 9l-

101. MHV 463-4. 

102. G.S. Kirk, Homer and the Oral Tradition (Cambridge 1976) 146-182 
\:1 ----

reprinted from ~ 20 (1966) 105-152, hereiuafter cited a8 HOT. 

103. HOT 159-160. -
104. HOT 161. 

105. HOT 164. 

106. In the same way, Kir~ offers brief descriptions of the subject 

"matter of various passages as sufficient explanation for the verse-

structure, cHing "the more obviou8 device of usiug short 

-- sentences ••• for the represetl.tation of violent ac tion. Il (!!.2! 165) 

107. In a similar way the transition from one encounter to another is 

made 80metimes without break, within the verae, rather than at 

verse-end, as at 311, 319, 321, 599. 

108. From J.F. Carspecken's discussion of similes on p. 93 of 

"Apollonius Rhodius and the Homerie Epie" in yeS 13 (1952) 35-143. 

109. Seyœour (1892) 95. 

110. Bassett (1926)' 145. 
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