s

LV

RHYTHM AND MEANING IN THE HOMERIC HEXAMETER

Sherry Krawitz
Supervisor: ﬁgofessor P. Vivante :

McGill University, August 1986




Abstract

The thesis concerns the structure of the Homeric hexameter and how
meaning is related to metre. The verse is described not only as an
arrangement of long and short syllables, but also as one in which
there is a development of meaning from beginning to ;nd of verse which
forms a pattern of rhythm. How this rhythm reflects Homer's
representation of action is illustrated in passages from the Iliad.

The problem of enjambement is presented: where and why the medning
of a verse overlaps into the next, and how this would be explained by,
the colon and formula theories of the verse.

The ways in which a thought spills over the end of the verse are
shown to be various. In some instances, enjambement may be related to
a change of focus in time or space 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 rumover word as in that of a

longer phrase, enjambement can thys be seen as connecting different

perspectives in time or place.
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Résuné

Cette th2se porte sur la structure de 1'hexamétre homfrique et sur
la facon dont le sens est 11€ au mdtre. Le vers est décrit non
seulement comme un agencement de syllables longues et coutcés, mais

)

également comme un agencement qui donne lieu 2 un développeméﬁt du sens

du début jusqu'l la fin du vers qui forme un schéma rytiquue. La

‘faqon dont ce rythme refldte la représentation de 1Taction par Homlre

est illustrée dans des passages de 1'Iliade. v

Nous y traitons &galement du probleme de l'enjambement: ol et
pourquoi le sens d'un vers est report€ sur le suivant, et comment celg
s'explique par les théories du kolop et de la forﬁule du vers.

' Les manilres dont une pensée déborde 3 la fin du vers sont
diverses. Dans certains cas,. l'enjambement peut &tre 11& 3 un -
changement de focalisation dans le temps ou 1l'espace, ce qui reporte le

sens d'un vers dans le suivant dans un fil de pens&e allongfe. Mé&me

8'il n'est pas gussi important dans le cas du simple mot reporté que

dans celui d'une phrase plus longue, 1l'enjambement peut donc 8tre percu

comme liﬁat différentes perspectives dans le temps ou l'espace.
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Chapter 1 : a ™

Introduction

This thesis is an attempt to examine the Felation between verse-
form and meaning in ﬂbm;v. It has developed out of an increasing aware-
ness, through reading Homer aloud, of a pattern of rhythm in the verse
produced by pauses in meaning at regular intervals throughout and often
at the end of the verse. The verse falls naturally into segments of
meaning, and the pause at verse-end marks the close of a thought which
has been developing through the verse from the start. This is the
harmonizing of thought and metre in a rhythmical progression from
beginning to end of verse which occurs in most verses.

Enjambement is a departure from this pattern: the pause at verse-
end 1s suspended and the thought spills over into the succeeding verse.
The effect i3 striking to the ear, and draws our attention to the way
in which the thought is drawn out from verse to verse. More bioadly,

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

proceeds, and in the case of enjambement, how and why it is extended in
' R

the next verse. - How do we account for the correspondence between

thought and verse which happens so often, and what reasons might therff//
be which -lead the poet to break this correspondence‘and carry on the a

thought beyond the verse?

g

Under the influence of Milman Parry, interest in the Homatlc poems
has centred on their oral composition. The‘theory of the formula as a
traditional element of epic verse, while defining the excellence of the

vefse-form, does not satisfy more generally our sense of what poetry is
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" and how ve read it. The method of composition in itself, whether

conscious or mot, does explain how words and formulas combine to

produce verses which(we consider to be distinctly Homeric. How would

\

Parry reconcile our 1mpressions of the "utter loveliness“~of the poetry

(vhich he too felt on reading Homer ) with the formal explanation of

the verse which he offers?
Other studies, both before Patrf and now more recently, discuss
the originality and poetic expression of Homer, but often without
paying specific attention to the form of the verse and to how language
becomes poetry in verse. ‘It was the absence of any systematic study of

how the poet uses the language to produce poetry which/érowided thg
r

motive for my thesis.z There must be a broader reason beyond the
formula for the way Homeric verse was put together. At the same time,

any study of Homeric style should also take into consideration the
k]
forpml elements which make up the verse.

The quqsfion of enjambement provides a cégszhiggf/;}arting‘péint

J
for approaching wider questions of Homeric style. Both Parry and

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

’ f
the different types. Parry has also tabulated the frequency of these

types in other hexameter poems. Here too, however, explanationa based
gy

-~

mainly on the formulaic and syntactic patterns of the verse are not
entirely satisfactory. The distinction of various gtammatic&l types of\
enjambement does not alwa}a seem pertinent in determining its effect.

Other studies on the topic have focussed mainly on whether or to what

_ extent enjambement is chliracteristic of the oral style. The interest '
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in this thesis will be how changes in the rhythmical structure.of the

verse reflect changes in the ﬁoet's patterns of thoughé.

The question is dealt uitﬂ {n two parts. The first part shows how

- [y

words are arranged in a mesningful pattern within the hexshnter. The °
second part presents instances 1n vhich meaning overlaps the hexameter,

and suggests possible teasons for the enjambement.

°



Chapter 2

Structure of the Hexameter . —-

a) The urity of the verse . .

of

My aim {5 to describe the Homeric hexameter as a rh;rthn;ical unit.

o *

This will be treated by illustration of two passages, Iliad 1.475-487
and Iliad 3.162-170, preceded by a few general remarks on-the structure

of the hexameter based on the work of H. Frinkel, H. Porter, and P.

& -
. QS

) - Vivante.d - ' . ‘ ) ‘ SRR
Lt " S In Homer, the verse is the basic metrical unit. A word is never &
P\J N ) :
divided between verses as in .lyric poetry; the verse begins with a

24

wOFd-b'eg:lnn:lng and ends with a word-end, so that there is always a

: ‘ . [
pause, however slight or strong,,at verse-end. The hexameter is not

“only a suétl:ession of feet: there are pauses in meaning which
atticﬁlate tlie flow of words; the metrical sequence with its caesural
breaks fox;ma a pattern of rhythm. This pattern hds a beginning, a

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

»

> caesura, a break in meaning where the se¢nse of the verLe reaches a. .

-- Yo
o "point of suspense”, as P. Vivante calls ita., before falling to a close N '
at verse-end. .

The middle caesura divides the verse into two sectious, but an
— —_- t s

exact symmetry .~“ avoiiled: two exact halves would give the ilﬁpression'
of a v.e;u ct;mpoud of two trimeters and 80 destroy the unity of \thz °
° : verse. Within thé first and aecon;i half-sections of the ve’r'se, there
Atevp-ogulntlor:s in the rhytha in which the rise and fall of the entire '

N verss 1s rshearsed on a amlier scale with minor breaks at weaker

N -
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caesuras. There are thus three caesuras marking off four segnents, or

L 4
<

cola, of the hexameter. The sﬁhems of the verss is as followssx .

t
o — p—

v ko br"wu__uu__u

LR )
T | |
3 T4

N g o2 ' s
A - ’ 6- <
There Gge four cq@mon}positions for the A caesura (Al to Ahf, two

\

for the middle (Bl and B2), and two for the final break, which is
slight (Cl1 and C2). The greater number of vériations of the A caesura

is explained by the fact that there are.a greater numbér of word--

o ’ ’ . o

tivisions in the first half of the verse (marking the more tentative

rhythm of a lively beginning) than in- the latter half. The C caesuyra

4 -

legves a longer section of verse uninterrupted;ﬁ;s-Fr{nkel 3bserved6
/

ths last third of the verse, 1n sharp contrast with the first third,
‘does ‘not usually admit strong punptustion. The £fourth colon draws out\

full scale the rhythm that has been developing through the verse from

>

. its beginning,fclosing ;ngan even unbroken sound. -

Frunkel.describés the hexanoter as "a vsrisble miniature strophe

0

and_ tﬁé'function of the cola as follows: aits four members coukd

develop a life of their own: a powerful beginning to initiate the line;

3

a factual second colon, a frequently emphatic thi§§“and 'a rolling,
resounding .fourth -- such is the usual pattern.’ 8_“The molt frequent.

csesuras in this pattern are A4, Q?, b&,\but any regular caesura (shown
( i AU ‘

( , . . \ Lo
in the scpems) may be postponed through an es§:;;nlly long word "hﬁfh
causes it t4 come lstgriihin usual, orisven obliterates the csesnfs bi o

- . . ‘\ “ 0
bridging over the regular caesural position and ending at the next -

L8

. p
Q

n7‘ ‘

o

¢y



oML T »

regular caesura, thereby creating a tripartite division of the verse.

The form of the verse i{s rich: its flexibility allows many variations

and irregularitiee—‘g\;:ut in all cases the verse i{s animated and
.10

planned as a whole.'

Frinkel'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 rule;; the rules of the art form were implicit in the struc-

ture and recitation of the verse, formulated and ﬁeveloped for practice

in the actual practice of verse-making.ll

The verses below (from Books 1 and 3 of the Iliad) illustrate the
pattern of rhythm outlined by Frlinkel. The issue is how words are
fitted to metre in a progreﬁsive movement through the verse, 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, ﬁor simply by a successful metrical arrangement as Parry would
have 1it. Sensefand metre are blended in the structure of the verse.

1) Iliad 1.475-487 (colon analysis)

*Huos b’lr){).ws,xarlbu,xal énl xvéas MA0e, 475
& rére|roynjoavro Ivrap& mpuuricia ymds-
fiwos &'|dpiyéveia|pdim| jododdxruhos "Hds,
xai vér" {nar’|dvdyorro|perd orpardv|ebpiv "Axardy:
roiow 8'|Ixuevor olipov|Tes|éxdepyos "AméAhwr
ol ¥ la'rbulcﬁcm'lava' g la'r(al)um& wéracoay, 480
v 8" vepos|mpiicer] péoov lorlov,|dudl 3 xipa -- '
orelpp | wapdrpeor| peydd’ laxe|imds lodoys:
# 8 ¥eev|rard xbpa|diampicoovea xéhevbor.
atrdp dxel §|ixovro|xara orpardv|ebpby "Axaidy,
vija ptv|ol ye pédawav)in’ drelpowo|dpvocay - 488
o)zl Yaudbors, |vno &' Ippara|papa rdrvooar
alrol 3t |oxlyarro|xard xhewrlas relvéas re.



V.475: After opening the time frame (ﬁwa) and setting forth a
subject, the verse breaks mid-way atmpos f ﬁi\mj ("when the sun-").
The caesura here does not mark a strong break in meaning, but rather an
expectant pause atr’)é\ o§ , what Seymour would term a musical 'hold"

i
rather than a musical I'rest”.}? Tnhis sense of expectation‘ is
immediately fulfilled b)s k«Telv . The slight pause at Karédu is in turn
bridged by the interlecking foot (and phrase) of “( En’c Kvéf}“‘) f))\eé :
the sun's sinking and the coming of darkness are so articulated as to

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

the verse.

V.476: The first colon (rr)‘ T70T€ ) opens the verse by establishing
the sequence in time, and the second colon adds a verb, Kova;V"‘VTO y SO
[ 4

that a sentence is now solidly constituted.13 There is a pause in
meaning at Kvl}Afo"\YTO, and here, as in v.475, we understanci the "sense
of the caesura", .as De Quincey said, "which means the interlocking of
the sev'eral feet into the several words"lh: where t~here 1s a break in
the meaning of the verse, or a pause in thought, this division is
bridged by the end of one word15 joining with the beginning of the next
in the same foot. Words are thus drawn together in the metre in a
continuous movement through the verse, joined from beginning to end.16
This movement or flow of thought within metrical measure we call

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

together, and blending meaning and metr:z, creates a unity of the verse.

[oe



The word-group fﬁp; ﬂ?qnvﬁuw* is thus bound to KbQPﬁT*VTb , and the
whole second half of the verse,'ﬂ'—(ﬁ'\‘ 'II’PU/W"U'N V')D’.S » 18 integrated with
the first half (the caesura within the second half is obliterated by
the long word TP"FV'SW“). As TT'([’:‘ TTPU/UV")IG’I“( V’)f/{S localizes the action
9f KN}Aaﬁ*YTb and this final section of verse is unbroken, the action
{s extended right 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 words follows a progressive movement in rhythm

~

from beginning to end of verse, the caesuras marking its successive
stages.

At the beginning,?yns, "when", sets the action within the
narrative sequence, and ﬁpdéven« suggests the action: dawn is borq --
at this early position in the verse, ﬁpliéVél“ is almost a verbal
element, but not quite, as the verse reaches a point of suspense
(middle caesura) before dawn fully appears (¢4vq), and spreads through
the final portion of the verse, 1its rays as fingers~outstretched
(ﬁOJbJ:KTU)°S’H£) ).17 This extended movement towards the end of the
verse (more than a third of its total length) féllows upon a more
lively beginning; H. Frinkel observes that it is in the long fourth
colon that '"the permanent institutions of our world" or "the great
names of the gods"ls, often preceaéa-by an epithet, tend to be placed,
;oncluding the verse with "spacious dignity".19 The entire verse

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

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



v
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(rose-fingered dawn).
Parry has said that the essential idea of E)AOS b ripl'bé’vf.lx ¢o’«vr)
7 g /

ﬁofodeTde Huws , "that which remains after one has counted out

everything in the expression which is purely for the sake of style", is

20

"when day broke". 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

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

what Porter is referring to when he says that "the colon is perhaps the
unit by which metrical time is 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
plcture. The cola of the hexameter are short enough to be perceived as

units, the product of a single rhythmic impulse. . ."22 This is the -

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

rhythm of the hexameter focusses on the essential phases of an action.
De Quincey said that "Homer paints nothing but progressive actions,-
that {8 to say, actions in their motions and succession of stages";

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

the successions of time".za This is as true within a single verse as

©
it is in a sequence of verses. It is not enough to say that Homer's

-~

style is "paratactic'; each succeeding verse marks a new stage of

motion, each new moment calls forth a new verse.
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In this passage, events proceed at an even, orderly pace, and the
dawn is given its place throughout a full verse without any other
circumstances of the narrative entering the vision. The action

described is complete in itself.zs

V.478: In this verse as well, temporal relations are stated in the
\ / 4 Y
first colon ( K« ToT' ETEIT ), and the action announced in the second
colon (4v&Ys¥T0). At this point there is a greater pause but the metre
&yd >
locks together %V« ¥oVTD and /A&T-} U‘TP“TW, whence the rhythm draws
a y N » ~
action to place (pé*rl gTpTOV €vpuv Ax«1@v ). The pause in sense be-
tween the third and fourth cola -~ not an illogical division between a

noun and its adjective, with égpc)v/ ,A)('HGN extending the meaning of

G‘TP"Tsv -- is only slight, and the image of the camp stretches over the

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

7
destination for Avd JovTo),

V.479: The beginning of the verse {8 more informative than the
final part; any new information towards the end of the verse would
disrupt the final course of the verse which runs smoothly to its
conclusion. The contents of the first two cola ( Toiow d’ TK,U«E.VOV
Jf’“) are factual. The meaning gf the third colon, though one shoft
wori‘l (?el ), gives us a sense of duration with the imperfect tense: the

£k ArdA
wind blows continually. The verse culminates in EK%€P¥0§ ANoAMY which

supplies the subject of the sentence and seals the verse in a solid

image. Name and epithet are welded together in the final colon: the

1

rhythm is extended in an even unbroken sound as it dr;ws to a close.

11
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Frinkel calls this the "sounding'-off" (Ausklang)26 of the verse.

V.480: Two a/ctions, standing the mast and spreading the salls, are
joined in one verse: they share the same subject and same impulse of
movement. There is naturally a pause between of {* iorov O‘T'ISV“VT’ and
v O (0TI« Meuks WéT“W“V; but through the caesura, the two acts
(that of U‘T;]U"WT' and the upward motion of the sails, “«4 8" jori ) are
drawn together and tt& verse forms a unit of movement.

The beginning of the verse is, as elsewhere, more inf_o_rmative,
more factual and therefore energetic: there is a certain energy in the
minor pause after frTov .We could say that dva O TO'TI/* devr~ Téracy=v
forms a logical completion of the initial action of ol § iorov U’T'{)U‘WT,,
and this is pertinently brought out in the cadence of the verse as it
comes to its completion. The caesura between the third and fourth cola
is slight, and the rhythm of «v& 0’ foTiM\evk™ TET400<Y completes
the movement of the verse, spreading open in a long uninterrupted final
stretch.

The caesura in -the final half of the verse is weak (as in v.478),
but there 1is structural logic here too, even in this slight division
between :W:‘ K {oTi and ACUK"} TéT<0g=V. The caesura is a slight jerk
in the rhythm as the sails go up (sve 8 fOTI:‘ ¢ this must be where they
are hoisted up) before spreading wide (Aew&: literally, spreading
"white") in the smoother rhythm of deukx TETHTT<V, In Porter's terms,
the 'brief rhythmical impulse"27 of the colon AeuK< METXO0 presents a

¥

clear visual image of ‘white sails billowing out.

11



Comparison with another verse may illustrate this more clearly.
" H. Prinkel contrasts the caesura between /0T/% and MevkX in v.480 with

Id [y
the "more 1ogical"28 grouping together of iTTi% dewick  1n

Odyssey 2.426:
q . . .
EAKov [’l iTTi% devgx| EUTTPENTOITL pociiayy.

The situation, however, in this verse is different: I‘U‘TI"‘ deukR s
placed in the first half of the verse, and is joined with the verbd
Z&KUV. notldedeV (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 sails, not 'spreading them out". The way in
which the words are grouped in I11.1.480 makes visual sense.

The final cola of v.480 nevertheless, as noted, run together, ard
whatever caesura there is was marked only very lightly in the
recitation, as FrHnkel noted.30 The extended fin;]. sound of the verse
rounds up the movement.

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

foria pév‘ora’hvra,leéwv £ € Vr,l\ MENIVY |

Here the (UT'd are mot ACuwa at all, but the verse-structure is
similar to v.hS(T. There is no space in the first half of the verse for
the object of the verb to take an epithet: the first half is more
factual and informative, and the action more abrupt than in the second
half. The representation of ;UTI,d /sz o"reﬂ'(\ﬂb is checked by the
condection with eéa“(v f’ e’v ‘/()t /Ae)e‘l’\!n which extends more freely.

As in v.480, the latter half of the verse is more extended,

gathering the epithet ina long final colon which brings the verse to

12
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an even close. devia is not used in v.433 where the sails are taken
in, but where they are seen opened up white, as in 11.1.480 and
0d.2.426. P. Vivante comments on the context in which )GUK6$ is used:
"We have, as ip were, a flash of white: not an idle colour term but a

moment of bright exposure."31

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

rises up to a climax in the central caesura, Then the rest of the

/
verse 1s more expansive, visual: we see (in the third colon, FgODV 7U“W°V )

the sail blown up and the wave surging up around it (fourth colon,
-’(Iu.¢L fe KG/A"‘ ). This view remains open at 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. Kﬁb“*
provides a new point of focus which shifts to a more expansive vision
of the sea in v.482. The wind blows up, and the verse, like the wave,
rises to a crest at verse-end, and breaks around the stern (UTEQW,
v.482). Sound and movement are sustained through the second and third
cola (of v.482), reaching a pitch of activity at mid-verse (H3f¢6p60V,

L
"swelling-" or "seething-dark"), sounding out (/uel:1’14x¢, "sang

"32, and

aloud") in a third colon which could be called "emphatic
finally subsiding in the fourth colon as the image of the ship rounds
off the movement of this set of verses.

Part (UT%&H) and whole (VQBS héUqS) are integrated in v.482,
framing the verse, but the rhythm of vv.481-482 flows together: ship

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

13



(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: The beginning of the verse is informative and lively,
introducing subject and action, three short words in one colon. The
second colon fills in the place ( Kt K@M‘), and the ship's course runs

/ /
through the rest of the verse, with ﬁirpqmﬂNGd kedev Bov , "completing
her journey", forming one flow of sound and movement. (The C caesura
is shifted from its regular position by an especially long word, long '
in quantity as well as.in meaning as it extends the action through the

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

V.484: The pattern of this verse is as in vv.476 and 478
1l relations of time given in the first colon and verb added in
the second),> 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 is not as in other verses: the

1 ’\/‘ -~
sequence of meaning and rhythm might here seem irregular, because an

y .
important element gf the sentence, the verb £fudg«v, is postponed until
the fourth colon. The action is thus not introduced until the end of
O (R O
the verse, but through the enjambement or runover phrase ( yTou &R Yo 05),
continues directly in the next verse. The two verses function like ome
extended unit of rhythm: it is as if the two ran into one broader
A 3N / o

movement. UYo0 (> ] W“}‘l“eﬂs complements 6{'00'0"‘\/, more solidly

14
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grounding the action in place. The action of each verse takes place

"high on the sands", and the enjambement brings out this unity of place
by joining both éf’WO’dV and TEVUTT=Y to UYou éml W}Adems + We thus
have a single picture of the ship hauled up and the supports placed
underneath it. The whole phrase st.”'T4VuU¢“V acts as a finishing

touch. .

\\,//r\\ > - ¥
V.487: Thgzgéfs ne gives us the facts of the

situation (introduces person -- or\thing, as in vv.481, 483 -- and act,

as in vv.,476, 478, 480, 484): SEered. The movement of the

final half, though’tapering of{ (not what one would call a resounding
finish), brings the act of scatteringzdown among huts and ships to a
full conclusion. Vé*STE in the final colon is Eike a light touch
which puts a stop to the movement. It has been pointed out that the
last part of the verse often "explains” the first part;33 as we see

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

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,
the rhythm comes to a "dying fall"sa at verse-end as the moment’of
action pauses: the hexameter is a unit of meaning, not only a metrical
unit, and it is one in which words and rhythm trace a progressive
movement in time andlspace from beginning to end of verse. This is the
case where there is a pause in meaning at verse-end; but where the
meaning of a verse extends into the next in enjambement, the verse does

©®
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not usually coincide with a unit of time and space‘(further iliustra-

~

tion in Chapter 3).

»
Apart from vv.481 and 485, the verses in this passage are more or
<r
less contained. "“The cadence is even and regular, and the narrative is

neither hastened nor contracted. °
1{) Iliad 3.162-170 and 3.192-198
Let us ta}f the Teichoscopia ~---a paseége of a different kind from

1 J
the previous one, and yet containing a similar regular pattern of self-

contained hexameter through a succession of verses. We consider vv.

-

¢ 162-170: " ~~

*Q¢ &' {pav,| Mplapos 3'|'Exémpy|ixaréoaaro dwviy
. “ debpo mdpord’|iNboiaa,| plhov réxos,| Wev dueio,
. T, . &ppa Bn|mpdrepdy re| xdoww|mals re povs Te—
U ob vl poilalrly doot] 8eollis pos afriol elow, X
of pos| dpdpuncaz] zérepov| zorddaxpyy "Axaidr— 165
&t pos|xal rdwd’ Evdpalmendpionl dovopivps,
8 s 38| doriv "Axaids| dip| 0 re pdyas re.
froe pdv| xeparfi[xal pel(oves| 8ot facr,
xakdy 8'|ofra &ydv|ob 7w Bov|dpbarpoiow,
otd’ ofrw|yepapdy-| Bachiii yapldvdpi Lowxe.” 170

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

the second half complete the meani‘ng suggested in feOro n"'{lﬂwo’ oo
ﬁﬂ°V TékQS softens Priaa'a address, and ;ZZU épe?o localizes the act;
the subsiding cadence brings the verse to a full close.

V.163 opens up the view on the field: among all the men, the
. focus is on Helen's former husband, introduced by ﬂ?‘Tﬁpév ’ bthe former

(one)", which draws the attention to ‘a point of suspense (marked by the

: 16 ’
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central caesura), auticipatiﬂg the actual mention of TO/C'N. The
announcement of WO\ thus fulfils our expectation whence the end of
the verse spreads out to include the further background 'of ll‘r)ou’j Te
¢|’)ous Te . This final éolon thus fills 1;1 the picture of the central

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

*

interrupt Priem's sentence at vv.164 and 165 (two self-contained
units).

At v.166, Agamemnon is simply pointed out, (:)‘5 Mot K-u\ r$ed’ -,x{/l.(/p-«
(78v[*, deictic), and the second half of the verse,ﬂ!képmv éﬁovqhﬁvos
completes the thought %y filling out the shape of the man, giving it
body: this is the only reason he has been singled out by Priam for

__identification { éiovopﬁvos). Agamemnon is conspicuous by what strikes
the eye, his imposing build (cf. description at I1.2.480-483).

The verse again rises questioningly in v.167, with o'} TS 5’J’ ;FT7V
:%Xdﬁ) again introducing the man in the first 'half of the verse (573,
again deictic), and &VI\Y fiil,j Te #ghs Te giving shape to the figure.

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

€/
verse perfectly -- with slight breaks, first at 0§ Ti§ o> , building up -

? 0\
to the anticipation at mid-verse of the subject, and again at,"vf)f

which supplies the subject proper and therefore some degree of

—_ J ) -
completion to the idea proposed in the first half of the verse
(empha%c assertion of the mere presence of a man, that he is gazing

A
upon). The final colon ( lz,us Té ,UZU"S Té ) again adds fulness to the

-

man's outline, and to the sound of the verse as well.

The outline of the hero's figure is aharpet;;d in v.168, first by

17
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Ke;-t)ﬁ (pointing at a part of bodf), and even more so in the second

s N -r)

half of the verse ‘as the scope is widened and Agamemnon is seen in the
circle ?f other men (K4?/4€fc°V€$ ;nﬂ “rt ), N

In‘v.169, the object of admiration, K<)V (accisative), is ’
introduced right at the start of the verse. The second colon, 0(‘)/1'«) 0
é"l:n' , adds empi;asis and increases mid-verse the’e;xpectation of
vhat K"X;V 0 (:n-ly suggests, Thejmeaning is complete with the third
colon, oB'm-) Yov , trailing off in 6([’9“\/*07°'IV which at the same time
brings the thought to a-fuller close b;' reinforcing the 1mpression. as
‘a visual 'one, engaging us more directly through Priam's eyes than would
}:he__simple fact of Agamemnon's presence related by straight narrative.
At v.170, Priam's increasing admiration reaches a peak with ouf> oﬁ"ru)
"6("?3\’ ;ut.he announcement of ,6“”")’3;" ‘l-;p a’(v{,ﬁ é'puce ‘comes not So muvch
as a surprise because Priam's guess is correct -- for to us the con-_ °
clusion seems..logical and even obvious -- but as the culminat.:ion of
purely visual impressions.

Each impression is developed in a separate vérse, graduallf drawing

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

all, but through Priam's remarks at vv.164-165 (not "paventhetical") we

gradually Decome more aware, as the attention is drawn ~from .the single
figure of Agamemnon to the surrounding men (_ K=l [A&/goves -’4’)).’0(0 ’é-w'( ’

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

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

We may compare W.1ﬂ£]198, where again the focus is held on an

individual, ;harpening with every succeeding verse and at the same time

v 5

|

|

18

s/




.w 0 opening up a& wider view of the field. . A‘ (
o ® e . 1 \’!h\ .

°

i ~

A‘nh'epox; adr'l*Odvoija| 3wl dpbes’ & yepads: '
I “ eI’ &ye poi| kal rovde] oy réxos,|8s ris 8 dorls .

- ' pelov p&vlnwﬁl *Ayapduvovos| "Arpeldao, ’

ebpirepos 8’| Sporir] 182 a-rlpvoww‘ 3¢abas. ‘

reixea pévlot xeirad Jrl"xdonﬂi,vrov)\vﬁorefpn,, ‘ I ags

. alrds B|xrlros ds|mmuwleirar|orixas ddpdv

| ' dpvei|uw tywyd Hoxw|myesypdirg,

- ‘ & 1 olavuéya woi| dupxeras| dpyervdwp.”

- 1

b Od}sseus is progressively identified, verse by verse, first

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

g

outlined. pe:’wﬁv Iu(\:\l xe;dd\ﬁ y (v.193) provi&’as a strong impulse at

verse—beginniné, reinforced by n“qpépvo;/oy ’Arpénl'fﬂo in a resounding

o finish. éayfn‘epog P ‘L:SIAOHTI\/ is again a strong beginning (Vv.194), and
i O"TépVOW'lV ifér6% extends that thought to the end of¢ the verse
(filling out the man's girth).

In the simile as well (vv.196-198), Odysseus is presente& in clear
outli:nes of shape and movement. The comparison of men to sheep is
purelAy visugl: Odysseus is seen moving through the ranks of men, as
conspicuous as ‘a thick-fleeced ram among & floc:k of bright white sheep.

) Each position, perspective, relation is drawn out in the rhythm of
a full verse. 'I"he pause af verse-end is one of sense and meutre‘; the ’

principle of the verse as a unit of thought s in both of these

passages uncomplicated. 36
&
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These sections from the Teichoscopia were chosen to illustrate the
regular pattern of the verse, uninterrupted by enjambement. If it be

considered unusual that there is no enjambement at all in these

~

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

elsevhere so full of action are here presented through Priam's words

1

unconstrained by au} pressing circumstances which normally enter an
exchange between two people. Each th;:kht, impression, or memory as it
rises is fitted to the rhythm of the hexameter. Priam's address to

* Helen seems.hardly part of a dialogue at all; their words are not an

exchange of information, but simply statements on the prospect before

%

-

’ them, - -




b) The t;Zory of the formula
. We have yet to comsider the place of the formula in Homeric style.
What follows is a brief statement o% Parry's theory in his own terms,
and a closer look at how the different theories of Frlinkel and Parry
explain the formula's 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

essential idea." The formulaic group of words may be a noun-epithet
combination, such as B¢ 3 I)“uxﬁﬂtheﬁW), a phrase such as ﬂa
0 ' €V , a whole line as in 3%93 f’dw!éveiq ﬁqu BﬁszKTUXOS)H;S )
or even a sequence of lines. 'The essential part of the idea {s 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 is related to its metrical shape: it is
used "'without second thought' when the poet has "a given idea to ex-
press and a given space of the verse to fill", so for example, e
U)“UK&”ﬂs %OévW may be used to express "Athena" and to fill the verse
after B2. Though there may be formulas of like metrical value and
meaning, it is rare in Homer.3 _
This is what is meant when it is said that a formula-system is
characterized by extension and economy (also referred to by Parry as
length and thrift). A group of phrases which have the same metrical

value and express a similar idea form a system; how widely 1t is

extended is measured by the number of formulas which make it up. The

21



extension of a noun-epithet system, for example, consists of the number
of different epithets for a name in its various forms and cases, while
the system {s thrifty in that for a given amount of space to fill in
the verse, there is usually only one epithet, i.e., one noun-epithet
phrase for each metrical shape required. For a given idea and space of
the verse, there is usually only one formulaic phrase.38

Parry summarizes the general principle of the technique of the

ﬁg%rmulas in Homer:

The Singers found and kept those expressions which without
change, or with slight change, fall into that part of the
hexametey 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 dactylic feet, but of fitting his words
between the pauses within the verse, the formulas which
express the most common ideas fall exactly between one pause
4n the verse and another, or between a pause and one of the
verse-ends. The ways in which these formulas fit into the
parts of the verse and join to one another to make the
sentence and the35exameter are very many, and vary for each
type of formula.

‘As Parry's definition "implieg_tae metrical usefulness of the
formula,"“o it must now be examined how the-feormula is useful in a
typical ver:se.l‘1 It is understood that the beginning and end of a
formula coincide with caesural pauses (or caesura and verse-endéz):
the poet's problem is to fit the formulas into the system of caesuras.
As we have seen, the development of meaning within a metrical sequence
forms 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,

v qpelper’ emara Moldprog fios Anieds

o .




and see how Parry explains {ts composition.

In order to express the idea '"And Achilles replied,' Homer fills
the first half of the line 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
which fills the line as far as the feminine caesura: Toy f’dué&beT'

)]
é!@iﬂ*"as

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

nhb

\ 2 4
allowed it. The phrases are formulas: the idea of 7dv J’quuﬂef)

XWE”” is never expressed otherwise in the Homeric poems in the same
portion of the line. The same applies to ﬂ'ofw/p/(r)g fTO) ’AK'»cdj .65

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,

nr)kem,s P Axday &w;xa/}épevoj rpocréenwe
is metrically possible; why does it never occur? Why is the name of
the speaker expanded by epithetic words? The origin 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, oot only because an idea is expressed "in a form which is
easy to use,” but also because it was judged "poetically good".l‘7 In
its insistence on metrical convenience, the theory neglects the
epithet's poetic value, recognized by Parry in his MA thesis:

/

23

TR



The first impression which this use of ornamental words makes
upon the reader is one of utter loveliness. They flow
unceasingly through the changing moods of the poetry,
unobtrusively blending with it, and yet, by their i{ndifference
to the story, giving a permanent unchanging sense of strength
and beauty. Theéy are like a rhythmical motive in the
accompaniment of a musical composition, strong and lovely,
regularly recurring while the theme may change to a tone of
passion or quiet, of discontent, of gladness or grandeur.
Then may come a disappointment, a suspicion that we are
possibly read&gg into the eplc poetry a beauty which is not
really there. -

kParry concluded: that metrical requirements determine the choice of
a formula: '"the poet was guided in his choice by considerations of
versification and in no way by the sense."“9 The epithet's function is
metricalso; its aesthetic funftion seems to have faded away with the
reader’'s first 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.

There must have been somg;hing inherently pleasing in the arrange-
ment of a verse which led the poet to choose (or keep) it and reject

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

~"the metrical requirements.

»

We may now reconsider how the formulas satisfy the metrical
requirements. of our typical-rverse

Tov * dueler” Ereir= mduprns fiog Axdhels
and the way in which the poet resolved the problem of fitting the words
between the pauses in the verse. The caesuras mark the articulation of
the verse:

Tov § 6/Aefpef’|€'n‘6:rﬂ(| Moddpns|fios Ay eds

The first half of the verse is, as noted elsewhere, factual. It gives

24
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us the practical information of the sentence: what the action is,

TQV f’ﬂﬁeﬂbeT’ » and its position in time within the narrative
sequence, Zre:w*. The sentence has been established: "And to him then
he answered." There is a caesura after Tov {’ '5}A€6,ﬁl=1'1, with gWEIT'"
suspending the flow of meaning in the sentence while we awalt the
subject hinted at in iﬂégBéTn. There is again a pause in meaning mid-
verse before the suspense 1s broken: TFOJ‘{DIC')S Jl\"j AXI/\I\CLES delivers
what 1is 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 i{s completed with a solid
image which occupies the whole latter half of the verse.51 No new
information interru;is 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
{n the hero's pi??ure.

The development of meaning in the verse thus forms what Porter
describes as a "pattern of expectancy".52 It 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

“quf[qg o Axihes &ra,uapcff.\evos Tporeme.

In this verse, the effect of the sentence culminating in the hero's
image is lost; the same informatipn i1s given, but in a flat statement,
the sense is reversed and the rhythm destroyed; the verse is backw;rda --
and in Homer, never occurs.53 It is the order of words within the
r

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

quence of thought and seund (the name-epithet group at the beginning of

—_——
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the conjectured verse lacks the resounding effect it acquires at verse-
end where it is the culmination of both thought and sound).

Perhaps in the development of the hexameter, the formulas
;trengthened certain verse-divisions (caesural positions) found
agreeabf% in sense and sound, and certainly in Homeric verse they
support the pattern of rhythm, but as Frlnkel states, "It would not be
right if we wanted to see in the formulas the actual reason for the
system of caesuras."54 The formulas were developed to fit into the
thythmical structure of the verse; they could and in fact do only find
their place within théﬁ;ystem 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 prineciple that the medium should be blended to the ideas
which the medium i3 to express, and conversely, the blending of the
ideas to the medium."55 Nor does he deny the rhythmical unity of the
verse,56 but its function in verse-composition is limited in his
theory; what is stressed are the metrical requirements of the verse and
the usefulness of a formula in filling those requirements.. He

w37

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

this movement is the rhythm of the verse, regulating the way the
formulas or cola are fitted together in a development of meaning

through the verae.58 The poet is guided not only by considerations of

structure of the verse
¥

versification, as PafRiNiiiimed,sg but by the underlying rhythmical
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These are the two theories of verse-structure: Parry's, in whith .
the metrical shape of a word determines its place within the verse, and
Frlinkel's colon-theory, in which rhythm is the unifying principle of

A
the verse.
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Chapter 3
Enjambement

a) Introduction

The pattern of rhythm we have observed thus far in the hexameter
is established by the majority of verses, and, as noted above, forms "a
pattern of expectancy present in the mind of the listemer or reader."”

Porter continues: "The poet sometimes satisfies the demands of this
ideal form, though constantly varying his method of doing so, and
some times by distorting the fborm creates for his own purposes tension
between what 1{s expected and what is actually spoken."6o

The distortion of form which we will consider is enjambement, how
and for what purposes it occurs. Normally the m;trical 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 i1s in some way incomplete at verse-end and
spills over into the succeeding verse. The verse can no longer be said
to be a self-contained unit (of beth sense and metre), but as at Iliad
1.481-482 and 485-486 (above, pp. 13-15), the meaning extended beyond the '
verse forms a larger rhythmical unit than that of the single verse.

The question of enjambement is how is the correspondence between
thought and verse, which happens so often, broken; how and why is the
meaning of a verse complicated when enjambement occurs?61

How would the formula-technique and the colon-theory explain the

significance of the run-on meaning, the overlapping thought?

Parry's theory would not explain the problem of enjambement; the

?
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technique of the formulas is te fit them into a given length of verse,
and by joining them together, to‘fill the verse. If the technique is
as exact as Parry says it is, formulas must be contained within the
frame of a verse: they are designed to fill the metrical unit, and the
question of extension beyond the verse 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 onm 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. Frinkel
describes this rhythmical unit of the verse, but without taking into
consideration the overlapping of meaning from oune 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.

Frinkel's theory of the rhythmical unity of the verse could be
developed to explain the "irregularity' of rhythm extending beyond the

verse. This irregularity in rhythmical structure réflects the poet's

29
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changing patterns of thought. Two instances are noted below.
1) Iliad 1.199
Gippooe [ Ayheds, pers érf:!rer’,o(&'rk« £ v
YR 'Aﬁqv«fr)v' fevdy R ok dove piavbey’

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 contained within the
verse, for the object of Achilles' recognition, ﬂ'd)‘\i(f’ ’/\Gr)v«f/)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 is due to the fact that such a moment is
presented from two,different points of view: Achilles and Athena are at
once distinguished and through enjambement, united in one picture. }
11) Iliad 1.155

sde ToT v @6,",) épl’guﬁ)mm pLTix vefm
KApTOY e’qu")wvr’, ere /uél)w ToM= /uer-«ib
Wped T Mafer< Bhgod Te qxfevos’

In v.155, the expression of a single act is fuller than what we
more regularly find contained within a single verse. As Achilles' /\
thoughts moveyck to Phthia, a full vision of the place comes to mind >
(apipu') Ast PwTMvcfm), and the attention l:ltlgers -- the unit of time
is drawn out into the succeeding verse with the announcement of the

action ( qun'sv ZII)X{)V"WT’) in v.156.
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Again at v.156 there is enjgmbement: the expanse of places and
distance suggested by ,M"/‘)A To)\xi }LGT-*E:I 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 which
draw us away from the present sceme, and the enjambement is due to this
change of perspective.

The perspective changes with each new verse: the strong
localization in Phthia, (v.155), the mention of the action (v.}56), the
sense of faraway places (v.157).

These examples show how the extension of a thought beyqnd the
verse corresponds to an extension in time or place. We will examiné
this correspondence further in the following examples of enjambement,
chosen from the first hundred lines of Books One and Three of the
Iliad. The question remains, why does the meaning run over, and in
what way is the rhythm extended into the succeeding verse?

Bagsett's comments apply directly to this question: "Time and
place are, as it were, the frame of every picture of life that a poet
presents to our imagination. Together they define the boundaries

w63 Eajambement brings

within which our attention is to be held...
Homer's concrete expression of time and place into relief, showing how,
through the variations of rhythm, the elements of time and place
consistently determine ihe 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

31 ¢
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thei#? "furnction as media ‘ies between the thought already given to the
R ’ 7’ P
reader and the new idea to which he is to be introduced."s" Whether

-~ the runover word 1a "essential” to the thought or not,; it often forms a
"perfect transition” to the word which immediately follows. Though not

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

and place, the rumover word can be considered enjambement, and I in-
clude a number of instances in the following list of examples. The
effects of ami reasons for their use of course vary, but in maintaining

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

word brings together different aspects of position, time, and place.
) 4

v~ 32




\ SR

| C

1
b) Enjambement: Instances in Iliad"t and 3

1- _1_101-1‘100 ’

-

1.1 MRww dafe, Qed Fq)qi'offewlﬂ)@,\sog
2 oldouévry, r;\ }Auﬁ’ ’Ay(oao?j S{Jme‘ é’@:;xe,
N;l\ofkévq\/ brxings the though[t back to /W'SVW » and firmly establishes
|
it as the antecedent of the folljowing relative clause and agent of the
woes r‘described in the succeeding verses.,

Parry explains that t'he adjective o&ko/uéqu followed by a relative
clause is used to E:onginue a sentence which might have come to an end
with the preceding )fe/r/:-xe, and tl;e enjambement s simply.a "device of
the appositive adjective extending to the middle of the second %oot,
followed by a relative clause which finishes the verse."65 The rela-
tive clause does not ounly finish the vetse; the fact that {t interlock
in mid-foot with OJXO,U/GVQ\/ and draws OGXOFéW)V forward in the rhythm-of

the verse tie; r:hg destructive wrath to its effects with a force which

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

’//

verse and the relative clause begun the second verse.66 If such were
the case, the impact of 05;\0}1/6\/1)1/ would have been lost. Instead, the
runover o?)XO/AZw)V makes a perfect weldiné, as Bassett puts it, with the
thought which follows. 1Its function is thus, more than merely con-

tinuing the sentence, that of '"bonding the thought of successive

verses ."67

3

1.3 TMRs P 1907povs Yo “Adi mpoixtey . : .
4 '3?‘3‘*” , 07RO 3 ENpix Tepxe  KoveTov
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. ? an 7/ \ ~ ~ s k] /S / ) .
s Jlwilot Té f‘w‘l AIO_S [ erexeuero PWM‘
13 N
‘Had r)y-’mv been fitted f{nto v.3 and “37005 placed at the head of
v.4 this verse would have had a certain independence as a further

statement telling us that the bodies were made prey. As it is, the

enjambement has made it one with the effect of the wrath in the prece-

ding verse.

¢ 7/
f)f“’“"’joins the ideas of the two verses, as Bassett explains,

"bringing back the attention to the persons, and thus making the con-

<

trast between the souls [VUJ(;‘SI and the bodies [M’)Tol\lsl more precise

and logical" .68

In v.5, O:U)VOTU(/ TE W‘:l}( extends the idea of 6()“‘~IJF"‘(V.I¢) and so
connects the prey of birds upon men with the counsel of Zeus. Vv.3-5
detail the countless woes set upon the Achaeans (Purf’ ’/-‘\;(«oo?j 3?,\‘66’
;,lexé,v.Z), and being thus tied to A/55 O e’re\efero pou)‘r{ in con-

v

tinuing enjambement, are shown to be tightly bound in Zeus' plan.
, .
2 A \ ~ * - >/
1.6 Cg ov fr)\ T Tpwr= &uvrrgrqv Efmm
H ( kA ~ N - )
7 Arpadng e Juf wlplov drog Axidels,

Enjambement reflects Homer's concrete representation: here the
duality of subject requires moTe space than a single verse can ptovid:.
Where there is more than one “subject, the verse often extends itself.
The structure of vv.6-7 dlso gives greater relief to the two men,

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

the quarrel.
O

¢

1.9 /\r)'rof;j k=i A ufo/s "0 ’I{-;p B“o'l.)"?“i )(owek
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10 Vodgov e ‘O'TP"(TI\)\/ Epﬂ'e KQKrﬁv, <7>>«:KoVTo Je \*o()

At the end of v.9, 7@)«)9&(5 seems to be left hanging. The
thought of the anger seems to be incomplete and v.10 follows giving us
a general sense of what happened. This is perhaps the reason why
xo)weelfs sounds so abrupt. The poet is condensing a larger stretch of
time than is his usual way, drawing the action forward in tight

~ AY
sequence with V0UooV &y OTpToV. . . 0

¢l N / ) 7/ 2 ~
1.11  OuveEK=  ToV Xpucrr]v |’)T‘|/.L~(U'e\/ mequ*
/ .t ~ 5] \ ? N - ~
12 Avpeifns o B4p nMe Bois em vixs Axidv
Here the enjambement marks a move back in time. The subject of
rﬁr.}wﬂ'ev (v.11) is not fully expressed until the following verse:
7Arre\/5-r7$ prolongs the thought of v.11, and in connection with 0 b’w/o
()
F))\eé . leads us back in time with the recounting of a past event.
> ! ) s
ATFéIJr)S also ties action (I)TI/A«O'e\I , the dishonouring of Chryses)
\ &) N LN n 2 ~
to consequence (o‘hp ﬁk@e Bo=s em Vq“‘s A’("UW\/ ): the son of Atreus is
seen to be initiating the sequence of action beginning with Chryses'
heading to the ships from which point the action of the whole poem

begins to move forwax:d.69

Ve 2 2 >
1.14 CTépper Z;(wv EV XepOIV éKr)PGXou 7A1ro/)\)\wvos
2N '

; / ’ / /
15 X puoew R OKATTPW, K< XooeTo TavT«s Axxiods,
\ / /7
16 ’ATPel‘fd de /A*Xlo’ra\ Jéw) KOU)Jqfofég Net D
The runover phrase xputrégu (v O'Kq/'lTTP‘w immediately comnects the

very appearance of Chryses with his act of praying. The connection is

concrete: Chryses' presence is strongly felt in this added detail, more
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so than in, for instance, "Thus the holy man prayed, appealing to them

all."

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

1.18 J/ATV }AZV 9602 J;Te\/ ’OM;LTTM J‘uf,uo(f" Z:(ovreg
19 Zf(rre’po'-ll Wp:é,*o(o ok €0 P olked? IKEaBt’

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.19 spells
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, Efwever, in a verse apart from the
finite verb, set off-the future moment in its own right, while connec-
ting it to the main verb. éKﬂéPBHl and k0B« both refer to events
future relative to]zﬁv in the preceding verse.70

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

t

4;J2$69*l and nétg*t are independent from that of éFEU¢6ﬂq64V(v.22).

and situated in jthe future. In v.77, &Fﬁeav also projects into the

future,
1.26 “/“')/ Ue,"é’pov, Kw’Agmy év0 n’e((:«‘x w)ucri )m(e,’w
» ~ 7/ > N > b
27 4 VOv #B0vvT’ A Urrepov «0Tis ibvT,
V.27 extends the moment of Agamemnon's coming upon the old man.

The enjambement connects with such a moment different perspectives

either present or future.
\ J‘, AU 4 . ’ N oA Y
1.29 Tov & G ov Wow ™ Tpiv M K<) Ehpxs €meiTiv
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30 ﬁrefé,rr) en o’u'm(.),év %P‘be’.', 79\591 Trc(TPr)s,

31 IOy Z.tm)(op(:vr)\/ Ketl é,}lav/ Aéxo§ =*vTiowo«v"

"7 The thought of 16?»«5 é';remv continues beyond v.29 with r‘))uére/(‘w
Evn 07Kg) : the coming of old age is seen in the distant future and in
a distant place -- the whole brought together in one impression.through
the effect of enjambement.

V.31 continues the enjambement of v.30, filling in details by

emphasizing certain acts implied in Agamemnon's statement at v.39.

The enjambement of these verses 1s thus due to an extension of

ol
5%P*S €Mel0IV in space (v.30) and in time (v.31).

~ a0 ~ ~ [3 A}
1,35 oM 7 €xat’ ardveufe v ApR6” o Bepio
y ’ 2 N 4/ / -
36 ATENVU V*KTI Tov Quropos Teke Aqtid
We may take v.36 as signifying the range of the prayer Apollo
hears from afar. This is perhaps the poetic justification of the
o ~ KA
epithets (XV«KT! and the phrase Tov ﬁUKopDS1fK6 Aqnﬁ which
functions as an epithet) which so accompany the name of a god when thus
addressed. These epithets suspend the moment of prayer, and increase

its sélemnity before it is actually uttered.
4 _\~n”’ 1 , E) e\ ’ b z
1.37 “K\B( pev, xpdupoTol | of Xpuo'r)v /.pr pryr=s
’ ’ /
3s Kilev Te Subenv Tevéfos e Td1 dv<owels,
/ 7/
The addition of KIM<v Te $<06nv (o v.38 widens the act of be-

/
striding (&F¢lpequ“j ). Enjambement here extends in space the god's

protective attitude into the succeeding verse.
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1.40 R 1 fr; ]roT(: Tol K«1« m,We( far)ft’ ém)o(
rd / .
41 T-t&pwv r}[’ 4150V, Tode ot Kfrff)vw e’ek{up
) 7/ L Y Yy~
The meaning of v.40 runs oun in T4up wv f)«f «1 iy , and the enjambe-
ment is justified: v.40 does not present a single independent act, but
/ ~
one which conditions the future, and as T<vpw/ q’f’ ql’twv picks up

’ 4 s /\
and leads directly into Tode Mot Kpanvey €éh Wwp, there is a sense of

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

1.46 Z,().aqfalv J’ :('(" 3urro? zl" J.)'fawv )(wolugvo«o,

47 H0ToU Kw:)@e,vrog'c; 6 M€ VUKTI orkss 71

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

dJToG KquegVTOS may be due to the wider view of the god presente;.d in
v.47. =0ToU KWQGZVTOS gathers together these details of bodily move-
ment, enlarging the image of the god into onme of his entire person and
bringing us to a moment of crisis wﬁxich breaks into a simile likening
the god's movement to the expansive cover of night. P. Vivante ex-
plains, "It is as though he transcended his human outline. He has

become a divine pervasive presence."72

1.51  AUr<p &rer «relo pedos Exemevkes Epicis
52 p-’t»" <€l e Trv/)-ti veklwy K«fovTo Q€.

p‘/\»’ has attracted much attention. Leaf’commented that "the
position of F‘,(»‘, is the most emphatic possible". J. Griffin likens
it to the enjambement of [&Wofj in 11.16.789: "one weighty word stan-
ding alone and receiving heavy emphasis".73 Bassett, however, points

to many runover words which are not emphatic, and suggests reasons

38



St
h“"

other than emphasis for the runover position. Where the word is empha-
tic, as p&ky is, the emphasis may be due not to its position, but to
its meaning, though its position does help, he adds, "as a means of
connecting the thought with—;;at fol].owe:."u0

p‘XY is more emphatic than Zwéxefv (v.50) because the act has
become more complex: a human target has been introduced, providing a
new point of focus. Normally, the tension bgetween thought and metricil
measure is held in balance within the self-contained verse, but here
where the balance is broken, the thought spills over into the next
verse. The runover p&\y qungs out the connection between the shot of
the arrow ( pﬁos , V.51) and burning pyres (WUP*I’ v.52) more strongly
than if each thought had been contained within a separate verse. If
v.52 had been, for instance, }

oy £ «€l Be mupxl vekduy Keiovro Bupeis(
the death and destruction here described would'havg appeared a logical
consequence of the previous statement, inséead of a more immediate and
striking result 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.

1.59 "'Affef&\, Vov Fupe TechpThB xBev g o
60 Y “Kovoo T Tew, 6 Kev B<v=Thv e puorpey,
éﬂ» introduces a different frame of action and is often found at
the end of a verse, with the shift to the new action in the succeeding
verse. The enjambement of QY :rvvovTécéﬂ/carries the thought of v.59

forward in time, extending the idea of wandering back ( ﬂHAVNHX*3x9£V7E&
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2
v.59) into a future event. The possibility of returning home ( xY
2 Y
dﬁoVoD"rr’,U'bN) merges with the hope of another future event (€l KeVv

R/
fav=Tov Te ¢610VL€V , same verse). .

1.66 o Kév M pvésv Kvions *IDEV Te TENE wy
67 Peller<i dymioas vj)u'iv X Mooy spOvat.”

These two verses form a unity. V,66 alone does not frame a com-
plete thought: KVﬁVWS is inexplicable without &V1740N5 in the follow-
ing verse. The enjambement ties together the god's receiving the fat
of burnt sacrifice and the warding off of the plague into one expected

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

to a present sacrifice.

1.68 Mot § 1 05 elmiy K«r %’ Beto’ Tolot § o '
69 K"x)«)(-*s QecroPc/fr)s, dlwvoTSAwy 6’;{’ °’¢lp)0'T05,

The name and epithet at the beginning ogfv.69, as in vv.36, 102,
and 248 (epithet only), are carried over from the previous verse.
Normally in dialogue, the speaker is introduced in a single complete
verse; the identity of the two speakers is not in question and the
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 is incomplete at the end of v.68, suspending the speaker's
identity and his rising figure ( K&Ax=s @éﬂ’fbfllgf)s) until the following

verse.

Whereas in ordinary dialogue, there {s no change of perspective
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between two speakers, there is here a shift to somewhere else in the
assembly where the speaker will arise. This is the change of perspec-
tive which is brought into relief in v.69, yet held together with the
preceding verse in enjambement. Y
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 dramatic representation of events.

-~ ~ /Z, / . / N
1.7 @ ’A)leu, Kehexi pre, Au ¢i§.é,/4u9r)mo-9-u
-~ 5 / < ’ 2l .
75 MOV AroXXong éKﬂrq&eXer«o =V K T0§
Here the enjambement does not seem to be due to shifting time or
place, but v.75 rather gives contents, substance, volume tc what

Calchas is going to say.

\
1.8 W TE K neroTirbev Exel KoTov, 6’(”1‘* TeXéo’crn,
83 &y Urr§9eo'mv/lo?m' ou de ¢fe’<v~| e?'/ue rwoers.”

The enjambement ig not strong, but does allow the act to extend
itself as time moves into the future with a@f‘ 72)2000 . Were the
expression of bearing grudge to be cut off at verse-end, the sense of
harbouring and nourishing it would be impaired. This sense as 1t
stands in v.83 is due not only to the meaning of the words added to
v.82 (év O’Trieéo'dlv 6‘070’( ), but to its very extension beyond the verse-
boundary. g »

This concrete relation between verse-rhythm and meaning is brought

out with similar effect in the enjambement of vv.89-90:

41



3R Y T—\

Uo\t Kof\()s w«p; Vr)vv\( p-(pef-(g )(e?l)-'s éwofvel

o'ufm-’(vrwv A«vaiv, 0of” ;’)\v 'Ab’-(luéluvovc( ern'])g,

The runover phrase G’u,-m-(vaV A~vaiiv may be prompted by a shift
in space, and increases the effect of isolating Agamemnon against all

the rest }hif the men.

7‘\ ? ~ ~ NN \ /
1.88 0V Ti§ € uev 400”'05 K« €ém )(Oow Jep;(o/ue\/o«o
\ / ~N N V4 ~ 2 /
89 00l kotkys Telpx VuTL peapeins X€ip=g €XOITel
The suspense at the end of v.88 lets the future hang over us as a

promise and a threat.

/ k) \ 7 / < / /
1.98 n’FN ¥ «m W«H’P( ﬂl)\«:) Jo/u(:vdl é)\mwmfd fKoupaV
7 / 2 / ’/ y &N\ < /
99 WPl <vTOIVOV, XJeW 6> tepqv €K<TOMPNY
’ / .o/ / ¢ / / ”
100 €6 Xpqu ToTe Kev uw l}wo-«pevot n‘er«Gonev.
The actions ofizvv.98 and 99 are not presented independently, but

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

9 / 2 /
The overlapping words «Tp/«THV <vaTojvov | {n Bassett's terms, keep the

thought in motion over the end of the verse76 and run the two verses

é\

into one larger unit. This unit is extended at v.100 by &S X(Jlfr,v

/
vhich draws the action to a place, and aim ( TI;TG Kev /uw ?X«cro'«/uevm
T\'eﬂ'l/QN)léV , the appeasement of the offended priest). Enjambement ties

together vv.98-100 in one closely linked sequence of events.
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i1, Il. 3.1-100

3.13 wg dpa Tdv M Torgl Koviowdos (;’Pvu‘r’ <EMS
14 2?’("/"2‘/“"/’ /uf*)-( § zT)K* ﬁérrpr)voov n’e&/o:o_

The focus in each verse is distinct: rising dust in one, swift
movement in the next. The runover word 2PKQP£VWV joins them, making
us seejthe men's advance and the dust as one phenomenon.

The sentence could, grammatically and logically, have ended at the
end of v.13 ('TQN understood as a demonstrative pronoun) but instead,
where the image of the cloud rises as if suspended at verse-end,
carries the thought onward and into the next thought, fkéxq J’¢3K*
ﬂéwpqvabv Tedlo1d . More than merely "adding a det;il", the runover
word is a link in thought between verses, bringing the men (gFXO/Aéw»V)
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 Tpbhény Quoioy EXwV Kol KAuTOM ToE
18 Kk Eigos’ «0Tqp Jodpe diw KeropyBuévs xxheid
19 1(°/<»wv 7Ap‘66l/wv ‘IrpoKdY!feTo ]rafdej -;P//Urou)
20 -ZVTIIPtoV /J-(xe’o'«o'eql Ev «Ivﬁ Jr)’ior;‘)n.

Vv.17-18 contain an enumeration of Alexander's weaponry. As in
other enumerations, 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 as in a list.
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V.19 continues the enjambement: the spears presented in v.18 are
not found in Paris' hands until the following verse, set in motion by
nﬁxwa. TAANWY  could perhaps have been introduced in the previous
line of thought (v.18), but is not: there is a slight shift from 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 omly slight, and bridged by
enjambement which draws the spears (v.18) not only into the action of
WAXXNJ, but also into that of WPOK*):CeTb (v.19). The picture is now
one of waving spears and challenging calls. The arrested moment of
v.18 is carried forward in enjambement.

The issue itself of the challenge is expressed by the infinitive
ﬂdxédude4l in v.20, explaining and continuing the thought of the
previous verse, yet also envisaged as a separate event, taking place in
the future.77 Where a verb suggests some other act past or future, the
infinitive expressing this act is often found in the verse following
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 present an overall unified
view of the challenger in armour and in action.

Vv.88-89 present another example of an infinitive in enjambement:

SWous e kederat Tpdus Kdi TévTas Axaiods

Te\fxe-t k<N 2100« m )(90\/? vou\up'o-refpg,

The enjambement is not strong: in spite of the connection of

Vi /
reported speech between KékéT-(( and &Toeeag*l , each verse has a
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certain independence. The action of v.89 might also be envisaged with

a self-standing imperative, e

N A ol N \ N
3.24  EJpwv 1) ENpov Kepxov ) Xipiov A
/ . / 4 ’ Y] " > N
25 Telv=w/ pex Yap Te k<Teobiet | el Tep v 2wrov
7/ / / / I rf 7/
26 UTEVWVTHl Tuxees Te KUVES Gu)‘epm T’ «ibno”
4 '
TelviWwV  further modifies the lion of v.24 in relation to his prey.
Its runover position juxtaposes the posture of hunger (W&IV‘I‘wV) and the
/ / ) ’
action of devouring (/A")" Vop Te k«TeoBiel ), binding impulse and
action in one movement. This unity of movement would have been broken
up had the devouring abruptly begun the verse, or {t would have been
halted had the fact of hunger been explicitly offered as explanation
for the lion's action ("through hunger" or "for he was hungry and ate"
/ ’ s s

in place of TéIvawv /uﬂ)\‘\ '6°\P Te KdTeo'elel ).

/ N

€ Tep v <UToV shifts to the lion as object, and this new

perspective 1is presented in the succeeding verse where ckhasing hounds
and youths add another element to the scene, which over three verses is
drawn together by enjambement into one sequence of action. o ®

We may compare the enjambement at vv.24-25 to vv.77-78:

/
k) pT &5 peooov Twv Tphwv dvéeple PxdTi«,
/ €\ 4o N YN o

jueraov fovpos €hwv' Tol &> i6povBagay <TwvTes.

- / N e/

The runover phrase METOO0Y waog €)wy ties the actions of Hector

N e,/ o/
in vv.77 and 78 to their consequence, 7ol g m?uvB;)o‘«v «Tet vV TS
(the men are seated). The connection is concrete: v.78 rises
- / N, ¢y /

expectantly to mid-verse with ueooov foupos eva, and falling to a

close, the settling of the ranks is seen as reaction to Hector's motion
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with the spear and extends in place the tffect of his gestuare.

3.27 ws éX.‘/Y") Meve Ao ’szfewd}zov Beo e1fé
28 5¢9u)/Aonv Wy ¢-/('ro 6-\? TelreaBxi -’defrr)v'

Although A)eg'(prov Beoeu‘\e/'( is grammatically the direct object of
the verb run over into the succeeding verse, v.27 already contains the
fdea of Alexander as an object of rejoicing. It is as if %kéiﬂvf/;ov
were the direct object of g.)(-/(p’) , with 5¢9¢X}.&o?0‘n/ Wiy added epexe-
getically.78 The enjambement is not stromg, but is rnevert:helf.ess
striking in its connection witfh/what follows: as Menelaos vows that the
transgressor will pay, the identification of :l\efTr)v with A\éﬁ«v&f)ov

rd ~ 207
is of course logical, buzalso a visual impression. D¢9°‘MAO|O‘W v

) / /
holds before us the imagg/of ,A)\GE“VJPOV BeoerJé .
N

3.33 ws &> oTe TS Te l;oafn'ovrx v T\ vopoog :(reIO'T:)
34 opeos &v Poags, VTS Te Tpouos EMge Bulw,

The runover phrase oﬁ'fcos ev PI)/fO'gS localizes the acts of the
two verses strongly and briefly, fixing and tying them both together in
one place.

3.36 t:»\g QdTg KO’ 51/.“)0\/ édy Tp«f)wv a'depu{n(ws/
37 leloxs %T(éos viov ’A)éi-(vffos 96'“"% ) >

Just as the infinitive may express an action separate from that of

the fipite verb with which it is syntactically linked, and may be

carried into a succeeding verse where it develops as an act in its own

right within its own verse (cf. v.20), 8o may the participle. The

-~
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> / k) -~ 7/ 2 LYl N\
3.46  PAVTES SPITTAY TPOMOV EMMEVSL, 0UVEK KoV

a

enjanbement, ' though weak, unites different views of a single movement:
the two verses give us at once a compléte vision of the Trojan throng

ipto which Paris flees in fear.

>

45 éﬁoj ’e’n”) .:qy 00K é’o‘ﬂ ﬂ',‘) ¢P\ev|‘v oJJe’_I:S oz)«xr;.

" The enjambemént between these two verses is strong. OJVéK*’
introduces the cause of an action, leaving the end of the verse open as”
it leads into a different sphere in the succeeding verse. The bond
betweengvv.44 and 45 is here tightened by the unusual grammatical form
of the enjambement: where a noun-adjective group 1s divided between

79
verses, the runover adjective is more common than the runover noun.

Parry ekplains that the descriptive adjective "can have no meaniné

until we join it with its noun in the next verse."so It would have

’ 4 \ » t
been metrically possible to exchange K=Nov and é‘ij , but the
unattached adjective left hanging at verse-end creates a suspense which
a nouh in that position would not, and this tension stresses the
.t 4
meaning of the adjective more forcefully in that position than if it

] ! ’
had been run over into v.45 (supposing 6Hﬁj at the end of v.44), ~°
There is emphasis on K¢ AV , accentuating the beauty of Paris, and
> \
the contrast in the following verse of eﬂ%g with ﬂﬁ)#féOWV and

>y /
kaq further emphasizes that it is a beauty in appearance only, mot in

mind. The emphasis which explaias this enjambement 1is rare.

, \ , ,
3.46 1§ Toibofe éiv &v TovToWOpoioI VEETTL \

47 OV Tov éTrlTTX({)U'dS)e‘T-{pouf zpa/r”)o(s -’de;/{)ds,

’
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\ 2 -~ ~ ’ -~
48 ,,uer:S «)\\od«T0i0( Yv=ik’ ebede’ ;Vr)!éj
’ - ~ ’
49 &£ 3(m'r)s T<ing, Vuov e’(vff;wv eu’J(/ur)T‘\'wv)
’ n elvd ) . IA 4 / J/
50 TTpl T€ 0w M T oAl Te WHVT{ Te onpmw,
j\ / ~ ’, 7 ~ AN ) o~
51 duTpeveT v MV xpus | KaTngeiny Je ool 0TS
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
situation. It{fis unusual for Homer to condense the past into a brief
recollection of a few verses, and this feature is reflected in the
accumulation of enjambementsg which serve to connect a few pivotal
actions.

In vv.47 and 49, the continuity of thought in the runover phrases

is concrete, the extension beyond verse-end being that of an actiog in
’ ) ’
space. “T0vYToy éﬂ'lﬂwo'dj (v.47) opens up a wider view beyond the
> 7/ Ve

ships ( €y TOVTOoTDpoIUI VEEOT(, v,46), and in Bassett 'S wetrds, "serves
as 4 stepping-stone by which our attention is led on to a new picture
"81 ¢ 7 ) 7/ > /
or a new detail, that of ET=povs €pinpg mbaf:«s

The scene of the past is sustained an}i expanded by a succession of
participles (four, vv.46-48), which accumulate and bripg the action to

i - /, -~
a climax in fuveK’ eleidé’ JV')"‘-’S . Here too, the rumover phrase
? > 7 s )
133 LIS NG (v.49) marks a shift of perspective, and is like a
point of reference for the action of the preceding verse and that which
follows. (The same may be said of other instances of localization 'in a
runover phrase, as at vv.47 and 34, above.)

- . /
The three nouns 11')}4-4,:(-,\‘5/.10( , and K“TI)(PEH)\/ held in apposition to

J
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Tuvet’ (v.48), refer not only to Helen, but more widely to the whole
situation. To Leaf's comment that "The accusative vaguely expresses
the result of the preceding actions",82 we may add that 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.

) 3 / / ~ )
3,54 00K Xv ToL Xpicpun KiBxps T Te 6p A¢f>oJTrr)5,
Y / ’ > 4, 3 ’ ,
55 ) Te Komy To Te €ifog o7 €y KovinTi wibeins
Enjambement runs the thought over the end of the verse, drawing
Id l\. y ) 7/
out the idea of Aphrodite's gifts ( T< Te dp’ AgpoliTns | v.54) into
v ’ / *
that of the fine appearance of Paris (/) Te Koun To T€ é‘ij, v.55).
We run into one idea the divine beauty of Paris and his crash into the
dust. )
Had the connection not been concrete, e.g., ''What help these things

to you, when you fall in the dust,’ the contrast would have been

spoiled.

4\

3.56 LM /u-/d« Tpdes &/fr);uoveg' ) TE Kev /51[1‘7
57 Aivov é‘,O‘o’o XITWV KAV é"ve;(’ Joow é'ofbﬂs_"

In v.56, the thought of one clause leads into another, but just at
the point where the second clause introdz:es a shift in time (675), the
eujambemen: marks the shift to a different time petsp;ctive.

3,61 05 T Elow fiR fupds O kvépos, o5 p~ Te Téxvy
62 Vv EKTHMvOW, SpeNel & Audpos EpunV ° .

At the end of v.61; the perspective shifts from that of the axe's
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action (of 7 €10V fi< foupog ) to the man's ( vr):ov e’KT-f/‘v‘r)mv). The

? /
three clauses (e."mv, éKT"(/AV{)U'V,5¢€)A¢( ) nevertheless describe ome

movement held together in enjambement.

Had the clauses followed one upon the other in separate s~1f-
contained verses (in the manner of successive acts following %ne 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
tight sequence would have been weakened. The moment of action is
extended at the end of v.61, and enjambement brings together different

acts of the same moment.

3.69 «TRp €W 4 péTmw ke X ghov Mevédeov
70 ouppNeT’ xpg’ ‘Eévy kel KTAMXTL TROU pdxeofuy”

V.69 isolates two menm together, apart from the armies of Trojans and
Achaeans. Without a \‘/erb, the moment of action is suspended until the
succeeding verse in which the men are thrown against one amother in
combat (UU,“P'/‘)‘&T’ s ,“”‘Xéo'e"‘(). Here the enjambement, while grammatically
"necessary', shows how the plurality of subjects (or objects) extends
itself in verse as in space. (See vv.90-91 and 253-254, where we find

Paris and Menelaos similarly“isAolated.)83

3.73 o £ Dot dl\gTr\T“ K= 6;”0-( TIoT T*/As\/'res
74 OV-(l/olTe Tpo«lqv épop&;)«(lc-(, To\l fé\ VeéaQwv
75 Aybos és ﬁnro'po‘rov k=1 Ax<ilf~ X livain=.”
Between vv.73 and 74 the bond 1is not strong as the participial

clause of v.73 functions with as much verbal force as a finite verd,
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filling 1its own time frame.
The enjambement between vv.74 and 75, on the other hand, is tighter,
holding both verses together within the same moment of action. This
/ V4
moment is broken into two locations: T{’°")V gP‘PW/\“K“(v.M), and
/
Argos and Achaea (v.75), extending the action of VEE€ 0 bwv through the

entire verse. The enjambement brings together the places of both

verses at the same moment.

3.84 ‘}25 2’;}-(9’, o £ e,ir;(ovro /u:o(qg “vel T’ €8Evovro
<

85 édau/uéwus JEKer Je pMeT u’(/u¢0répo:mv care’

The runover adverb e,O'UU)AéV‘JS sets the scene for Hector's address.
It serves as a prelude to his pronouncement, sweeping the _silence of
v.84 into v.85. The speaker is not introduced by an epithet in v.85 as
in other introductions to speeches,ea and Hector {s named right at the
start of the clause, not at the end, where in this case the verb is
found. This is a special case -- Hector's name follows the runover
é,G'UU/AéVwS as he is seen enmerging from the hush which has descended
upon the soldiers as he speaks among both sides of silenced men.
Compare vv.95-96:
3.95 Mg €g=0" ol O Z{Pq TavTes KNV EBVOVTO o °

96 TolOt (fe\ K< ,ueréenre ﬂor\)v -3'6«935 Hevé)'%og'

These verses are quoted here only that it may be pointed out how
they differ from vv.84-85, Both sets c;f/ﬁses close a previous
speech, report the silence of the } steners, and introduce a new

/
speaker among them. Vv.95-96/are not enjambed; the efforts of seating

e
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the armies and hushing the chaotic commotion have already taken place,
the order of assembly has been established, and a moment of peace
prevails. Menelaos does not stand up amid a sudden gnd new rush of
silence, but 1s presented as taking his turn according to regular

practice in assembly (v.96 follows the regular pattern of introducing a

speaker; there is no complication of the actiom).

3.97 "Kélx)ure VOV K-«T g/AeTo‘/A-f)w*m 6-\{,7 ,’{)505 7K°/(ve|
98 __fupmov é/&év, Jpovew fe (ﬁo(Kaneri,uéV‘ﬂ A
99  Apseiovs k<i Tpd«s, Erel K<kx modx mem«oBe
100 elver’ é’pr’)s Z’prfo; Kl ’A,\GE-’wJ/\oou e‘/ver(’ ’)‘PX")\S'

The part of the body in which grief is localized is brought into
relief by GQﬂ}V g}léV. Run on into v.98, it is followed by ¢P0Vé“% at
which point the whole person presents itself once more; part and whole
are at once distinguished and i;tegrated with each other.

The further enjambements of vv.98-100 articulate the long stretch of
time which is intimated, with g[h introducing what seems to be the
imminent present (Argives and Trojans, v.99, already at peace), and
éﬁé? KK ﬂbXX& TéWdUQC giving us a glimpse of the past (prol9nged\\

Al

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 18 not only logical, but poetic as well. This
differs, I submit, from other approaches to the problem insofar as they
produce merely syntactical reasons for different kinds of enjambement
which are classified accordingly. At most, enjambement is described as
a thetorical device. There follows here a brief outline of some other
views with an evaluation in the light of my own approach.

Parry examined the use of enjambement in Yomer in order to clarify
the way in which the sense is "drawn out from one verse into anOCher.”85
Pe classified the different types of enjambement in an attempt to
define how the poet fits his thought to the pattern of the hexameter.

His classifications in this respect are stated as follows:

First, the verse can fall at the end of a sentence and
the new verse begin a new sentence. In this case there is no
e€njambement. Second, the verse can end with a word group in
such a way that the sentence, at the verse end, already gives
a complete thought, although 1t 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 can fall at the end of a word group where there 1s not
yet a whole thought, or it can fall in the middle of a ggrd
group; 1in both of these cases enjambement is necessary.
An analysis of 1200 lines 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 unperiodic expression of thought was thus found

tﬁ distinguish Homeric verse from the written composition of Apollonius
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and Virgil. Four basic forms of unperiodic enjambement were described,
which "more than anything else, give the rhythm in Homer its special
movement from verse to verse."87 These are outlined below in order to
show just how widely this type of enjambement varies. 1In all cases
Parry judges the sense complete at verse-end, marking a break at that
point, but extended in foump ways:

1) a free verbal fdea is added, using a dependeﬂl clause, a partici-

plal phrase, or a genitive absolute:

N [~ ? / oW sl /
0d.1.4  MON« $o ¥’ ev m;vri‘) T Bev «\Fex OV KT 9u/u0\/7

) ’ o N N ¢/
XPYUMEVOS v Te Yuxny K« VooTov ETHpwy .

2) an adjectival idea is added:
-~ ki / -
Il.1.1 Mr)nv ue:Je\ 96«‘, Trr))r’c:(Jéw :47(0\1)05
/ \Y /.3 ~ ,4 >/
OUAOMEVNY, N pupt’ Ax<iols <€’ €6nke,
3) an adverbial idea is added:
4 N 11 ? AN [4 / Yy /
Il1.1.14 UOTEppeT  EXWY €V Xepov émpo)ou AmoX ) wvos
/ 2N / \ I / > ’
Xpugew oy o O"ququ‘d , K1 X‘O'O'é‘ro TTG(VT:-(S A{'(IOOS)
I
4) a word, phrase, or clause is added by a co-ordinate conjunction:
& 7 2 N N ¢ / ~ v
Il.1.4 npwwy, XyTouf Je éwaH TévXe KuveTov
? ~ 7 ~ N /
olwvoir! Te o, Aws I éredelero pow\r),
The reason for the break at verse-end, Parry explained, lay in the
technique of formulas which aims 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

reader has to look to the following verse to complete the thought of
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the sentence ("necessary") is 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
necessary enjambement, as noted above.88 In the first kind, as at
11.1.57 ol & emer oy F’)xe;Gev dun¥epées T d¥évovto

Toro( & u:V)O'T;/levoj /MeTe/(}f) ﬂ'o/(fo(j u’m)g ’AXI))«eu/).
though the sentence cannot be considered complete, there is still 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

n89 In the

in the case cited [above], or in the traditional periods.
second kind, a word group is divided between verses, and verse-end does
not ?ark a pause in sense. Here Parry suggests enjambement is ma&e
necessary because the formulas have not grouped themselves within the
verse in the more usual way. He terms the functioning of the formula
technique in such cases '"unusual"”, and notes here, for instance, that
the separation of an adjective from its noun in the following verse is

||90

"due to a chance interplay of formulas. 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 explaiﬁed; in the case of necessary enjambement as well
as unperiodic, the reason for and 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 "all the broader

92
problem of the order of thought in the Homeric sentence” = must be

dealt with.
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Parry's link between unperiodic enjambement and oral composition
which accounts for an increase in necessary enjambement in written epic
was challenged by Clayman and Van Nortwick.93 Their study presents new
statistics on enjambement based on a greater range of samples, and are
incompatible with Parry's. Less unperiodic and more necessary enjambe-
ment was found in Homer, and the increase in necessary enjambement
which Parry observed in written composition was therefore found less
significant 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 chromnology
among hexameter poems."%

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
the validity of their <:laims.95 Barnes does agree with Clayman and Van
Nortwick that Parry "overemphasized' unperiodic enjambement as a
distinguishing characteristic of oral poet‘.ry,96 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 which phrases are grouped in the verse is a significant factor
in determining whether and how a verse is enjambeci, 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 test only, i.e. that the 'oral style' of enjambement can be
used by lite;ate poets."97

Statistical tests do not concern us here; the question of enjambe-
me;t as a test of oral composition i3 separate from that of its
meaning. As G. Mclennan in his study on enjambement in Callimachus
puts it, "To say that necessary enjambement is less frequent in Homer

n98 Barnes too

because he was an oral poet clearly begs the question.
adds that "tests of a purely quantitative nature" do not solve the
problem.99 So much is clear; the "requirements of subject matter and
individual stylistic preference" which according to Clayman and Van
Nortwick affect enjambement patterans, remain unexplored.loo

Parry's ;bptoach stressed the importance of the distribution of
words between verses and the way in which verses are joined. But this
order of words or ideas suggests questions of great complexity. It
cannot be merely a grammatical or syntactic reason that prompts the
enjambement.

In his unfinished work on Southslavic song, Parry mentions
possible approaches beyond classifying for explaining the problem of
enjambement:

-

We must thus seek in the Homeric verse some factor making
for enjambement ... That factor must be ome of three sorts:
either rhythmic, or syntactic, or both. The rhythmic explana-
tion would be that the Homeric rthythm is such that the verse
i8 not the rigid unit of the rhythmic phrase, but is divisible
into sub-phrases of various lengths, and that a sub-phrase of
a verse may be combined with a sub-phrase at the beginning of
a following verse in such a way as to conjtitgbf a longer
single phrase, which would be sung as a unit.

Such an approach could be applied to all types of enjambement, whether
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unperiodic or necessary. Parry seems to be suggesting that the larger
rhythmical unit of enjambement beyond that of the self-contained verse
could be explained through an understanding of how formulas or sub-
formulas may combine from one verse to the other. But he inclines to a
syntactical éxplanation. 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's study of enjambement includes a further classification

along Parry's lines and an analysis of the effects of enjambement.

Iliad 16 is divided into 50- verse sections, and the structural charac-

teristics of each section are identified as precisely as possible. An
attempt is made to ciarify 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 stylé rather that the classifi-
cation itself of enjambement. Kirk's conclusions are tentative; two
passages of Iliad 16 in which he compares differences of structure are
presented below for further comment. Both are battle scenes.

I.
“Evéa & dvip iAev &rdpa xedaalbelons Soplms
Fyepdvov. wparos 8 Mevorriov EAxipos vios
atrix’ &pa orpepfivros *Apnivxov Bdre unpdv
Iyx e fvdery, duampd 8 xakov dAacoe
Pt 8 doviéov Eyxos, 8 8 zpmmis ixl yalp 310
xdxwea’ drdp Mavdlaos dpijios oira Odarra
oripvoy yvprebévra zap’ donlda, Aice 8t yvia.
Dureldns 3’ “Apduhoy ¢popundévra doxebaas
Ip0n dpefdpevos mpupvdv oxédos, Evba mixioros
pvap drfpamov wéherar mepl 8 Lyxeos alxpij 118
veipa Suaxiofy rdv R oxdros Sooe xdAve. .
NeoropBas 3" & piv ofrac’ "Ardproy 866 Bov:gl
*Asrloxos, Aanrdpns 8 duface xdAxeor Eyxos .
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II.

Nptme 8 mpowdpoe. Mdpis 8’ atrooyeda dovpi
"Avrihdyy éxdpovae xadiyirow xoAwbels,

oras wpdober vdxvos roi 3’ dvrifleos Opacvpridns
{pOn dpefduevos mpiv olrdoar, oid’ dpduapre,
wpov Spap: mpuprdv Bt Bpaxlova Bovpds dxach
3pvy” dnd pudvor, dxd ¥ dorlov Expis pafe
dovrnoer % weady, xard B oxdros doeoe xdAvyrev.
&5 Td pdv dooior xaciyriroiay dapuérre

Biirnp els "EpeBos, Zapmmddvos dabhol éraipot,
vles dxormioral "Apowddpov, 88 fa Xluapar
Opéev paipaxérny, Toddow kaxdy dvfpdmourw.
Alas 3 KiedBovAbdy 'Oikiddns mopovoas

(wov e, Bragdfivra xard xAdvorr dAAd ol adbe
Aiore pdvos, wAdfas Eipes alxdva xumierre

map 8 {mefeppdrdn flpos alpare rov 8 xar’ Sooe
{AafBe¢ wopduUpeos 8dvaros xal polpa xparair.
Mnvérews 3 Avrwy Te cvvddpapor fyxeo: piv yip
fuBporov &AjAwr, péheoy ¥’ fxdvrioay dudw:

o 8 alnis fipéérar ovvedpapoy.  Evfa Avkwy piv
lrwoxduov xdpubos pdhov fAacer, dudl 8 xavAdv
¢doyavor dppaloby 8 ¥’ tn° ofaros alydva Oeive
Mnvérews, nav 8 dow Bv Eipos, Ioxede 3’ viov
déppa, wapnépbn 3¢ xdon, tmdrvrro 3t pia.
Mnpdims ¥ "Axdparra xixéls mool xapmalipoiot
& Tzmwy dmiBnoduevoy xard defidy Huov:

nipte 8 € Sxdwy, xard ¥’ dpfarudy xéxyr' dxAvs.
'13opeveds 8’ *Epdparra xard ordua mAli xahxg
vufer 18 &' &urexpy ddpy xdAxeow {femipnoe
vépBev in’ dyxepdrow, xéacae 3’ 8p' doréa Aevxd:
ix 8¢ rivayfer dddvres, dvéminober 3¢ ol dujw
aluaros dpdaruol 6 8' dvd ordua xal xara pivas
npiioe xavwy: Oavdrov 3¢ pédav végos dudexdper.

*Qoav 8 mpdrepor Tpoes Ilxomas 'Axawovs
BAfTo yidp ob 11 xdxigTos dump perda Mupuiddvecow,
vlds "Ayaxhfjos peyabipov, Bios 'Emeryes,
3s §° &v Bovdely e vawopdvy fracae
18 wplr &rdp Tére y’ dotAdy dveyidy ifevaplias
¢s IInAn’ Ixdrevoe xal ¢s Odrw dpyvpdxefar
ol & &y’ "AxAfT pnéivops ‘méuwoy Imeobas
"IAior s elmawror, ra Tpdeoo pdxorro.

Tév pa 166 dwrduwor véxvos Bdre Ppalipos “Exrwp
xeppadly xeparfr 9 8 vdixa nica xedody
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dv xépvds Bpiapl 8 ' &pa xpmiys dxl vexpp
xdrxerer, dudl ¥ pwhOdvaros Xtro Gupopaioris. 582
Narpdchy &’ &’ dxos yévero Ppuudvov drdpoco,
- WBvow 8 3d wpopdywy fpnxi doxds
@xdi, 3 v dpdPnoe xodowis re Yijpds Te ’
. Gt 10Ys Avxluy, Tlarpdaiees IxworéAevle, :
{oavo xal Tpdur, xexdAwoo 82 xijp drdposo. 585
xal ' {Bae Zbevilaov, "10ayudveos Doy vidy,
avxiva xeppadly, piev ¥ dzd roio révovras.
xs@pnoay 8" ud re-mpduayor xal dpaBiuos “Exruwp.
doom 8 alyavéns fix) ravaoio rérusras,
7w pd 1 dvip ddly mespdpwos i dv ddOAe 590
1 xai &v woAdpy, Sty Bmo Gupopaioréay,
rdaoov ixdpnoav Tpdes, doavro 3' *Axawl.
TAaixos 8¢ wpdros, Avkloy dyds domordwr,
érpdner’, Ixrewer R Babuxhija peydBupov, —
Xdrxwvos piov vldy, 85 'EAS: olxia valww 595
OBy re wAovry re perémpene Mupuddveoar.
700 uiv &pa TAafxos orifos péooy ofrace doupl
oTpedbels éfaxlims, Gre pw xardpaprre dixmr
dovmoer 3¢ weodr Fuxwiv & Bxos é\ag’ *Axaovs,
@5 {meo’ doONds dirfpr péya B¢ Tpies xeydporro, 600
oray ¥ dud’ alrdv ldvres doldes obd' 8p' *Axacoi
dAxijs ¢fehdforro, ylvos ¥’ 10bs pépov alrav.
&8 ab Mnpudims Tpdwy Oev dv3pa xopuorir,
Aadyovoy, paciv vidy 'Owmfropos, ds Aws lpeds
'18alov ¢réruxro, Oeds 8 Os tlero dfpg. 6os
Tor BAN’ Ynd ywabuoio xal ofarose Sxa i Buuds
exer’ dud peddwy, orvyepds ¥' Spe uir redros €er.

The first passage (vv.306-350), Kirk says, is "a rapid and impe-

tuous description of fighting of the 'man took man' variety (306,

v u
evo ‘?V';F €lev zv(f“ ), in which the effect of disordered or com-

plex action is quite different from the systematic and somewhat

leisurely impression conveyed by many potentially whole-sentence

verses." %3 A relation is suggested between its "deliberately dis-

ordered and hurried style" and the high degree of enjambement and

internal (i.e., within the verse) stops.loa

N\

The second passage (vv.569-607) is low in enjambement and also

A}
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describes "violent fighting with a fairly swift transition fr;ﬁ one
enco&nter to another. Yet the effect is subtly different from that of
the other notable confused-fighting pa;sage at 306-350... The effect
is of steady, almost interminable fighting rather thaﬁ of great passion

and confusion."105

If these effects are as Kirk claims, how is the meaning of the
passage, sentence, or verse related to enjambement? In érder to deter-
imine this, it should be examined at what point a sentence is divided v }
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, deter-
mines the structure of verses.106 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

commodn i; battle scenes. Each verse brings a different part of the

o .
body into focus (ﬂ'pu,w/?n/ cn(é)oj in v.314, the ,uucf»/ in contact with the
spear-point in v.315, and Vepp* in v.316). Through enjambement, there
is a greater integration 1nt;.oné 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 )eparate ele-

ments together and ties the action into an unbroken sequence.

Different points of view are again brought into focus in the-clash

“
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between Maris and Thrasymedes. The latter is introduced at V.321, and
his movements alone are presented in v.322; in v.323, en;ambement
extends the attention from his stretching forth ( egfy Spefipevos. ..
0 ""P‘/‘/“‘(’TG‘/) to the shoulder (z)lutv), at the same time isolating the
parts of the body V(u?)‘}iov and TrPu}Ava dex'/ova ) with the spear-point
(ﬁwfo;j 2KNK6 ), as if\poi‘sed befote,the tearing and shattering
(v.324).

The enjambement is similar at vv.337-338 vwhere in v.338, only
helmet and hilt are presented in the impact of one (&/uﬁ f€ K<uddv ) on:

¢ ,
the other (IITn‘DKo/uoU K5p0905 j’-lf)OV ), and in v.339, the breaking of the

7 /7 [3
sword (pﬁo‘hvav 6”"’“0'90 ) is joined in the blow to the neck (uf’

"o&/elToS Jéxév-& Qe'ive ). The /instance at vv.34.?-37 is compagable:
impact ( K4 T U'TO’/A"‘ V’))a )(4)\'0‘0, v.345), the weap;/'s lowa( vite ,
éeéﬂ/ﬂq(ﬂ: , V.346), and effect on parts of the body (v.347), ate

) distinguished in separaté verses. The point at which the sentence
spills over the end of the verse, while uniting a sequence of action,
is significant in bringing different elements into relation in each

verse, highlightiné changes of position.

The same- tendencies of verse-structure may be seen 4n the second

passage (vv.565-607), as in the encounter of Hector and Epeigeus, 'rqfx
on in enjambement from v.577 to v.580. The initial clash is presented
‘in the first verse, and different phases of action 131 each st.xcceeding
N3 verse. V.577 rums the wea‘p'on (Xef}A*J{u)) over into v.578, centering the //‘K
ent(ire verse on 1its ahatteriﬁg blow to the head. (Vv.586-587 are
. * similarly stéu;tured, with *51(6{\/“ KCP/A-‘[!/(N run over into v.587.)

o ’
~ ’ -
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ZV Kolfugc Pp/o(/)ﬁ (v.579) "brings back the attention" to the armed
warrior and makes spooth the transition from 6 £ 1o w~.578 to o & in
v.579. The fall it?Zt%:%KéfW%Uév) i1s run on into v.580 which thus
frames the final moment of death, and at the same time KéﬂT%Uev pro-
vides a concrete connection between H4v«ro§ (v.580) and the fallen
warrior (é/Jl~;P* "PQV%S él% VEKpgs , Vv.579): we see ag once a fallen
body and dlath encompassing it. This effect of the run-on verse would
be reduced in a sequence such as

év Ko//NQ( Bp1=ph Tpqvas § ¢ te Kelto TevioBers,

v I e knp Eddpesge Tk evlog Oxvitoio

Whether the rate of enjambement helps to reproduce, as Kirk
suggests, steady or confused fighting, is open to interpretatiom. J.F.
Carspecken's comments on battles can be applied specificglly to
enjambement: he says that without frequent changes of view "the act of
fighting tends to become an the mind a general unit of activity rather
than an aggregate of special actioms, that is, it tgnds to become an
undifferentiated movement repeated mechanically in time and space
r;ther than a series of original and dynamic movements, which by reason
of their constant new beginnings, developments, climaxes, and con-

: ’ 4108 b

clusions, are progressive and distinct. Enjambement often dis-

—

tinguishes changes of view, and I would suggest that there 18 a clarity
rather than disorder in the struciuring of verses according to lities of
movement and Qpace, and that in the passage of "man-took-man'" fighting

(vv.306-350), as in others, the "transgressing" of verse-units does not
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reflect urgency or excitement. The action i8 not presented as a
general melee.

Nor does the intensity of fighting ig\vv.569-607 seem lessened by
the greater rnumber of potentially whoie-s;;tence verses in this
passage, The strikes and slayings of the combatants are no less
violent, and the rush and press of battTE\nﬁ"IEBs\gassionate in this
passage than in vv.306-350 (e.g., the impetuosity 9f Patroklos, vv.581-

583). The length;of a sentence and whether it rudg\over the end of the

. /
verse may instead be related to more essential features of the

\
\

representation of action, fgr instance, whether an chﬁij prolongeé ino
time in relation to another or how some aspect of ffg/position is
brought into relation with the following act. An interpretation of
sentence~length as a device of the poet ;hich 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 beyond verse-end.



/’\

Chapter 4
Summary and Conclusions

-
My aim has been twofold: first, to fillustrate the basic rhythmical

pattern established by the majority of verses, and second, to examine
ways in which this pattern is changed when enjambement oceurs.

The patterm is that of the self-contained hexameter, the whole-
verse unit. The pause in meaning at verse-end is a regular feature of
Homeric verse and sets off the hexameter not only as a unit of metre,
but also one of semse. This pause was ciaimed by Seymour to be dis-
tinctly Homericlog; Parry's description of the verse shows precisely
how the correspondence between thought and verse is characteristic of
Homer, and Frinkel's study defines more clearly how the thought is
drawn out in a progressive movement, which we call rhythm, through the
verse. I 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 specific place and proceeding
moment by moment with each succeeding verse, It would seem, therefore,
that where the meaning of the verse i3 extended beyond verse-end, a
thought or 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
§;sltion, a change of focus in time or place with the new verse, which
through enjambemént is held tightly together wiéh the preceding verse.

The overlapping meaning bridges the %reak in metre at verse-end, and
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the rhythm encompasses a set of verses instead of onby a single verse.

The effect {s usually not as marked in the case of the simple
runover word. The runmover 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

wll0

gives it the third~dimension There is a connection in meaning

between verses which nevertheless often implies a continuity in time or
space. In both runover words and more extended phrases, enjambement is

thus seen to be welding together different perspectives of an act or
&
thought in successive verses.

These conclusions, however, can only be regarded as tentative. As
the examples pregsented 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-

L
ding to facts of time and space. This sets the question of enjambement

in a different framewgrk from the syntactic categories of Parry and

Kirk, but the question needs_further study. One would want to examine,
for instance, other possible reasons for enjambement, how the represen-
tation of action is different in a sequence of continuous enjambement
from that of a series of end-stopped verses, or what distinguishes the
use of enjambement and the structure of Homeric verse jn general from

other hexameter verse. )
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Notes

M. Parry, The Making of Homeric Verse (Oxford 1971) 426.

This need to apply what we know of epic verse-technique to Homer's
verse in particular is expressed elsewhere: see C.W. Macleod,

Homer: Iliad Book XXIV (Cambridge 1982) 38-40. See also J.B.

Hainsworth, Phoenix 38 (1984) 93. For N. Austin's comments on
Parry's own thoughts on the originality of Homer, see Archery at

the Dark of the Moon (Berkeley and Los Angeles 1975) 257 n.16. See

also J. de Romilly, Perspectives Actuelles sur l'epopde homérique

(Paris 1983) 17-18,

>

H. Frinkel, Wege und Formen frUhgriechischen Denkens (second

edition, Munich 1960) 100-156; H. Porter, YCS 12 (1951) 3-63; P.
Vivante, "Rhythm and noun-epithets in Homer". I would like to thank
Professor Vivante for permission to refer to his unpublished work.
"Rhythm and nqun-epithets in Homer" 5.

Presented by}Frﬁnkel, VWege und Formen 104, and based on the
evidence of punctuation marking the s;xaﬂg divisions of sense
within the verse. See W.B. Ingalls, Phoenix 24 (1970) 1-12, for a
discussion of the verse-theories of FrHnkel, Porter, and G.S:

Kirk (YCS 20 [1966] 74-152).

Frlinkél, Wege und Formen 105-6.

H. Frinkel, Early Greek Poetgx»d‘d Philosophy (New York and London

1975) 33, hereinafter cited as EGPP.
Frinkel, EGPP 33. See also Wege und Formen 113-114.

Porter on tripartite lines: "The expected and normative quadri-
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B, .
%‘s Ean
- A

10.
11.
12.
13.

14.

15.

16.

17.

partite pattern, established by the vast majority of lines, is
unquestionably an important factor in our hearing of tripartite
lines. Such lines acquire their special character precisely
through the tension of surprise which we feel when the normjis not
realized." (_Y‘_‘E_S_ 12 [1951] 14 n. 29)

Frinkel, EGPP 33.

See Frlnkel, Wege und Formen 117-123.

T.D. Seymour, HSCP 3 (1892) 95 and 126.

This tendency was observed by FrHnkel, Wege und Formen 114.

D. Masson, ed., The Collected Writings of Thomas De Quincey 6 (New

York 1968) 78. See also M. Bowra in A. Wace and F. Stubbings,

edd., A Companion to Homer (London 1962) 20-21 on the unity of the

verse: '"The caesura helps the line to remain a unity by
interlocking its different” parts at different points..."

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,
monosyllabic conjunctions, and promouns, &c.) and postpositives
(i.e. monosyllabic enclitics, conjunctions, &c.) that go with it."

The caesira can coincide with the end of a foot, as in the case of

la

Cl, the bucolic diaeresis, but this 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.

L)

(3
POJO‘;{KTU).OS is not a metaphor: see P. Vivante, Ramus 8 (1980)

136 n.3 on the touch of the ‘'finger' in the epithet.
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18. Frlnkel, “ege und Formen 114. I should like to thank Professor
Vivante for helping me with the translation of Frinkel.

19. Frlnkel, EGPP 33.

20. M. Parry, The Making of 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.
N. Austin describes ;)"\pos > npieéverx gévn ﬁod‘oﬁm)% Hibg
thus%{"The slow diffusion of light in the first half of the verse,

and Dawn suddegly bursting forth, like a rose in bloom, at the end of

the verse." (Archery at the Dark of the Moow (Berkeley, Los Angeles,

and London 1975] 67).

S.E. Bassett, The Poetry of Homer (Berkeley 1938) 154: “Homer's

thought accords with the order of nature as man observes it ... See
further pp. 34-41: Any "rationalization" of the time element would
divert our attention from the story to the fact that a story is being
_ told."
22. H. Porter, YCS 12 (1951) 17.
23. It is this progression in time which allows us to say of verses
s‘which bring the thought to a close at verse-end that the verse

corresponds to a unit of time.

24, D. Masson, ed., The Collected Writings of Thomas De Quincey 11 (New

York 196§) 209,
25. See P. Vivante, Ramus 8 (1980) 125-136 on the wider significance

within the poems of ﬁpog £ ;}Pwe/vem ¢4Vr) éo& f-(/KquoS )Hu;S .
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26.
27.
28.

29.

30.
31.

32.

33.

Frinkel, Wege und Formen 114.

h. Porter, YCS ?E (1951) 17.

Frinkel, Wege und Formen 116:

H. Porter, YCS 12 (1951) 8: "The patterned succession of long and
short syllables is only one manifestation of hexameter form. Once
one recognizes, as one must, that the position in the line occupied
by words ... 18 also a manifestation of form, it is logically
impossible to exclude from the study of meter any other sense
relationships.”

See also T.D. Seymour, HSCP 3 (1892) 98 and 116-117 on how
the order of words translates the order of thought within the
verse. In Homeric Language and Verse (Bostorn 1889) Seymour notes:
"There are generally rhetorical or poetical reasons why the order
i3 what it is; no one should suppose that the metre compelled the
poet to adopt an arrangement of words that was not natural and did
not please him." (p. 9) 0

See also S.E. Bassett, TAPA 36 (1905) 117-118.

Frinkel, Wege und Formen 114.

P. Vivante, The Epithets in Homer (New Haven and London 1982) 123.

The movement expressed in the verse continues briskly beyond the
peak at mid-verse.

See, for instance, Seymour (1892) 117: "The last part of the verse
is often simply illustrative and explanatory.” Seymour does point
to a poetic reason in the enlargement of meaning in the last half

of the verse; it lies in the development of rhythm which coincides
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34,

35.

36.

L

witﬁ'meaning.
This term is used by Porter (YCS 12 [1951] 14) to describe the
adonic cadence which is appropriate to the end of the verse (the
most common caesura, Cl, results in an adonic fourth colen) 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 is more remarkable.
The declaration of a truce has allowed a moment of reflection;
Priam and Helen on the tower stand "at a distance, and aloof from
the uproar of life; as if the tumult, the fever, and the strife,
were suspended; a respite granted.” The whole gengral situation of
the war is seen in ghe present view before their eyes, captured as
a still in the ongoing action. It is this prospect which moves
Helen to cry out, “

«ifolo5 TE ko €00, Bire EKUFe/, Jeivos Te

ws operey QivxTes Mo *dEv K=KOS ... (vv.172 ££.)

(Thomas De Quincey, Confessions of an English Opium-Eater [London

1956] 399).

Expressed by Bassett (1926) 137, "The two principles of Homeric
verse, respect for the unity of the verse as a unit of thought, and
continuity with the following thought,” and by Seymour (1892) 95,

"A distinct pause in sense at the close of the verse is ... claimed

1
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39.

40.

41.

42,

43.

44,

ks.

46.

67.

48.

to be Homeric ... The metrical unit coiécides with the grammatical
and rhetorical unit."

Parry, MHV 272, also 13-14. -

Parry, MHV 275-277, also 7, 17.

MHV 307,

Parry, MHV 372.

See Parry, MHV 307 ff. for a discussion of the formulas in the
proems of the Iliad and the Odyssey. I choose only one verse for
illustration.

Concerning formulas which complete the verse, Parry adds, 'One
should not j\ﬂge from this that the technique of the formulas aims
altogether at bringing the thought to a close at the end of the
verse ... The technique also has its formulas which rum the clause
over into the following line." (MHV 311) The question of
enjambement 1s discussed in Chapter 3.

Parry, MHV 10, also 379.

Parry, MHV 12.

Pasry, MHV 14. Of the parallel case of mo\yrh«s f%s

Vfvose U/S , Parry says that the poet uses it "without ever so
mucg as considering the possibility of utilizing the portion of the
line taken up by the epithetic words for the expression of some
original idea."

“Rhythm and noun-epithets in Homer" 7.

Parry, MHV 385.

MHV 426-7.
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49. MHV 149.

50. Parry: "The technique of epithets, as we have studied it, is solely
designed to help the poet to fit a noun into a line of six feet."
(MY '165)

51. Omn the noun-epithet group as subject of the sentence, see P.

Vivante, The 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 subject is found at the beginning
of the verse it 1s 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
nom}natgve case between the beginning of the line and the pen;he-
mimeral caesura] are without exception used as subject of a
verb in the preceding line." See also no;e on 11.1.68-69, pp. 40-
41 below. Cf. M.W. Edwards, 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
not develop..."

54, Frinkel contimues: "For if it were not so, Callimachus would have
left out the system of caesuras together with the formulas, instead
he has built it up.” The hexameter wvas refined by Callimachus, and

the caesuras are much more regular than in Homer, but without

o formulas. See further Wege und Formen 117-119.
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55.

56.

57.

58.

39.
60.

See also S.E. Bassett, TAPA 48'—-4(1917) 95: "With 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 respected.”

MHV 428.

See MHV 388-389 on the tendency of Homeric verse to fulness of
style in filling out the verse with "ornamentation' instead of
"adding to the thought of a versea: the formula which is both a
whole sentence and a whole verse is "the only formula which is
complete in itself both in rhythm and thought."

MHV 165.

Porter describés tl;e foot as "a small cycle or wave superimposed on
the large rhythmic wave of the line. It does not exist apart from
its relationship to thé line. This point should be stressed. The
foot is a rhythmic, not a structural element.” (YCS 12 [1951] 18)
Cf. Parry, MHV &28: "The process of composition for the epic poet
was much like that of the worker in mosaic, who, having made his
outline by the use of set pieces fills in whatever odd spaces may
be left by p%ces which fit exactly and yet blend unobtrusively
with the pattern.”" In Parry's theory, the formulaic pieces are
defined by their metrical value and not as elements of a rhythmicﬂ\

°

pattern.

MHV 149, noted above p. 24, o

Porter, ¥CS 12 (1951) 8-9.
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61.

.62,

.

63.
64.
65.

>

66.

See Porter on the significance of irregularities in metre, esp. p.
36: "Once a strong metrical tendency has been es‘;.ablished, and the
implications of this tendency for the structure of the verse
understood, the problem is ... 'why do exceptions occur at all?’
.+ In general, we must assume that t;e poet could always have
composed any given line differentlyvhad he wished to and that he
wroteé what he did for a purpose. That purpose it is our job to

investigate..." (YCS 12 [1951])

>

Though not all formulas bring the thought of the verse to a close,,
Parry suggests that where the essential words of a clause are
divided between verses, it is due to an "unufual functioning" of
*he formula technique (MHV, 464). Parry's.views on enjambement are
dealt with in the next chapter.

S.E. Bassett, The Poetry of Homer (Berkeley 1938) 32.

S.E. Bassett, TAPA 57 °(1926) 146. .See also 127.
M. Parry, MHV 308.
T.D. Seymour explains how 5JX0;.{€W)VV is "not forced by °
considerations of 'metricgll convenience' from a place {in the first
verse’: "the thought of the /A?ylls suggests its results, and
oJ)o,téqu :ls'added as an appositive to /4?)\/:\/ and an
introduction to th_e_ rest of the verse... Homer's adjective is made
prominent not simply by its place at the Bé—g’inﬂﬁing of the line, and
-

its wide separation from the noun with which it agrees, but still

more 8o by its relation to the following' clause." (HSCP [1892]) 95-
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68,

67.

69.

70.

96)
S.E. Bassett, TAPA 57 (1926) 127. This function, Bassett adds, is

"perhaps the most noticeable characteristic of all the runover

words in Homer."
" ,

S.E. Bassett (1926) 129. -

The emphasis on AT(&'ll'fr)g does no: in itself explain the
enjaml.a,ement: Cf. v.356 where r;T;uQU'e\/ , ot Agamemnon's name,
overlaps the verse. In both cases, Fhe runover word provides a
connection. betu{reen the thought of one verse and the thought wh
follows it. See Bassett (1926) 125 who explains that 7ATP€='\/J})§
is not emphatic at all.

The order of phrases corresponds to their order in time. Of

' . - .
’O)J,rﬂ-( fw/.m-r’ exovTes 1in v.18, Parry writes: "Homer here used

the phrase since, when he reached fo?ev and the middle of his

’ " ‘ﬂ" A ’
verse, he realized that the thought of his élﬂré/PO'dl pM/uono oMV
wou"ld not fit into the lask half of the verse but could find its”
place at the beginning of the following verse." (MHV 463) The

phrase which fills the last half of the verse, however, is not

. merely "ornamental", bu% sustains, extends, and\mnplifies the move-
v' -

ment of the first half of the verse, and fills the moment of
action. The explana‘tion cited does not consider the happening of
an act, fn verse as in time. The verse gives form to anpact or
thought: in H. Frnkel's terms, there is a harmonization of the

development in meaning and imagination with the development of the-

metre of the hexameter. (Wege und Formem 102) Of the last part of
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71.

12.

73,

74.

75.

76.

77.

78.

the verse, Seymour says, "To’omit it would be to reduce poetry to

prose."” (HSCP 3 [1892] 117)

?
See P. Vivante, Eranos 81 (1983) 1-6, for a full discussion of

\

these two verses. \

Eranos 81 (1983) 4.

W. Leaf, The Iliad I (reprint of the_ second edition, Amsterdam

1960) 7; J. Griffin, Homer on Life and Death (Oxford 1980) 152

n.21.
Bassett therefore translates, ''and he kept hitting them until the
dead lay in heaps," or "as he kept hitting them, the dead lay in
heaps." (TAPA 57 [1926] 136-7). ' '
As in I1.84, 92, 121, 130, 148, 172, 201, 206, 215, 285, 292, 364,
413, 517, 544, 551, 560.

On gpe noun-epithet group at the beginning of the verse, see
n.51 above.
S.E. Bassett, TAPA 57 (1926) 145.
In v.19, the two verbal forms (participle and finite verbl express
acts which occur simultaneously.
G.S. Kirk comments,, "The poets's Fableau of tonfontr;stinq\enemies .
is made even sharper by the juxtaposition of their names in 27."
This is achieved through postponing the iut?bduction of accesory
ideas (eyes, watching) until the succeeding verse, but surely
3;239“)»}*07(7”/ m{)\/ » though it "renders the second half of the

verse all the more striking," is not "otiose in itself” (as

explained above). (The Iliad: A Commentary I [Cambridge 1985} 269)

.
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79. T.D. Seymour, Homerfc Language and Verse (Boston 1889) 9: "Rarely

does a descriptive adjective at the close of one verse agree

- directly with a noun at the beginning of the next."
™ See also Parry, MHV 264.

80. Parry cites one case in which such an adjective is found in the
first verse by itself (11.9.74), and explains the case, "like most
of the other unusual features of Homeric style, dt;e to a chance
interplay of formulas." (MHV 264)

81. Bassett (1926) 145,

.

82. W. Leaf, The Iliad I (reprint of the second edition, Amsterdam

1960) 123.

83. For similar examples of the plurality of subjects, see 11.1.6-7 and

35-36 (above).

84. On word-order in verses of‘ir{troduction, see n.53 above.

‘85. "The Distinctive Character of Enjambement in Homeric Verse' in MHV
251-265,

86. MHV 253, Parry defines a sentence as "any {ndependent clause or .
group of clauses introduced by a co-ordinate conjunction or by
asyndeton." Punctuation, whether comma or period, is not a guide
to the end of a sentence.

.

/ "Unperiodic": The ‘tern 1s used by Denis of Halicarnassus in

On the Ordering of Words to describe a sentence which lacks the
" planned balance. of thought¥*of the period and in which "The clauses
are not enslaved to a 5tr°£ct sequence, but are noble, brilliant,

and free." (Cited by Parry, MHV 252; <TeplodoS 4s used in

0 .
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87.

- 880

89.

90.

91.
92.

93.

94 .
95.

96.

97.

Chapter XXVI, p. 274f. of the edition of W.R. Roberts: Dionysius of

Halicarnassus on Literary Composition [London 1910].)

MHV 256,

'The word group is here "“the unbroken complex formed by the basic
parts 09 the clause -- subject, verb, and object, and of the words
directly modifying these basic parts." (MHV 263)

MHV 263,

"Unusual functioning": MHV 464.

“Chance interplay": MHV 264. See also n. 80 (p. 78 above) on
11.3.44-45 (p. 47 above).

MHV 265.

MHV 265.

D.L. Clayman and T. Van Noglwick, TAPA 107 (1977) 85-92. Other
articles on enjambement in Homer include: A.B. Lord, TAPA 79
(1948% 113-124 and M.W. Edwards, TAPA 97 (1966) 115-179. Those by
S. Bassett, T. Seymour, and G.S. Kirk are referred to elsewhere.
TAPA 107 (1977) 91. )

H. Barmes, TAPA 109 (1979) 2-3.

TAPA 109 (1979) 9. ‘See also Clayman and Van Nortwick, TAPA 107

(1977) 90.

R. Janko, Homer, Hesiod and the Hymns (Cambridge 1982) 31, Cf.

5

Clayman and ng Nortwick, "Literate poets are free to manipulate
the technicalities of their verse in ahy way thex choose. Their
preference for necessary enjambement over unperiodic tel}q us
nothing about the 'oral' quaiity of eith;t one.” (TAPA>107 {1977]
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90)

See Janko 30-33, for a discussion of the various studies on

-

enjambement.
98, G.R. McLennan, Hermes 102 (1974) 203.
99. TAPA 109 (1979) 10.
100. TAPA 107 (1977) 91.
101, MHV 463-4.

102, G.S. é?rk’ Homer and the Oral Tradition (Cambridge 1976) 146-182 --

reprinted from YCS 20 (1966) 105-152, hereinafter cited as HOT.

104, HOT 161.

105. HOT 164.

>

106. In the same way, Kirk offers brief descriptions of the subject
'matter of various passages as sufficient explanation for the verse-
structure, citing "the more obvious device of using short
sentences... for the represerdtation of violent action." (HOT 165)
107. In a similar way the transition from one encounter to another is
L ' ’ made sometimes without break, within the verse, rather than at
;efhe-end, as at 311, 319, 321, 599.
108, From J.F. Carspecken's discussion of similes on p. 93 of
. "Apollonius Rhodius and the Homeric Epic" in YCS 13 (1952) 35-143.
109. Seymour (1892) 95.

110. Bassett (1926) 145.
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