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PREFACE

WitH Greek Metre (1982) I aimed to provide a work of
reference that would be reasonably comprehensive. Whatever
success I may have achieved in that aim, the result was
certainly a dense and daunting book for the beginner. In
abridging it to make the present volume T have tried to keep
the needs of the undergraduate mainly in view, and to produce
something more easily digestible as well as more easily afford-
able. On the one hand I have omitted a great deal of subsidiary
detail, including practically all statistics, bibliography, and
discussion of rarities. The number of footnotes has been
reduced from 458 to 42. On the other hand I have explained
some things a bit more slowly, and provided some additional
examples. There has also been some rearrangement: I have
given prosody and the main stichic metres chapters to them-
selves, and amalgamated the two chapters dealing with

Hellenistic and post-Hellenistic verse. The appendix on Latin

metre and its relation to Greek has been dispensed with.

The book remains fuller than most of its kind. Anyone who
has absorbed its contents will be well educated in the subject.
Further information on most points is to be found in Greek
Metre: let that be said here once and for all.”

As a curiosity it may be mentioned “that " the 3vo
abridgement ‘was begun and finished in the ‘sky="‘on the
outward and return flights between London and Los Angeles,
where I spent the early months of this year enjoying sunshine,
seafood, and much else. S

Royal Holloway and Bedford New College, London
May 1986
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METRICAL SYMBOLS

long

short

anceps

long syllable in anceps position

usually long

usually short

resolvable long

resolved long

contractible biceps

contracted biceps

triseme (equivalent to — )

triseme (equivalent to v —)

tetraseme (equivalent to ——)

two positions of which at least one must be long
word-end (: often word-end; :/: more/less often word-end)
bridge, i.e. word-end avoided

dovetailing, i.e. word-end one position later
period-end (or beginning)

strophe-end (or beginning)

beginning or end of composition

change of speaker

in responsion with S
adonean (—v o — X) . =

anapaestic metron (v v—v v —)
anapaestic metron or metra with catalexis (... v uv--)
aristophanean (—v w—u—-)
choriamb (— (R —)

cretic (—v —)

dochmius (v ——o —)

R
NP ERVAV R
—vuU— —vU—vu— ol

_VU-UU'—UU_,_\JV_UU_U\J_U\J_

- [ e
dactyl (-uv) e
dactyls with catalexis (... = X)
dodrans (—v v—u-)

reversed dodrans (O O —v v —)




A METRICAL SYMBOLS

6 ¢, — v —, —— (in dactylo-epitrite)

E,E2 Vo X U —Uu— X —u— X —u~—~

enn enneasyllable (x — X ~vu—u-)

gl glyconic (O O~-vu—-u-)

ol anaclastic glyconic (—vu—u—-—u =)

gl anaclastic glyconic (0 O — x —u u -)

hag hagesichorean (x —vu—u— -)

hag anaclastic hagesichorean (x — x —u u -—)
h8 hypodochmius (- v —u -)

hex hexameter

R hipponactean (O O —-vu—u— -

T anaclastic hipponactean (—v v—u— o — -)
ki anaclastic hipponactean (O O — x —u u --)
ta iambic metron (X — o ~)

A1, ia,, i1, syncopated iambic metra (o v—— )
) ionic metron (v v —-)

w0, v v — (in ionics)

2i0™ ionic dimeter with anaclasis (v v —o— o — -)
) ionic trimeter with anaclasis (v v—uv—u——u o — =)
g0~ ionic trimeter with anaclasis (vv——vu-—u-u—1)
ith ithyphallic (-v—v~-)

kS dochmius kaibelianus (x — o —u-)

Ik lekythion (—v-o~0v-)

pe penthemimer (X ~v— x)

ph pherecratean (0 O — v u— -)

7 relzianum (X — v v — x)

i telesillean (X —vu~u-)

i anaclastic telesillean (x — x — o o -)

tr trochaic metron (- v — x)

tr, trochaic metra with catalexis (... — v -)

Modifications of the above

A preceding numeral (as in 4da) indicates the number of metra.

In 2ia, etc. the sign , applies only to the last metron.

Superior ¢ or d (as in gl°, ph3%) indicates choriambic or dactylic
expansion; see p. 4.

Superior * (as in “er, gl**) indicates that the first or last position is
resolved.

CA

GDK

GVI

PMG
Péhlmann
SH

TrGF
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Collectanea Alexandrina, ed. 1. U. Powell, Oxford,
1925.

E. Heitsch, Die griechischen Dichterfragmente der
romschen Kaiserzeit, Gottingen, 1963—4.

W. Peek, Griechische Vers-Inschriften, i, Berlin,
1955. :
Poetae Melici Graeci, ed. D. L. Page, Oxford,
1962.
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Nuremberg, 1970.
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and P. J. Parsons, Berlin and New York, 1983.
Tragicorum Graecorum Fragmenta, ed. B. Snell,
R. Kannicht, and S. Radt, Géttingen, 1971—.




I. THE NATURE OF GREEK METRE

A. ORIGINS

GREEK is 2 member of the Indo-European family of lan-
guages, descended from a prehistoric parent language of which
more than one stage of evolution and more than one dialect
can be distinguished. The IE peoples appear to have spread in
the fourth and third millennia B¢ from an original homeland in
the south Russian steppes, north of the Caucasus and the Black
Sea. Comparisons with other languages allow us to determine
what elements of Greek vocabulary and grammar are inherited
from IE, and in how changed a form. In the same way,
comparisons with the metrical systems of certain other IE
peoples show fairly clearly that Greek metre has IE origins. At
least the basic principles of prosody seem to be IE, while some
of the simpler lyric verse-forms seem to. have developed in a
straightforward way from even simpler IE prototypes. Simple
stanza-forms too appear to be inherited.

It is not surprising that such relationships should exist. All
peoples at all times have poetry and song, no less than they
have language. Therefore, although there may be much
change and innovation in the course of a ‘thousand or two
thousand years of a people’s history, there can be no discon-
tinuity in the history of their speech or poetic traditions: A new
tradition, perhaps imported from a neighbouring or a subject
people, may oust an older oné, but only after a_period of
concurrence, in which something of the old may be absorbed in
the new. SRR

Certainly things may change out of recognition within a few
centuries. In most branches of the IE tradition the original
principles of metrical composition have disappeared from view
or left only dim traces. It is really only the comparison of the
Greek and Indian evidence that brings them out at all clearly.
Once they are perceived, one can see that other traditions such
as the Slavic and Celtic fit into the pattern, but it would not be
possible to deduce a common origin for these without the
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foundation that the Greek-Indian comparison provides.
Within the Indian tradition the most important evidence is
afforded by the metres of the Rgveda, a collection of over a
thousand hymns thought to date from roughly 12001000 BC.

The following features are common to Greek and Indian
(Vedic) verse, and may be assumed (until someone shows
reason to think otherwise) to be inherited from a common
tradition that flourished in at least part of the area occupied by
the IE tribes at the time when they were still in some sort of
general contact with one another. Each verse has a definite
number of syllables or metrical positions, and would become
unmetrical if 2 single syllable were added or taken away. There
1s some regulation of rhythm, particularly towards the end of
the verse. Rhythm is defined not by a pattern of stressed and
unstressed syllables as in English verse (the word-accent in
both classical Greek and Vedic Sanskrit was one of musical
pitch rather than stress, and had no effect on versification) but
by a pattern of long and short syllables. Common to both
traditions are the closing cadence v —o X and its truncated
counterpart v— X. A syllable counts as long either if it
contains a long vowel or diphthong (which may, however, be
shortened at the end of a word when immediately followed by
another vowel) or if its vowel is separated from that of the next
syllable by more than one consonant. The verse is treated as a
continuous stream of sound, divided into syllables according to
the sequence of consonants and vowels without regard to word-
end or grammatical pauses. Between one verse and the next, on
the other hand, there is a break in metrical continuity even if
there is no sense-pause. Verses may be grouped together to
make three- or four-line stanzas.

In relation to the reconstructed IE system, Greek verse
shows a more thorough regulation of rhythm and a greater
variety of metrical patterns. In most types of verse there are
possibilities of substituting two short syllables for one long in
certain positions (resolution), or one long for two shorts
(contraction). This freedom is not found, however, in the
Aeolic metres as used by Sappho and Alcaeus, and in other
respects too some of these metres have a relatively primitive or
conservative appearance in the light of the Indian evidence, as
the distinguished French philologist Antoine Meillet pointed
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out in 1923. Clearly there were different regional traditions
within Greece, some more innovative than others. The diver-
gence probably began well back in the Mycenaean period, and
continued further in the subsequent Dark Age. By the eighth
and seventh centuries, when poetry began to be written down,
there were at least three distinct traditions, each associated
with a particular dialect and chiefly cultivated in areas where
that dialect (or something resembling it) was spoken, and each
with its individual metrical forms. There was the Ionian
tradition, represented by the epic, elegiac, and iambic poets;
the Aeolian tradition, represented solely by the two Lesbian
musicians Sappho and Alcaeus;-and the Dorian tradition of the
Peloponnese and the western colonies. Although there was by
this time much cultural contact among the areas concerned,
these established traditions maintained their separate identities
into the second half of the sixth century. In the Dorian
tradition there was a tendency to elaborate beyond the single
verse or short stanza and to create long, complex strophes.
Here we are furthest from IE beginnings (at any rate from
those that we are able to identify); but even here we may still
see traces of the IE heritage in the elements from which the
strophes are built up.

B. SOME BASIC TERMINOLOGY

Synapheia is the technical term for the metrical and prosodic
continuity that obtains within the limits of the verse. A ‘verse’
is itself a technical term, defined by synapheia; it should not be-
used simply for a line on the page, unless there:are-actual
breaks of prosodic continuity at the end of it and the one before
it. As synapheia sometimes does extend over several lines, and
it is awkward to call such a long segment a verse, the.more
neutral term period is generally preferred. The period is defined
as that segment of composition—whether forty syllables or
only four—within which there is prosodic continuity, that is,
the scansion of a word may be affected by the one following it
because of the conjunction of vowels or consonants that may be
created. At the end of the period there is a metrical break
(sometimes called a giause, though there need not always have
been an actual pause in delivery), and the scansion of the last
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word will be the same, however, the next period may begin. A
period cannot, of course, end in the middle of a word. It may
end in the middle of a grammatical phrase, but very often its
end coincides with a syntactic break. In metrical schemes
period-end is shown by the symbol I

The last position in the period may always be occupied by
either a long or a short syllable. In some metres the rhythmic
pattern would lead us to expect a long in the final place: when
the syllable is actually short, it is known as brevis in longo (in full:
syllaba brevis in elemento longo). The missing length is made up by
vacant time. In metrical schemes it is usual to show the final
position as long in all cases (whether the pattern calls for a long
or not).

The strophe is a structure longer than a single verse, made up
of one or more periods, and recurring in the same form,
whether immediately or after intervening matter. When there

1s only one recurrence, the second strophe is called the -

antistrophe. In most cases the strophe represents a musical unity,
a melodic structure. Its repetition, often mvolving the repro-
duction of a complex rhythmical sequence extending over a
hundred syllables or more, reflects the repetition of the music.
The metrical agreement between strophes is known as
responsion.’ Strophe-end is marked in metrical schemes by the
symbol [|].

A colon is a single metrical phrase of not more than about
twelve syllables. Certain types of colon are capable of being
used as verses (short periods), but in general cola are subdivi-
sions of periods. What gives them their identity is primarily
their reappearance in other contexts, either in the same or in
other compositions. It is a characteristic of Greek poetry that it
1s based on a stock of common cola. Although in some styles of
sung poetry nearly every period is metrically unique, an
original ad hoc construction, it is usually possible to recognize
familiar types of colon in it, and on this basis to assign it to one
of several established categories. Sometimes the poet himself
demarcates the cola by means of regular word-end (caesura)
and relatively frequent syntactic division; in other cases he
integrates them seamlessly in the larger structure of his period.

! Occasionally a word or phrase in one strophe is echoed at the corresponding place
in another, no doubt from its association with a particular musical phrase.
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In some types of verse the rhythm of the period is regular
enough to admit of its division into a series of identical or
equivalent units of between three and six syllables. These are
called metra, and the period may be described as a dimeter,
tetrameter, etc., according to their number. Often the last
metron is shorter than the rest by one or two syllables,
emphasizing the pause that marks period-end. The verse is
then said to show catalexis, or to be catalectic. Where there is no
such shortening it is called acatalectic. For instance, X —u —is
an iambic metron, and — v — X a trochaic metron. An ‘lambic
dimeter acatalectic’ will be x — v —Ix — o —, whereas an iam-
bic dimeter catalectic is X ~ou v ——. A trochaic tetrameter
catalectic will be

—u[— in—ui— X\—u— X[—u—_

Occasionally it is convenient tc describe a colon as hypercatalec-
tic, that is, one or two syllables longer than the norm, for
example when a series of ionic metra (v v —-) is rounded off by
VUm0 vy —u——,

The fooi is an ancient alternative unit of analysis. In some
rhythms there is no difference between the foot and the
metron. In others (iambic, trochaic, anapaestic) there are two
feet to each metron. In these latter cases the metron is the more
satisfactory unit, because all periods contain an even number
of feet and there are features which recur with every second
foot: iambic X —v- (not u—u- or x — X-~), trochaic
—v— X. We therefore analyse these rhythms in terms of metra;
but feet remain convenient as a means of specifying a pdtticu-
lar place in the verse where some phenomenon occurs.

C. FEATURES OF GREEK RHYTHM

The scansion of a particular series of words forming a verse
must be distinguished from the abstract metrical scheme of the
verse. The particular verse is made up of syllables: the metrical
scheme is made up of positions in which syllables of suitable
length are accommodated. Positions are long, short, or anceps
(indifferent), an anceps position being one where the quantity

 of the syllable is unregulated, or regulated only at the poet’s

discretion.

/
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In IE poetry it seems that quantities were regulated only

towards the end of the verse and free otherwise. A relic of this -

freedom is seen in certain Aeolic metres where (in the Lesbian
poets) the verse begins with two anceps positions, a combina-
tion known as the Aeolic base. But otherwise all Greek verse is
so regulated that most positions are long or short, and anceps
positions occur only singly. The long positions—1I call them
(loct) principes—are generally spaced, separated either by two
short positions or by single positions which are alternately short
and anceps. The basic rhythmical movements, therefore, are

e TV T U U,

Or ...—v-— X -—uv~—.. (symmetrical rhythms), or a
combination of these,
TV — X —u—
Or ...—v—= X —vwv—.. (asymmetrical rhythms).

Each sequence may begin either ‘rising’ (X — v or v v —; not,
however, v — x ) or “falling’ (- ©), and it may end either ‘blunt’
(v~) or ‘pendant’ (v- x).

A princeps position, provided it is not the last of its kind in
the period, may sometimes be resolved, i.e. occupied by two
short syllables, especially in single-short rhythm. Where three
or more consecutive short syllables occur within a colon it is
nearly always a sign of resolution.

Two consecutive short positions before a princeps may
sometimes be contracted, i.e. occupied by a single long syllable,
especially in symmetrical rhythm. It is therefore convenient to
consider oo as a unity, and we call it a biceps. Where three
consecutive long syllables occur within a colon, the second one
will usually represent either a contracted biceps (notated <) or
an anceps, depending on the metrical context. Where there are
more than three consecutive long syllables, alternate ones will
usually represent bicipitia, except that if one of them is at
period-end it will represent an anceps.

Resolution and contraction are possible because a long
syllable in ancient Greek had a duration which was nearer to
that of two short syllables than to that of one. The actual ratio
may be estimated as approximately 5: 3. This means that in the
metrical sequence — oo (princeps + biceps), recited in ordinary
speech rhythm, the princeps occupied a slightly shorter time
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than the biceps (5:6), and if a long syllable was used to fill the
biceps it had to be dragged a little. When verse was sung rather
than recited, the long positions seem usually to have been given
a more precise mathematical relationship to the shorts, nor-
mally 2:1° but occasionally in some metres 3:1. The 301
(‘triseme’) longs occur in iambic or trochaic song, where we
may find, for example, —v— or v—— or —— counting as a
metron side by side with, and evidently equivalent to, the
normal X — o — Using the symbol L or _| employed by ancient

U

VA

L

i

rhythmicians, we could interpret these as L v —, v — L L L.,

In a few exceptional instances such ‘syncopated’ metra, as they ™
are conventionally called, are found in responsion with unsyn-
copated metra, but normally the same syncopations occur in
strophe and antistrophe.

The recurrence of princeps-longs at every second or third
position in most metres gives a clear sense of rhythm, a rhythm
which often continues smoothly from one period into the next.
But we should guard against our natural inclination in reading
Greek verse to place the principes at equal intervals when the
number of positions separating them is in fact unequal. We
have this inclination partly because our own poetry is stressed,
and stressed at equal intervals (and even in our speech we tend
towards equal spacing of stresses, hurrying over sequences of
unstressed syllables and slowing down when there are fewer);
partly also because we are used to music with rather banal
rhythms and regular bar-lengths. Greek metre, like the tradi-

tional folk music of eastern Europe and Asia; sometimes

presents more intricate rhythms and changing bar-length, At is
precisely the asymmetrical distribution of the longs ‘and shorts
that gives many metres their characteristic quality— the fact
that in — v v — v —, for instance, the principes are not equidis-

tant. We ought not to read that sequence as if it were the'same™

as ‘under the greenwood tree’ but, counting two units (morae)
for the longs and one for the shorts, as ‘tata-ta-ta-tata-ta-tata’.
When we seel v'v —— ' — we should not give it a ‘buckle my
shoe, buckle my shoe’ rhythm, but something more like ‘gin a
body meet a body’; and similarly ‘coming through the rye’ is a
more accurate realization of the dochmiac rhythm o ——o—
than ‘the wise kangaroos’ or ‘the mome raths outgrabe’,
provided-that ‘rye’ is not prolonged for more than two morae.

1%
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In certain metres the pattern was susceptible of variation by
transposition of quantities at a particular place in the colon,
v~ for — v or vice versa. Hence o~ v — is sometimes treated
as interchangeable with —vu— X X -vou—u— with

X X~X —-—uvuu— Or TYVU—TU—U—T Vu——uu—— with

vv—v—v~—— This is called anaclasis; it is something like
syncopation in the proper musical sense (as opposed to the
sense which the word has acquired in Greek metrics). Again
the Scottish song provides a comparison:

Gin a body meet a body coming through the rye
SR IV VA
becomes in the next line
gin a body kiss a body, need a body cry?
R e A IRV
In the next
Ilka lassie has her laddie: nane, theysay, hae I,
B R IV
and finally,
but all the lads they smile at me when
= v = o= v - o
coming through the rye.
v - - v| -

In other words the basic metron — v v — alternates with v — — o
and — v — v, on the same principle as in Greek it alternates with

A VN

D. FURTHER POINTS

Besides fitting syllables to positions, the poet has to fit his
sentences into the larger framework of periods and strophes.
There is no requirement that syntactic segments should coin-
cide with metrical segments, but they often do, and there is a
strong tendency to avoid serious clashes between verbal and
metrical phrasing. In some metres sense-pauses are largely
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confined to a few places in the line. When a metrical boundary
such as a regular caesura or period-end is approaching, the
poet will normally let his sentence run to it, or a word or two
beyond it, rather than start a new one immediately before it.
The boundary will not usually divide an appositive (preposi-
tive or postpositive) from the word with which the sentence-
rhythm unites it.? As a general rule, prepositives are not placed
immediately before caesura or period-end, nor postpositives
immediately after. Appositives of two or three syllables, and
sequences of two or more monosyllabic appositives, enjoy
greater independence than monosyllabic ones on their own.
The caesura is less strictly treated than period-end.

Special licences are occasionally taken in order to fit essen-
tial proper names into the verse. The name may be given an
unusual form or scanned in an unusual way; or, more often, the
metre may be treated in an abnormal manner. So in describing
the forms that different metres may take, it is necessary to note
which of them occur only or mainly with names. In verse
inscriptions, which were often composed by incompetent ver-
sifiers, but where the need to incorporate particular names was
especially pressing, the metrical scheme sometimes simply
collapses under the strain.

? Prepositives are those words which can only stand before another word: the
article, prepositions (unless following their case), &, xaf, dAAd, 7, and other conjunc-
tions, the relative pronoun, particles such as 4, rotydp, interrogative dpa, and usually
od, pij, and demonstrative 6/ds. Postpositives are those words which-can only stand
after another: they include all enclitics, and particles such as dpa, ydp, yoiv, 8af;:8¢, 84

~ 576 . ; - ’ ” Py
&fira, dibev, pév, wiv, odv, Tolvuv, dv, ad. R




II. PROSODY

A. LONG AND SHORT PHONEMES

GREEK metre is based on the measurement of syllables. Their
number is measured, and to a large extent also their individual
‘quantity’, their relative duration. In this chapter we consider
how syllabic quantity is determined.

The individual sound-units into which the words of a given
language may be analysed are called phonemes. These divide
broadly into vowels and consonants. Within these categories
various subdivisions can be made, not all of which are relevant
to our purpose. The most important distinctions that concern
us are those between long and short vowels, between stop and
continuant consonants, and between pre- and post-vocalic
consonants.

In the classical Greek vowel system there was a clear-cut
distinction between long and short vowels. € and o are short
vowels (their long equivalents being normally written e: and ov
in literary texts, cf. p. 21); n and @ are long, as are all
diphthongs; the three remaining vowels, a « v, are short in some
words and long in others, and one has to learn which are
which. One ought to learn the quantities of the vowels when
one learns a word. For those who have not done this, no
comprehensive rules can be given, but the following practical
hints will be helpful:

Vowels bearing a circumflex accent can only be long.

If a word has an acute accent on the antepenultimate
syllable, or a circumflex on the penultimate, the vowel of the
last syllable must be short, unless it is at or o.. For example:
dryea (-&), pwijvw ( ). (Note that at the moment we are speakmg
of the length of vowels, not of syllables: the difference is
important.)

Vowels arising from contraction must be long, e.g. érud
(from -ae), digidos (from du-), dative pA7i (-u).

I am indebted to Dr J. H. W. Penney for help with the formulation of sections A and B
of this chapter.
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The vowels in the following common suffixes are long: -as in
masculine nominatives and in the gen. sing. and acc. pl. of the
first declension (but normally -ds in the third declension); -a in
the dual; -f in otro0t, 68%, etc.; -ivw present and -iva aorist (but
future -va).

The following have short vowels: -a in the neuter plural, and
in the acc. sing. (except sometimes with -éa); -a- in aorist and
perfect endings (-a -as -apev -aTo -av -duevos etc.), except for
3 pl. pf. -a@ov and Doric éBa, éda, etc.; final -+ and -v in most
words; -vs and -vv in adjectives; the noun suffixes -ua, -ots, -i4,
-ootvy, -dns, -487s, adjectival -axds, -ixds, -ivos, -ios, -bpds; all
prepositions (avd, 8id, odv, etc.).

Throughout this book long a, ¢, and v are marked as such,
unless bearing a circumflex accent.

Stop consonants (also called mute or plosive) are those
produced by briefly closing the oral aperture (at any point
between the back of the throat and the lips) so as to check the

flow of breath. In Greek they are

velar dental labial
voiceless KX 70 )
voiced v ) B

Continuants are those in which the oral aperture is only
partially obstructed, or the nasal passage used instead, so that
there is no interruption of the flow of breath:

liquid nasal fricative semivowel i

Ap 7% c Fo

Continuants, by their ‘continuant’ nature, are more readlly
prolonged in pronunciation than are stops. :

Each phoneme, whether vowel or consonant, demands a_
partlcular configuration of the vocal organs and therefore hasa

certain duration. A consonant immediately followed by a
vowel occupies an insignificant amount of time. But one that
stands before another consonant, or at a pause, has a greater
duration, often at least equal to that of a short vowel. This is
because the constriction of the oral aperture is not at once
relieved by making a vowel but either sustained for a moment
(at a pause, or if the consonant is'doubled) or relocated (if the
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second consonant is a different one), in which case fime is
needed for the readjustment of the vocal organs.

B. LONG AND SHORT SYLLABLES

We have seen that the period is treated as a continuous piece of
language, even if the end of a sentence or a speaker-change
occurs within it, and that it is divided into metrical syllables
without regard to word-division. Each of these syllables is a
phonetic segment centred on a vowel (or amalgam of vowels).
The consonant immediately preceding the vowel counts as the
beginning of the syllable. So the word modnyds, for instance, is
syllabified as mo-87-yds (not mod-ny-ds as one might expect
from its formation). The syllable continues until terminated by
the release of the next, or by the pause at period-end. It will
therefore take in any post-vocalic consonant that is not imme-
diately followed by another vowel; and the duratior of such a
consonant (unlike that of a prevocalic one) will make a
significant addition to the length of the syllable. Where two
consonants occur together, then, they are (normally) divided
between syllables, with a lengthening effect upon the prior
syllable.?

A syllable that ends with its vowel is said to be ‘open’, while
one that ends with a consonant is ‘closed’. A syllable is long

either if it contains a long vowel or diphthong or if it is closed. .

An open syllable with a short vowel will be short. Thus in the
two verses

I A D
OKOTOS éuov ddos,
e S N el B T A
épefos & daeviéraTor ws éuol,
the metrical syllables and their quantities are:

sko-to-se-mom-pha-os || Suv—u—|
e-re~bo-50-pha-en-no-ta-to-nhi-se-moi || vev—u—uvuu—u—||

If they were not separate verses but in synapheia, the s of ¢dos
would carry over to the next syllable: pha-o-se-re-bo- (v v u u ).

A few syllables are anceps, either because the vowel itself for
some reason admits of different scansions or because a conso-
nant following the vowel can be allocated alternatively to the

! The aspirate does not count as a consonant; {, £, ¢ each count as two.
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same or to the next syllable (see p. 16). There is no connection
between anceps syllables and anceps positions (p. 5): In any
actual instance an anceps is used either as long or short, and it
is anceps only in the sense that it could be treated differently in
different places.

It is important, I repeat, not to confuse vowel-length and
syllable-length. In kpdmrw, for example, the v is itself short, but
the syllable xpvm, being closed, is long (and that is what counts
for metre). Contrast girrrw, in which the ¢ is long by nature. One
must not speak of a vowel as being ‘lengthened by position’ (i.e.
by the fact that two consonants follow it). Strictly one should not
even say that a syllable, such as 76 in 76 oxdros, is lengthened by
position, since the syllable that is long is not 7o but 7oc.

The basic rule of syllabification as stated above calls for a
number of qualifications and supplementary remarks. They
fall under two heads: the meeting of vowels, and the treatment
of consonants.

C. THE MEETING OF VOWELS

Elision
Short final vowels are mostly elided when the next word ‘begins
with a vowel (unless there is period-end between the two
words). The following, however, are unelidable:

d, 7d.

i, Ti; 6 (except in epic?); dypi, péxpr; wepl (except in
Pindar); -« in the vocative, and on the whole (except in epié) in-.
the dative sing. and pl; the adverbial suffix -7, - . * >°°°

6, 76, mpé; -Go and -oco (except Doric lyric, inscriptions).

-v generally (except Aeolic dnd = dd). -

Poets normally avoid placing unelidable vowels before: rd.
beginning with a vowel. Homer, however, allows this with's,
76, 7i, 671, mpd, -v, dat. sing. -¢, and comic poets with +{, 7, é7,
mepi, mpd, voc. -1, and dype and péxpe before dv. +{ is also so
admitted in Thgn. 649, B. 19. 15, and tragedy.

Elision of the diphthongs -a: and -0t occurs within restricted
limits: -as in middle and passive endings in epic, Lesbian lyric, -
Pindar, comedy, and occasionally in later tragedy;? also in

? E. IT 679, 14 407, and a couple of fragments:
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active infinitives in Lesbian lyric and comedy; -o: in the dative
of enclitic pronouns in epic and the Lesbians. The latter also
elide éuo: before adrwifadrar, and vocatives like Yandou.
Apparent elision of po: in Ionic elegy and iambus and of olpot
in Attic before ov and w is best treated as synecphonesis.

If a word ends with more than one syllabic vowel (e.g.
dyAad), only the last can be elided, and what precedes is
immune from change.

Correption

In epic, elegy, and some lyric a final long vowel or diphthong is
usually shortened when the next word begins with a vowel
(again, unless there is period-end). For example

3 - M -~
avdpa pot éweme Moboa —vu—uu—uy

77)"1,’}/.)(9‘77, émel Tpo{'qg —v U ———

This is called correption (or epic correption). It is almost
confined to double-short rhythm. In single-short rhythm (and
in some metres with double-short) the poets avoid placing a
word with final long vowel before another with initial vowel,
except as below under Synecphonesis.

Correption can also occur within the word, irrespective of
metre; this reflects a general tendency of the Greek language
which is most prominent in Ionic. It is often concealed by
spelling, Tpwia becoming Tpoia, vijes vées, etc. In Homer we
find such correption sometimes with ofos (v v), vids (v —), Snlwy
(v v —, similarly with other cases of this word), and one or two
other words. The elegiac, iambic, and melic poets provide
occasional examples, e.g. Archilochus has @p#itw, Tyrtaeus
yepaiovs and 7jpdos, Hipponax Seidatos, Aedew, ebwvov, Stesi-
chorus Tpaias, Anacreon doldorws and Bvfovra, Pindar
ixvebwr, Bacchylides mataniéar and *EpiBoia. In Attic poets it is
frequent with werds containing a: and o, especially ofos,
T0L00TOS, oLeiv, malails, yepaids, Ileipaieds, Bowwrds, ofer, alai.

-It is invariable with all vocalic endings of odros, éxeivos, etc. to
which the emphatic suffix -{ is attached: asrii, rovrovt, etc.

Synecphonesis

Sometimes adjacent vowels are run together as one syllable. .
This is variously called synecphénésis, synizésis, synaloepha, or
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crasis. It may or may not be indicated graphically. it is
commonest when the first word is a monosyllable (especially
the article or relative pronoun, «af, 7, 67, ud, @) or éyd or émel.
Another type, called prodelision or aphaeresis, is found where
a final long vowel of a longer word occludes or is amalgamated
with an initial short vowel (usually é-, especially in the
augment or émi-): ’IéAn (é)xadeiro, paxpod (&)ﬂOﬂaﬁaaf.

Outside these limits synecphonesis between words is toler-
ated mainly in Sappho, Hipponax and his Alexandrian imita-
tors, and Old Comedy, and isolated instances occur in Homer
and elsewhere. E.g.

Od. 1. 226 elhamivy Hé yduos —vu—uu—

Sappho 1. 11 d)pévc@epog —v—u-—

Ar. Ran. 509  mepidipopamerddvra (ua contracted from
pa(d) é-).

Within the word synecphonesis is frequent where the first
vowel is e: O¢eds, €acov, mélews, €ape, etc. (Two short vowels, of
course, become one long.) Otherwise it is rare.

Consonantalization of « and v
Occasionally ¢ or v before another vowel is consonantalized
(y, w), especially to accommodate a name. Thus Homer has
Toriarav (———), Alyvmriags (———), Archilochus Apfuiddew
(—v—), Aeschylus kyavdmides (v—v —), dlawe (—v), rapdias
(——), Sophocles dvoiv (—), Euripides *Epwiwv (v—-), Arlsto-,
phanes apparently 8id (v) and vy dia (-v), Thgocrrltgs T
éoxatov (—u u). . L E
In some dialect texts v is written for intervocalic digamma:
Alcm. 1.63 dvepopévar (v —v v —, g-wer-), Alc. 10. 7 dudrd
(vv-), Ar. Lys. 156 (qj.) mapavidaw (v v v —). :

Hiatus ‘ ,

When vowels meet at word-juncture and retain their face value
unchanged, it is called hiatus. Epic and elegiac poets admit it,
especially at certain places in the line; many examples, however,
involve words originally beginning with the consonant F. I.n
Doric lyric hiatus is virtually restricted to such cases; in Ion}c
lyric and iambus to the pronoun ¢, o, €5, and following ;3 in

,
3 Also in Archil. 120. 1 dwwvioov (F)dvaxros.




PROSODY

Lesbian lyric it is avoided altogether. In tragedy it occurs
only before and after exclamations, urgent imperatives, and
the like,* after 7/, in the phrase €& {66:, €d 0fda, and in lyrics
before enclitic of or after 4.° Comedy admits it also after
certain other unelidable words (p. 13), and in the phrases 0d8¢
els, pnodé €ls, un dpaot.

Hiatus after xa{ is rare (except before F-words): it obviously
tended to be pronounced rather quickly, and before a vowel

almost automatically suffered correption or synecphonesis. -

Hiatus after # occurs in epic, iambus, Pindar, and- tragedy; it
may really be elided #¢, though this form is found unelided
only in epic and later elegy. Before the pronoun ¢, of (Fe, Foi)
we seldom find anything but hiatus.

D. THE TREATMENT OF CONSONANTS
Mute and liquid

A stop consonant followed by a liquid or nasal (A, Tp, wv, B,
etc.) is often treated as syllable-releasing, so that for example
Téxva in tragedy may be syllabified and scanned either as tek-na
(=) or as te-kna (v v). The voiced stops (B, 8, y) and the nasals
(4, v) are a little more resistant to this than the rest: we seldom
find it with the nasals before the fifth century,® we do not find
it with BA or yA until that century (and then only rarely), and
we do not find it at all with yu, yv, 8y, v. -

In early poetry this treatment of stop + liquid is normally
admitted only at the beginning of a word (e.g. Seioio Bporoic.
——wvuv—u si-bro-)” or in words which the verse would not
otherwise admit (e.g. Adpodirn, v v ——). Theognis, Solon, and
Pindar show a greater freedom, and in Attic speech short
syllables regularly remained short before these consonant
combinations. We can infer this from the fact that this is the
normal scansion in the dialogue of comedy, lengthening taking
place only where tragedy is being parodied or the style is

# For example dpd Hépd (A. Pers. 1019, cf. 1031, S. OC 1453); 8 Fixod (Pers. 658,
Ic{f; S P/z.‘ 832); i “8’ (S. Tr. 222); dva .(‘get up’) Heé¢ dpdvew (S. 4. 193); Aidwved
Aidawes (0C 1559); & Zed; HermiBew (ib. 1748); mai®? (ib. 188, cf. Ar. Nub. 1145,
Ran. 37).  Also 8. El 157 xal (F)Ididvacsa.
§ So Hes. Th. 319 érucTe zrve'ovca.v (v—vuv—u) and 0p. 567 d«'poxvépaios
(~v v —-) are exceptional.

7 Even this is avoided in the iambi of Archilochus and Semonides and in ‘normal’
Lesbian lyric. In Stesichorus, however, it is the rule.

s
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elevated. Hence short scansion before stop + liquid is some-
times called ‘Attic correption’. 'Long scansion is allowed in
tragedy within the word.® In texts which admit either treat-
ment the quantity of these syllables is described as anceps; the
treatment in particular cases can be indicated in print by a
syllable-marker or tie-marker, as in wat'pds, ma7pds.

Note that the x of éx is never treated as belonging to the
following syllable: éxAve ‘he heard’ may be —v v or v v o, but
in ék-Ave ‘release from’ the first syllable must be long.

Epic fossils

In epic (especially in formulae) and in Stesichorus, the prosody
sometimes follows the syllabification of older linguistic forms
than those transmitted, notably forms containing the di-
gamma. Thus o 7ov ém &éos = ou-to-ye-pid-(w)e-o-s..., éuov
énos = e-mon-(w)e-po-s... A few Iliadic forms go back to a
prehistoric stage of Greek at which 7 could serve as a syllabic
vowel (as in Sanskrit and Indo-European): avdporijra must be
read as if it were the older *a-nr-ta-ta (v v —v), duBpordfoper
as *a-myp-takh-so-me-n..., @dpewpsvry as *a-np-g“hon-ta; and
perhaps so with dudifpdry (*am-phi-my-i@d) and a(p)Bpéry
(*a-my-ta).

Initial continuants

In epic, initial continuant consonants (A, w, v, g, o, and
originally F) were capable of being slightly prolonged, delay-
ing the release of the syllable and so adding length; to the
preceding one: péya ldyovoa = me-ga(w)-(w)i-(w)a-kho-sa, o
Xis = hos-te(l)-Iis. R

With g the lengthening effect remains common in iambus
and lyric verse, while in the dialogue of Attic drama it is almost
invariable.® With the other consonants we find only isolated
examples (elegy and lyric). In some editions they are shown by
placing a long mark over the consonant, as at B. 17. go 8dpv
Goer. (86pv ader would be incorrect.)

8 Also before initial consonants in lyrics (see Barrett on E. Hipp. 760), but at best
exceptionally in dialogue: the most convincing examples are A. Pers. 782 véos éaw véa
¢'povei, E. Alc. 542 mapd «'Aafovoe (easily emended), Polyidus, 77GF 78 F 2 mapa
«'paripa. For later tragedy see p. 81.

¢ For tragic exceptions see Dodds’s nn. on E. Ba. 59 and 1338. Pherecr. 108. 29 is
the only exception in comedy. )
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Final continuants

In epic, elegy, Pindar, and Bacchylides a final continuant
(v, p, s) is occasionally lengthened as if syllable-closing al-
though a vowel follows, e.g. Pind. V. 1. 51 &papor a6'péor
(vv—=v~). In Attic drama we find the same phenomenon
with the interjection eév (A. Cho. 657 and Ar. Pax 663). This is
to be compared with hiatus after exclamations (p. 16): their

abruptness justified departure from the normal principle of

synapheia, syllable-juncture becoming aligned with word-
Jjuncture. In isolation ei-khen are two long syllables.

ok, {; pv; oA

Certain consonant combinations other than stop + liquid are
exceptionally treated as syllable-releasing so that a preceding
syllable remains short, notably:

(a) initial ok and { (= zd) in metrically intractable words
and names in Hesiod and Homer: Zrdpavépos and Zkaudy-

dpeos, oxémapvov, gruhy Zdrvvbos, Zédewa; s0 also oxorewdv in

Pind. N. 7. 61.1°

(6) v both initially (A. Eum. 3837, Cratin. 162 Kassel-Aus-
tin, E. 14 68, 847, al.) and internally (Epich. 91, A. Pers. 2877,
4g. 991?).

(¢) oA in the dialect form égAds in Pindar (but more often
éa'Xés).

'° From about 350 8¢ { developed into the simple sound 2 (or within the word 2z).
Hence short syllables stand before initial { (and quasi-initial, as é-Lsjrer, dpi-Lnlos) in
Theoc. 29. 20 and some later passages.

III. THE STANDARD STICHIC METRES

STICHIC metres are those in which the same verse-pattern is
repeated line after line with no strophic structure. The greater
part of Greek poetry is composed in such metres, especially the
dactylic hexameter and the iambic trimeter. We shall also deal
in this chapter with the elegiac couplet, the trochaic, iambic
and anapaestic tetrameters, and the choliambic.

A. THE DACTYLIC HEXAMETER

This is the metre of Homer and Hesiod and of all later epic and
most didactic poetry. It was also used for poems of various
other kinds, including short things such as oracles and riddles;
and until about 550 Bc it was the usual metre for verse
inscriptions. It is traditionally thought of as made up of six
dactylic feet or metra (— o), of which the last is catalectic
(= x):

1 ;. 2 , .8. , 4« _ 5 .6
TUUL U0 v v oo — oo — X ”

The symbols : and : indicate that there is always a caesura at (at
least) one of the places so marked. It is normally at one of the
two alternative places in the third foot, but just occasionally a
long word extends across the whole of that foot and-tothe.
caesura after the fourth princeps. Caesurae after the thirdand
fourth principes are known as penthemimeral and hephthemi-
meral respectively. In the third foot the ‘feminine’ caesura — v | v
predominates over the ‘masculine’ — | oo in the proportioti: 4
and-is more often presupposed by formulaic phrases. -

In view of the regular word-break in the third foot we may
regard the hexameter as consisting of two cola,

—uu—uu—lu——u—uu—uu— X “

or —uu—uu—ulu—uu—uu—*)(“
The same cola occur independently in other metres. These are

the real structural units, not the notional “feet’. Many of the
repeated phrases of epic are designed to fill one or other colon.
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Here is a specimen of Homeric hexameters, with the main
caesura marked in each line. The figures on the right indicate
which’ feet have contracted blceps Il 1. 215—22

215 7'1]V 3 am%p.aﬁoy,eizos | 77poo‘€9517 77080.9 AKDS 49(:)\/\6_155‘

XP’] pev ohwiTepov ye, wea émos apvoc:ao@at 1,5
scal p,a/\a 7ép Boud | Kexo)(wpevov ds yap ay,sl.vov 2
og KE Bems efrmngbyfaz, |pdda 7 Edvov o766, 3
7, kal &’ Gpyvpéne| kdmme oxébe xeipa Papeiav, 3
220 d & és xovAedv doe | uéya Eidos, 098 dmibnoe 1
" pife Aenvams 15 & Ov)\vp/n'ov& BéBhxer 2,3, 4

dwpar’ és alyidyoro | dios pera Salpovas dAXovs.

216 Hiatus before émos (—ong Ferog) 218 Hephthemimeral

caesura. 219 Correption of kail. 221 Correption of (;w)&wz

The biceps v v is longer than the princeps, the ratio being
about 6:5 (pp. 6 £.). The difference is small enough to allow the
substitution of a single long for the two shorts, but it is a slight
strain on the rhythm. Words containing three consecutive long

syllables are generally placed so that only one contraction is”

required, —— — or (verse-end) ~— — rather than =~ —=; those with
four long syllables normally go at verse-end on the same prmaple
-t (as in Il. 1. 216 above, enpvcaacﬂac) Contraction is least
common in the fifth foot—about once in 20 lines in Homer, and
many of these arise from vowel contraction, as in Od. 12.7

&vba & amof' pifavres éuelvaper "Hé Siav,

where ’Hé represents an earlier ’Hda.

Word-division after contracted biceps is frequent only in the
first foot. Where it occurs in the fourth foot, the word usually
has a long vowel 1n its final syllable and practically never ends
in a short open vowel as in Hes. Th. 135 ... @éuw re
Myipoctvyy re. The second foot shows a similar tendency but
less markedly. The reason is that words with a long penulti-
mate syllable and a short vowel in the final syllable are placed
for preference where they can scan ... — v, or at verse-end. This
is known as Wernicke’s Law. Preposmves count with the
following word; thus <

= . N Lo - T N o
pdvTi KaKdv, o wd moré pot 76-x' priyvov elmas

is not an exception to the rule. -
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Another rhythmical rule resulting from the poets’ habit of
placing words of a given shape in certain favoured places in the
verse and not in others is Hermann’s Bridge. A ‘bridge’ is the
converse of a caesura: a place where word-end is avoided. -
Gottfried Hermann observed in 1805 that it is avoided between
the two shorts of the fourth biceps. Prepositives count with the
following word and postpositives with the preceding, so that
lines such as

apxﬁw oy.ws Hvy,wL ¢>L/\eovca._a'e KUSO;LEV?}JG
or Ty uév éyd otw vt v éune kal  éuols érdpolow
do not infringe the rule. But
7 8¢ Xipapav érikte mvéovoav duaiudrerov wip

does. Breaches occur about once in 550 lines in Homer.
Homeric verse shows a greater degree of prosodic licence
than any other form of Greek poetry. Words containing the
sequences v v v or v —— v may be treated to ‘metrical length-
ening’ of one vowel to enable them to enter the hexameter, e.g.

2
amodiwpar becomes  amodiwpar
KUAveos » KUAveos

2 K-{
avép, ¥8art  become avépe, véare!
ovBdaia becomes  cuBdsia
3 4 2 Ié 2
avepsers ‘ » fvepdes (through av-)
dvopa » otvoua. ]
yevduevos » yewduevos ¢ .- o
¢ \ @ (4 v\ oe E z
Imép dAa . Umetp dla
év dyopiu » elv ayopTj
Amd M wva » Anéawva,
*OXdpmowo v OdAdumoso.

Note that the lengthened forms of ¢ and o are grap
represented as e and ov in our text.
Other licences occurring from time to time include:

(a) hiatus where original F is not involved (with long vowels
mostly in the princeps; with short vowels especially at the
feminine caesura or at the so-called ‘bucolic caesura’, i.e. at the
end of the fourth foot after uncontracted biceps, where word-
end is frequent:

! And hence by analEgy in the nominative, &mjp, $8wp.
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BdAdov & elv EXeoiow doANéa- |av 8¢ gvBdTys).

(b) Lengthening by initial continuant (p. 17), nearly always
in the princeps, as Il. g. 520

av3pas 8¢ Nooesbat emur' poénrev dpioTovs.

(¢) Lengthening by final continuant (p. 18), nearly always in
the princeps, as Il. 21. 361 (below).

These phenomena are largely restricted to the princeps be-
cause the biceps, being of greater duration, requires more
stuffing, and the length of these types of syllable was evidently
felt to be too equivocal for that function. The same applies to
final syllables lengthened by initial stop + liquid. In all these
categories, the first biceps is the most tolerant of exceptions.
The following passage will illustrate some of these features.
1l. 21. 359-68:
Ny’ pidos, TpZaa; 8¢ kat avrixa Sios :4;2;»\”6'159
360 dgreos ege/\aoae T bou épidos kal apwyijs;’
an mipi KaLbuevos, dva & e(ﬁ)\ve Kaia pes@pa
ws 3¢ AéBrns Let Edov & émeydpevos Tupl TOAAGL,
Kkviony peldéuevos a‘n'a)\orpaﬁeos cudroto,
wavro@ev a,u,Bo)\aSnv o 8¢ {vda Ka‘yKava keiTat,
365 &s Tob KaAd pee@pa TUpL d))e'ym'o {ée & v8wp
008’ Efede mpopéev, AN’ ioyeTo "eLpe & avrpny
‘Héaiorow Bind woz\v:ﬁpovos adrap 6 y' "Hpyw

7oA. Auooduevos émea mrepdevra mpoonBda.

359 Correption of xal. 360 pot in hiatus (princeps); correption of
xal. 361 -pevos (princeps). 362 (el in apparent hiatus in second
biceps; but it stands for {éer (which a few MSS actually give) with
correption of -e.. 363 As g61. 365 (wv)pl lengthened by initial
stop + liquid (prmceps) ($Aéye) 7o lengthened by double consonant {-
(as 8¢ by £- in 364); vdwp by metrical lengthening on analogy of
v8ari. 366 (&e)Ae lengthened in princeps by initial stop + liquid.
368 (moA)Aa lengthened in first biceps(!) by initial continuant. ~pevos
apparently as 361, 363, but here the original digamma of Fémea is
relevant. (wrepdev)ra not lengthened in biceps by initial stop + liquid
(but in this formula wpoonéd has probably replaced earlier woravéa).

Many words in the Homeric vocabulary originally con-
tained a-digamma (the consonant w, written f in those dialects
which still preserved the phoneme in historical times), and in
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the majority of cases, especially in formulae, they are scanned
as if the consonant still existed, although it had ceased to be
pronounced by the time the Homeric poems were composed:

HArpeldys 1é (F)dvat qvdpiw kai Sios HXL/\Aeljs‘

éaBAov 8’ obre 7 mw (F)?i‘ﬂb?s (.F)eﬂ'og o7’ eTe/\eooas

s épat’, é8(F)ewoev &’ 6 'yepwv xal érelfero pibewr.

More remarkably:

1. 35.172 aLS“Los é p6i oo, PIXE (aF)exvpe 8(F)ewds te.
5.343 1 6€ péya (F)i(F)dxovoa émé (aF)éo xdBfBaev vidy.

Words that had initial F include the enclitic pronoun ¢, of (and
here the F is almost always effective), s meaning suus, dyviue,
adetv, addvai, dvaf, dorv, édva, &Ovos, €ldos, eixoot, e€ixw,
éxaoTos, éxwv, éASopar, ‘EXévy, éAmis[éXmouar, éwipilelua, EE,
éoxa (Fe'Fouca) and a’xa’)s, é'ﬂog/efﬂefv épyov/épdw, épéw, éppw,
éptw, éoblrs, € €omepos, er‘qs, 187s, i Laxw, eiv and ofda (but not
€idov=¢é-Fidov), Theos, iov, Tpss, is and e, {oos (FLoFog)

The replacement of older by newer forms, whether in the
oral or the written tradition, is responsible for some other
metrical and prosochc anomahes for Instance:

Il. 1.193 “éws & Tadl Spuawe kara ¢p6va Kal kaTd 0vp,ov
(for older 7os).

7. 166 Mmpidvns drddavros *Evialiwt dvlpetpdvrmu
(apparent abnormal synecphonesis of wt agv, but orlglnally
angg®hontai, cf. p. 17)
0d. 10.60  Biv els Aldrov rdvrd Sdpara, Tov 5 emxavov“ -
(AidMoo «'Avra; cf. Il. 15. 66 al. *IMiov (-00) 77p077apoc0€1/

But occasmnally we find anomalies for which no such explana—
tion is available, espec1ally syllables that ought to be short
occupylng the princeps, as in .

1. 5.359 _qS_/\e Kaaryvm'e KO/.LLGG,L 7€ pe, 80s 8¢ pou Immous.
23.2 émel 8 viids e kal ‘EAMjgmovrov {kovro.
Od. 10. 141 vadloyov és Ayéva, kai Tis Beds Tyeudvever.

B. THE ELEGIAC COUPLET

Strictly speaking this is a strophic, not a stichic metre, but its

small compass and wide use in extended compositions make it

? For full information see P. Chantraine, Grammaire homérique (1942—53), i. 116—57.
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suitable to be described here. It was used by Archilochus,
Tyrtaeus, and many other poets in the archaic period and the
fifth century; from the mid sixth century it became increasingly
popular for verse inscriptions.

It consists of a hexameter (as above, but with less prosodic
licence) alternating with a ‘pentameter’ of the form

i.e. two hemiepes cola (D|D]|), separated invariably by
caesura. Contraction of bicipitia is limited to the first colon of
the pair.

Theognis 19—-24:

Kipve, sodilopévioe pév éuoi odpryis émxelobe’
20 T0i5S° Erow- Moer 8’ | obmoré khemrdueva,
098¢ Tis dAAdEeL kdkiov TodsBAob TapedvTos,
&8e 0¢ mds Tis épeit | “Oebyvidds éarw Emm
700 Meyapéws™- mdvras 8¢ kar’ dvBpdimouvs dvopacrds:
doroiow 8’ olmw | mdow ddeiv Sdvauar.
20 Elision at the caesura is admitted (as in the hexameter). The last
position in the line, being at period-end, can be occupied by the short
syllable -va (brevis in longo). 22 @eoy- is one syllable by synecphone-
sis. There need be no sense-pause at the end of the couplet, though in
practice there usually is. 23 (Meya)péws synecphonesis.

The princeps of the pentameter enjoys similar freedoms to

those of the hexameter, e.g. Thgn. 2
Mjoopar Epxduevos|odd’ dmomavdpevos.
But they are more seldom exercised in either line of the elegiac

couplet than in stichic hexameters. Hiatus at the pentameter
caesura is particularly rare.

C. THE IAMBIC TRIMETER

This was used by early Tonian iambographers (Archilochus,
Semonides of Amorgos) and at Athens by Solon, and it became
the usual metre of dramatic dialogue. It was also used sporadi-
cally in inscriptions.

The basic form of the iambic metron is X —v —, and the
trimeter is made up of three metra (six feet),
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Xt idert x 2L,

usually with penthemimeral caesura or, failing that, hephthe-
mimeral caesura (i.e., as in the hexameter, after the first
position of the third or fourth foot). S. 0T 1-3:

T T e e e L

& 7é'va Kdadpov | rod médar via Tpodl,

VT LAy Hal T QA et U

Tivas mol €5'pas | Tacde pou Godlere,

ixTnplots kAdBoiow | éfeoTeppévor;
2 Brevis in longo at end. 3 Hephthemimeral caesura.

In a small percentage of lines in tragedy the caesura occurs
at the end of the third foot, nearly always with elision, as A.-
Ag. 20:

AR _'35\’ v 1y >
viv 8 ebTuxms yévorr

EmadAdy) mvew,
but occasionally without. In comedy many lines have this kind
of caesura, and many have none at all, e.g. Ar. Eq. 129

— ¢ =

WS TPAOTA pév’m-?h-r#?bdw?b)‘\v?g ylyverau.

In early iambus and in tragedy the rhythm|* |2 o] is
avoided at the end of the line (Porson’s Law). In other words,
when the anceps of the third metron is occupied by a long
syllable, this syllable and the one following belong to the same
word, unless one of them is a monosyllable. Lines like E. Andr.

230 -z 2 3 vy, _F L2

Lires mapeXfetv: Tav kaxdw yap unTépwy
are tolerated, although ydp adheres to raxdv ‘rather than
payrépwv, but not a line like Ar. Eq. 129 quoted above-There
are a very.few apparent exceptions in tragedy, most of them
textually suspect. Satyric drama may be slightly less Strict; but
only slightly. In comedy the rule is ignored.
‘The first four princeps positions can be resolved
(X wwvww. ), and in drama also the fifth (but in tragedy
only if the adjacent anceps is occupied by a short syllable,
..oV u—|]). In the early iambus and in Aeschylus and
Sophocles resolution is employed sparingly, not more than
once in ten lines on average. In Euripides, after the Hippolytus
(428 BC), the frequency rises steadily until the Orestes of 408, in
which some 35%, of trimeters show resolution, some of them
two or three resolutions, as e.g. 643,
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J
a & éaPes dmddos, maTpos éuoi AaPav wdpa.

* (Hence frequency of resolution provides a valuable criterion
for dating Euripides’ plays when direct evidence is lacking.) In
comedy resolution is still more frequent; one fragment actually
has five instances in one line, the maximum possible.

The two syllables in a resolved position usually belong to a

word of three or more syllables. Where the two syllables belong -

to different words, the first word is normally a monosyllable or
at most a disyllable, and closely linked with the second by
phrasing, e.g. E. Or. 2,

v YV Mo e— I 0 X
098¢ wébos, 008E Evpddpa BetAaros.
Exceptions occur in comedy

(a) in the first foot, where there may be punctuation or even
change of speaker between the two words;
(b) where there 18 chs1on e.g. Ar. Av 1523
- 3 Yy V(v ~ yXx
€l uy) ﬂ'apefa TauTOPL Gvewrypuevay
(¢) in the fixed phrases dxovere Aedr and avrika péda;
(d) exceptionally elsewhere.

In drama, in certain circumstances, any of the first five feet
may take the form of an anapaest, v v —. In tragedy this licence
is restricted, except in the first foot, to proper names, and the
syllables scanning v v — must all belong to the same word.? In
satyric drama and comedy these restrictions do not apply, but
in satyric drama the admission of such feet is only occasional. A
restriction that applies in New Comedy, with very few excep-
tions, is that ‘split anapaests’ are avoided, that is, those where a
word beginning before the anapaestic foot ends within it, as in
Ar. Ach. 6,

PR = T
Tois mévte Taddvtois ofs KAéwv ééfuecer.
A rare licence found three or four times in tragedy is that of

making the first metron a choriamb —v v~ (anaclasis of
v—u—) to accommodate a name, as A. Sept. 488,

(I /8 -~ A /7 4
TTORLEOOVTOS CXTLA KAL [L€YAS TUTOS.

3 Except that in Euripides the first syllable, or the first two, may be formed by a
prepositive, and so also S. Phil. 795.
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At the end of each line there is period-end; but the drama-
tists do occasionally show some disrespect for the constraints
normally associated with period-end, especially by placing a
prepositive in final position, as A. Eum. 238 f. mpos || éMowow
oikots, Soph. Ant. 171 f. maloavrés te xal|| mhyyévres. Sophocles
twice puts a postpositive at the beginning of a line, as 07 1084
f. otk dv é£éNfou’ éri|| mor” dAros. He and the comedians also
admit elision over the line-break, provided that both the final
position of the one line and the first of the other are occupied
by long syllables; the word elided is usually §’, +°, or u’, but
once ravr’ (0T 332).

Elision at the caesura is quite common. Postpositives may be
placed immediately after the caesura, as A. Cho. 181,

ovy fooov ebddxpiTd | pot Aéyeis TdSe,
and a pair of prepositives may stand before it, as ib. 558,
Bavévres M kai| Aoflas édifuccer,

but it is exceptional to find a single monosyliabic prepositive
there: PV 589,

-~ 3 3 4 ~ b -7 /
wds 8’ ob kAbw Ths | oloTpodtriTov Kdpns;

Here is a summary of the features which differentiate the
comic trimeter from the tragic:

1. Lines with no caesura.

2. Anapaestic feet admitted freely.

3. Porson’s Law 1gnored .

4. Resolved princeps in the fifth foot may be (and in most
cases is) combined with long anceps. “##rif)

5. More frequent resolution. R

6. Stop + liquid combinations do not lengthen a precedmg
short-vowel syllable, unless tragedy is being parodied.*

The following examples illustrate these points:

* Variety of stylistic level is characteristic of comedy. Often brief passages occur in
which the standard of versification is that of tragedy, and the language is compara-
tively elevated. Sometimes it is actual parody of a tragic passage or of the tragic
manner, sometimes it simply expresses a character’s selfi -importance. Attention to
metrical detail is essential for the recognition and appreciation of this side of the comic
poet’s art.
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Ar. Ach. 30—1 .
7 /, v — Yy - v — —
prZosns --oTévw, xéxmva, oropdwdpar,|Tépdopal,
[oens (0w va, oropdis # s, mépdopa (3)
/W/W-;éﬁfJ""/ dmopd, ypadew, ﬂapaﬂ/\/\o,u,at, Aoyilopar. (1, 2)
ey

/4,/” LB CC7S

Men. Dysc 345-8

v
|

—— | -
6//%0‘ £ et of b pou & 30K€Lg awecpm'epovyyovv SLGAG')/GLx (1,2,3,4)
'n'epL Tav7’ aﬂ'oo'rnvm Ke/\evel.g B, ovkért (1,3)

TOUT. ecr]Tw ém’ éuol, Ton fecoe 8€. : 'rouyapovv (5)
OUSE]V O.SLK€L9) Fuds, pary|Se KaK07T(18€LS (1) 5

D. THE TROCHAIC TETRAMETER (CATALECTIC)

This was also used by Archilochus and Solon, and in certain

scenes in drama (in tragedy mainly in Aeschylus and the later

plays of Euripides). The basic scheme is
o ><:~v~~ X Iwu~ X;—u—-”

(resembling an iambic trimeter prefixed by —v—). A. Pers.
226—g:

>l=
a)\/\a ,wr;v egvovs 'y o ﬂprOS[TwVS €VU7T Vﬂwv KkpeTs
7ads Kai 80‘11,0.'.3‘ e,uo:.cn | rivde Kvaoag an'rw
GKTEI\OLTO 517 Ta ypnord: | |7'av7'a & ws e¢>LecaL
mdvra Ogouer Beoiot | Tois v Evepbe yis didos.

The normal caesura is frequently neglected by Epicharmus

and on average once in seven lines by Aristophanes; it is.

regularly observed by Menander, though he allows a postposi-
tive after it. In lines where it is absent there is usually word-end
one position earlier or two positions later. Two such lines occur
in tragedy:

A. Pers. 165 rabrd pot Simdg uépipy’ | dppacrds Zornl & dpeci.

S. Phil. 1402 € dokei, oTelywpev. ::

In early iambus and in tragedy Porson’s Law (as in the
trimeter) holds for the end of the line, and a corresponding rule
(also discovered by Porson, but commonly known as Havet’s
Law) for the beginning, in other words the rhythm —v ——| ...
is avoided for the first metron. (Three apparent exceptions in
Euripides.)

The first six princeps positions can be resolved, and in drama

also the seventh (but in tragedy only if the adjacent anceps is

@ yevvaiov | elpyrws émos.
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occupied by a short syllable). The frequency of resolution is in
tragedy somewhat higher, but in comedy somewhat lower,
than in the same authors’ trimeters. The conditions are similar
to those described for the trimeter.

In drama a double short is occasionally admitted in the short
or anceps position of the first three metra, provided that the
syllables scanning v v — belong to-the same word; but in tragedy
this onlv happens to accommodate a name, as E 14 882

eis ap It,ﬁwalaav E/\evng | véoros 'qv 7767'rpwpevos,

E. THE IAMBIC TETRAMETER CATALECTIC

This cheerful metre was used by Hipponax and is common in
comedy, especially Old Comedy, where it is mainly used for
entries and exits of the chorus and in contest scenes. The basic
scheme is

X —uv—X —u-\s X :—u—.u——”

Note that the first position of the final, catalectic metron is
short, not anceps: this is generally true of catalectic iambic
verses. In Old Comedy about three lines out of four have
caesura at the end of the second metron; in most of the
remainder it occurs one position later. In Menander the two
alternatives are about equal in frequency.

The first six princeps positions may be resolved (most often
the second and sixth). In Old and Middle Comedy any of the
first six feet may take anapaestic form. Ar. Eq 342 5%

K4 ’Twl. KaL 776770L9wg afcms s e,uov /\eyqv &avra;
PV
AA. oruq /\eyew olds T€ KEYD | Kai KapUKO7TOL6LV
5w
KA. oo Ayew! KEAGS y’ av oty b | mpaypa 'n'pocnreoov got

wpooﬂapaféﬂ'ov mapAAEBEY | y.e'raxecpwalo XPTOTERS.

342 Brevis in longo at end. 343 Anapaest in first foot. ofos could be
scanned either —— or v~ (p. 14). Second caesura position in this and
the next line. 345 Third princeps resolved. Anapaest in fifth foot.

F. THE ANAPAESTIC TETRAMETER CATALECTIC

This metre is frequent in Old Comedy. The anapaestic metron
has the form oo —oo—|. The first princeps (less often the
second) can be resolved, but a sequence of four short syllables is
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generally avoided, so the normal form of metron with the
resolution is ~vv = —|. The tetrameter has the basic scheme

About nine lines out of ten have the caesura after the second
metron, and nearly as many have it after the first too; nearly half
after the third (but this caesura isregular when the ﬁfth princeps
is resolved, ... = uju - < vl- |l) Ar Ac/z 64.1 5:
Tav'ra 7TO770'0.§ | wo/\)\wv ayaﬁwv | airios v,u,w | 'yeyevnﬂu,
Kal ’TOUS Snp,ovs [ év 1ais ﬂo)\eow | 3€L§as s 317;L0Kpa70vv7a1.
Tot‘yap}'m V;V,‘ OUK ’TCUV 7TOA€(,OV ! 'TOV ¢OPOV UI.LLV | a'fTa'yOV7'€g
7]§OUO’LV LSELV l G‘TTLOU‘U,OUV’TGS { 'TOV 7TOL7]T7]V l ’TOV 8/PLO"TOV,

645 CSotis mapékwdivens & Aﬁnvatms cimeiv | 76 Sticaud

645 No caesura after the first or second metron.

G. CHOLIAMBICS

Hipponax and another archaic iambographer, the shadowy
Ananius, use curious variants of the iambic trimeter and trochaic
tetrameter called choliambic (from ywAds ‘lame’) or scazon
(‘limping’). The curiosity is that in most lines, but not quite all,
the short penultimate position is replaced by a long, giving a
bumpingly wrong rhythm H1ppon 79- 17—20 (trimeters):

8 a'UTLK GAQQ)V O"UV TPLOLO'L ‘U,aPTUO'LV
OKOU 'TOV €p7TLV O O'KOTOS K(l7T77A€U€L
avlpwmov ebpe Ty oréymy dpéMovra—
0% yap mapny épeAua—mvld uéve oroifBis.
(The first line is 2 normal iambic trimeter.) Id. 120-1 (tetram-
eters):

Adfeté peo TalpdTia, k6w BovrdAw: Tov dpBaiudy:
audidééros ydp elpt kovk dpapTdvw kémTwy.

Resolution is admitted (as twice in the first of the above
tetrameters), and occasionally an anapaestic foot in a trimeter.
The fourth syllable from the end is usually kept short. When
it is long, as in Hippon. g. 1,
maAaL yap abTods mpoodéxovrar xdokovTes,

the verse is called ischiorrhogic, ‘broken-hipped’.

U

IV. THE LYRIC POETS

A. IONIAN EPODIC VERSE

A siMPLE type of strophic poetry was practised by some of the
Ionian poets of the archaic period (Archilochus, Hipponax,
Anacreon). It is represented in the so-called Epodes of Archilo-
chus and Hipponax. Their strophes consist of either two or
three periods, of which the first is in most cases either a
hexameter or an iambic trimeter and the others are shorter
dactylic or iambic cola. The shorter colon following the longer
line was properly ¢ émwdds (sc. orixos) in ancient terminology.

The hexameter is found in conjunction with the following:

I.—vou—vu—]|| (hemiepes= D)

2. x —u— X —v—||| (iambic dimeter = 2ia)

3. X —o— x —u—|l—vu—vu—]|l (2] D)

4.—o—oo—vv——||| (dactylic tetrameter catalectic=
4da ).

The elegiac couplet, which has already been dealt with, really
belongs in this category (hexameter||D|D||]).
The iambic trimeter is found in conjunction with:

1, 2. As above.

3. D||2ia]|| (the same elements as in 3 above in reverse .,

order)
4.—v—v——||| (ithyphallic = k).

The only other epodic form has the scheme

_u—u—w—w—vuul“u"u"_“ 4da|1th“
X —u= X |—u—u——]|| peluhlf]

(pe = penthemimer). Archil. 188. 1—-
00Kéd’ Suds BdMews dmadov xpda- | kapperar yap 787 ||
dypots, kakod 8¢|yripaos xabarpel|||

The iambic trimeters and other iambic cola in these combi-
nations do not show resolution in the extant fragments. The
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dimeters appear to be subject to Porson’s Law, in other words
the second anceps is not occupied by a long final syllable. The
hemiepes does not admit contraction or hiatus; it does admit
correption, at least in the first biceps.

Two other strophe-forms occur which are not ‘epedic’ but
have just as simple a structure. One, employed in a festival
song for Demeter and Persephone ([Archil.] g22—3), consists of
an iambic dimeter coupled with a lekythion (—v— x —u-):

Aqunrpos ayviis xai Képns
™Y Taviyvpw céBuwv.
(Porson’s Law is here broken.) The other (Archil. 168—71) is
X — oo vl v o]l
that is, X D —||#%]|], with some contraction and resolution;

"Epacpovidn Xapidde, || xpfind Tou yedotov |||
épéw, oD pidral’ éraipaw, || Tépear 8 dxoduwv. |||

In some of these metres it was conventional in antiquity to
write two short cola on one line even though they were really
separate verses, as in the Cologne Epode of Archilochus
(fr. 1gba. g—11):

Tocadr’ épdver Ty 8 éyw dvrape]Bduny: gal]
Apduuedots Oyartep, éabAijs 7€ kal [ X — v — D|| 2ial]|
Note the brevis in longo at (86ya)rep, which shows that there is
period-end at that point. Metricians who observed the inde-

pendence of the parts making up such lines called them -

dovvapryra, ‘disconnected’, though they failed to appreciate
that the disconnection was of the same nature as that between
periods written on separate lines. The term ‘asynartete’ is still
met with in many books.

B. LESBIAN LYRIC

The Aeolic tradition represented by the two lyric poets of
Lesbos, Sappho and Alcaeus, appears in some respects more
archaic than those of other regions. It does not employ

resolution of - into v v or contraction of v v into =, so that the .

number of syllables in any verse is fixed. A large part is played
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by cola perceptibly related to those of Vedic poetry; and in
some of them the first two positions are free in respect of
quantity, which looks like a relic of the original freedom of the
pre-cadential part of the verse.

This double anceps is known as the ‘aeolic base’. In practice
the first syllable in the base is more often long than short. It is
uncommon in the Lesbians for both to be short, and later this is
avoided almost completely. For the base so limited the symbol
0 O (instead of X x) is used, indicating that either syllable
may be long or short provided that both are not short.

Typical of Aeolic verse, though by no means confined to the
Aeolians, is the use of asymmetrical cola that cannot be divided
into feet or metra. Where these are used in Pindar, drama, or
elsewhere, the metre is said to be ‘aeolic’, but this is only a
generic description, not an exact specification. The main aeolic
cola are:

X X —vu—v— glyconic (g/)

X X —wu-——  pherecratean (pk; the catalectic of g/)

X —vu—u-— telesillean (¢/; one syllable shorter than g/
at beginning)

X —vu—— reizianum (r; catalectic of #)

X X —vw—ou—-—hipponactean (h;; one syllable longer

than g/)
X —vu—u—— hagesichorean (hag; one syllable longer
than #) :
—vu—u—— aristophanean (ar)
—vu—u— dodrans (dod) »
—vu—— adonean (ad; catalectic of dod)

The Lesbians also use some of the cola we have met before
(iambic dimeter acatalectic (2ia) and catalectic (2ia, ), trochaic
dimeter (2tr), lekythion (lk), ithyphallic (it4), and penthe-

mimer (pe)); and further the ionic dimeter v v ~— v v —— (2i0)
and its anaclastic equivalent the anacreontic v —v—v——
(2i07).

The glyconic X X — v v — v — occasionally becomes by ana-
clasis —~vuv—uv—u-— (gl) or X X =X —~vuvu~— (gl), and
similarly the hipponactean X X — v v — v —— occasionally be-
comes —vo—u—uw—— (hi) or X X — X —vou—— (k). The
anaclastic forms may respond with the standard form. Note
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that the position of the ~in the notation indicates whether the
double short comes earlier or later than its normal place.
The basic cola are sometimes used as complete verses, or
sometimes two or three of them are combined to form a verse.
Often they are extended in one or more of the following ways:
1. By prefixing x —o - (ia) or — v — (,ia).
2. By suffixing x — v — (ia) or v~ (ia,).
3- By expansion from within. The two commonest types are

dactylic and choriambic expansion, whereby the internal-

sequence — v v or —v v — is repeated once, twice, or three
times. This is denoted by a superior d (24, 3d) or ¢ (2¢, 3¢), e.g.

X X—uu<—uu—uu>*u~ =g12d
X—uu—<—uu—>u—— =}lagc
In verses with choriambic expansion there is often caesura
between choriambs: x x —vu——vou—I-vu—u— etc.

3
Nearly all Lesbian verse was composed in strophes of two,
three, or four verses. In those of three or four verses, at least one
verse would have a different form from the others, for example
in Sappho g4. 6-8:

rav &’ éyw 748’ &ﬂéﬁéﬁdv gl
xaiporo’ épyeo xauebev gl
pépvacs’ oloba yap ds oe medijmoper.  glt|||

Here the third verse is an amplification of the preceding ones.
The same aaA pattern is seen in the two commonest strophe-
forms in the Lesbians, the ‘Sapphic stanza’ and the ‘Alcaic
stanza’. The Sapphic goes:

—v- X —vu—u——] ~ia hag||
—wv-— X —uu—u'—j\” ) Azahag”
—u—X—uu—u:-X:-uu—‘Hl

The third period could be described as ,ia kag © ad; but this

obscures the essential point that it is a distended form of the
first and second. Similarly in the Alcaic:

X —vi=Xxi-vo—u—| pe’ dod||
X —w - — - — v = .

Vit Ximvv—v—|l pe ; dod ||
X—u:—Xﬁu—X:*uu—uu—u——I”
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These strophe-forms were used in many different poems; they
presumably went with particular tunes.!

Occasionally a strophe was formed from a single compound
period, as in Sappho g6. 12—14:

a & époa kdda xéyvrar, Teda- Jagl
Aacor 8¢ B'pdda xamalX’ dv- gl
Opvoka kal peAidwTos avlepdns. glia, ||l

Certain of Sappho’s fragments stands somewhat apart from
the mass of the Lesbians’ work. Several are composed in
hexameters on the Ionian model-—not in the Ionic dialect, but
with certain epic features of language and prosody. Thus in
fr. 105,

) A 4 — > 4 b 2 >

olov 70 yAukibuadov épedlerar drpwt ém’ Dadw,

3 3 > 2 4 4 A - Ié

axpov én’ drpoTdTwe, AeAdfovTo 8¢ patodpdmmes—
> Sy ’ EI ) > > 2Q 7 s s s

ot pav éxAeddfovt’, aAX’ olx éddvavt’ émikeofau,

the contraction of wu to = (ofov, udv), the correptions in
épevlferdn drpdn, and the short syllable before 8p(dmmes) are all
alien to normal Lesbian poetry.? There is one poem in Aeolic
metre which admits the abnormalities in question (except
contraction). It is a narrative with a heroic setting, and the
metre is g/* used stichically. Fr. 44. 5-8:

t'4 Al 14 - ¥ > 3 7’
Erxtwp kai cvvéraipol dyows” éAuccdmba
OnBas é¢ iépas Tlhaxias v° dn’ [div]vdw
7 Nl el 3, 4 - 3\ ~ 3 3 ¥ -
ap'pav Avbpopdyav évi vadow ém’ dApvpov-.
~ 2 F S .-
wovrov: woAda &8’ [éAl]yuara xpioia kappara. - .

C. DORIAN LYRIC (TO IBYCUS)

This_tradition is characterized by the extensive use of dactylic-
and other symmetrical cola besides aeolic ones, and by a
tendency towards longer periods and longer, more complex

! In antiquity the third periods of both forms were divided between two lines of
writing, after the eleventh position in the Sapphic and after the ninth in the Alcaic.
(Caesura is frequent at those points.) Hence Horace regards them as four-line strophes,
and they are still usually so set out in our editions.

2. As is the epic reduplicated aorist deAdfovro. Elision or synecphonesis is the rule
when vowels meet in Lesbian verse. A single example of «a{ in correption (in a
proverb) occurs at Alc. 366.
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strophes. The Ionian and Lesbian strophe-forms that we have
considered were at least in some cases conventional structures
used for more than one composition, whereas each Dorian one,
to the best of our knowledge, was a new, arbitrary creation for
the particular song, generally based on familiar cola, but with
no bar to innovation.

The enlargement of structure in the Dorian tradition be-
comes still more striking when we take into account Stesicho-

rus’ and Ibycus’ use of the triadic system, in which two .

responding strophes (strophe and antistrophe) were followed
by a third of different metrical form, known as the epode
( émwdds, sc. a'rpoq577) after which the whole sequence was
repeated as many times as the poet wished.

1

Alcman

Alcman uses a variety of dactylic units: (X ) —v v —uu— (=);
(X)—vo—vu—uvo—(D? x D?); tetrameters acatalectic or
catalectic; hexameters. Apart from dactyls, the commonest
cola seen in the fragments are trochaic and iambic dimeters;

there are also ionics, hipponacteans, pherecrateans, and some"

other things to be mentioned later. Here is a strophe from his
Louvre Partheneion, PMG 1. 36-49:

éot Tis Buaw Tiois k|
6 & 8ABuos, SoTis elipwr hag ||
auépay [SL]a'fr Aéket k||
drAavTos. e'ywv 8’ deldw hag ||
40 A’ycSws 70 g{)ws opw F Ik ||
&7 aov, ovmsp audy hag ||
Ayida ,u,ap'rvpeTaL Ik |
anLvnv éué &’ ob7’ émawiy hag ||
ovTe ,u,cu,wqo-ﬁat vw & klewva xopa'yos 3tr ||
45 ovSa‘uws €7]L Soket yap 17,u,ev adrd gt
eK'rrpem79 Tws a)'n'ep al Tis 2tr ||
& Borois ordceier fmmov 2tr ||
mayov del'dopdpov kavayamoda 4da |
T&V vmomeT pudiwy dvelpwv. art ||

Period-end is established for a number of verses in the scheme
by brevis in longo (36) or hiatus (38, 39, 45); once it is so
established in one strophe, it must be assumed at the corre-
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sponding places in all the others, and conversely, similar
evidence in other strophes will be valid for this one. Another
indicator of period-end is anceps tuxta anceps or anceps tuxta breve;
that is, if one colon ends with an anceps (e.g. —vv—vuv— X)
and the next begins with an anceps or short position, there
must be period-end between them.

In I 40 the elision of Fe at period-end is noteworthy; cf. p. 27.
46 Word-end after v ——is avoided in the trochaic cola (cf. p. 28), but
Tas is evidently felt to be closely linked with &dmep. 48 A dactylic
tetrameter acatalectic cannot be followed by period-end; if it were, the
last foot would not be —v v but —v x. 49 In place of ar? some
strophes have D2, ie. v v — at the end instead of v ——. This little
irregularity of responsion is without parallel.

Stesichorus

All Stesichorus’ poems were extensively dactylic, but we can
discern two categories. In one, iambo-trochaic elements were
also present, mainly at the ends of periods; in the other they
were absent. In poems of the first category (e.g. Iliu Persis,
Oresteia, Palinode, < Thebaid’, ‘Nosto PMG 209) the dactylic
sequences are made up in the main from the cola | D1, | x D],
| x D~||, and occasionally | D?|, 4da, ||. The anceps preceding
a D sequence is sometimes replaced by a biceps, and sometimes
it is actually a ‘biceps/anceps’, i.e. the space may be filled
either by two short syllables or by one long or short Here 1s the
metrical scheme of the ‘ Thebard’:3 -

str./ant. D : Y D - i|D pellD| x D —|| D] XD

Vuu—u—”_Dll'(ZPEM.
epod. AR D|pell 2tri| D : D —|[pell D :
S D—H———U*‘IH

The first biceps of the D-colon, if not followed by word-end, is
occasionally contracted: — oo — v v —.

In the wholly dactylic poems of the second category (Geryo-
nets, Syotherar) we do not find the same clear division into cola,
but periods beginning —vv or co—vv, ending vv— or

3 For the remains of this poem, whose ancient title is not known, see P. J. Parsons,
LZettschrift fiir Papyrologie und Epigraphik 26 (1977) 71f.
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v v ——, with a uniform rhythm throughout. Thus the strophe
of the Geryoneis can be described simply as

<o 3da, || 55 7da, || o= 5da, || o 14da,, ||

A single caret mark means that the last dactyl is replaced by
— X (pendant ending), a double caret means that it is re-
placed by (blint ending); e.g. oo 6da, , =os Lo vioul
v uv2uu2u ol Note how the blunt strophe -end contrasts
with the preceding pendant endings.

When a period begins with a biceps it might seem more

natural (especially when the ending is blunt) to call it anapaes-

tic and measure it in v v — rather than — o v units. This could -
be done, but it is better to give the rhythm the same name:

whether the verse begins rising or falling. Also it is advisable to

distinguish this (v v) — v v — rhythm, where the princeps was

probably shorter in duration than the biceps (as in the dactylic

hexameter), from true (marching) anapaests, in which they.

were equal. Ancient rhythmicians spoke of a ‘cyclic’ foot v v —
which had this unrationalized rhythm. I have stuck to calling
this verse dactylic.

Contraction mostly occurs following word-division, and is
avoided before it; v ——|[ is usually a sign of period-end. The
last biceps of the colon or period is never contracted, nor do we
find two successive biceps positions contracted. Se there are
never more than three consecutive long syllables within the
period.

Resolution does not occur, unless it is regarded as occurring .

in biceps/anceps.

Ibycus

In Ibycus dactylic measures are again much in evidence. Asin

Stesichorus, they may combine with iambo-trochaic cola. But
Ibycus also uses some asymmetrical cola, in particular
—vv—vu—v— (=dod?, known as the ibycean) and
—vuv—vuv—u——(=ar?). PMG 286. 1-6 looks like a complete
strophe:

Hpt pév ai re KvSwviou dod? ||
waAides apdopévar pody dod? ||
éx moTauwv, iva Ilapfévwv dod? ||
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k@mos drjparos, al v’ olvavfides _ 4da|
> /. -~ € > o
avéopévar okiepoiow v’ Eprecty 4da |
otvapéois BaAéforgiv éuot 8 Epos 4da|
3 Ié 4 o —_ d
oddeulav kaTdxoiTos Wpav. art i

The fourth period (kémos—dpav) is an expanded version of the
first three, with a pendant ending contrasting with their blunt
ones.

Syncopated clausulae

Occasionally these poets close a period with a heavy ending in
three long syllables, the last two of which seem to take the place
of an iambic metron (perhaps catalectic): e.g. in Alcman 174

by’ b7 & otxov ov Khenolmnar  2ia ,ia, ||
oneorboth ofthe twolast positionsare trisemes (p. 7), either L L

substituting for an tambic metron v — v —or L. —substituting for
v——. We shall find this feature again in fifth-century lyric.

Crefics
Alcman 58:

z Ll T -~
A'dpodira pév odx éott, pdpyos 8 "Epws ofa {mais) maioder,
d'xp’ &n’ &vly xaPalvwv, d pi por Biyms, 7 kvmaipiokw.

These lines are composed of metra of the form — v — (cretic, ¢r),
with a closmg catalectic metron ——. Later poets admit resolu-
tion, giving — v wu or wu v — (the ‘paeonic’ feet) or sometimes.
wu u v, These resolutions show that we are dealing- Wg__th a
metron of five morae, distinct from the ‘spurious’ cretic L v —
(,ia) that appears in later iambic lyric as the equivalent of an
1amb1c metron. S

Spondaics
At libations and on some other solemn occasions the gods were
invoked with sung or chanted prayers composed entirely of
long syllables, as in PMG g41:

0772;}3(;;1;11 Tais Mvd,‘u&s‘ nawoty Moboais

kal T Movadpywe {td) Aarois viei.

(Hence the name omovdeios given to the foot ——.) The exclu-
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sion of short syllables implies a slow, solemn tempo; only a long
syllable readily supports prolongation in delivery.*

But is this metre? Yes, if there are cola of set length. The
decasyllables just quoted may be put beside PMG 6g8, ascribed
to Terpander:

Zeb mavTtwy apxa TAVTWY a'ynrwp,
Zeb, ool méumw TaUTAY Tuvwv apxav

In PMG To27¢ the unit seems to be trisyllabic (‘molossus ), &
Znvos | kol Aans | KaA)uo'roc ! o'a)*vypeg, and clmllarly in E. Ion
1257 & Howav | & Maay | edalwr | edaiwy | eims & | Aarods wad.
The rhythmical interpretation of such passages is far from
certain. Aristides Quintilianus® recognizes several different
metres composed of long syllables, and in some of them some
longs had twice the duration of others. Cf. below, p. 75.

D. ANACREON

Anacreon was an Ionian, but he goes well beyond all we have
of his Ionian predecessors in the range of his rhythms; aeolic
cola and ionics are prominent in his work. PMG 358. 1—4:

o-éacpm 87]7.1‘7'6 p,e 7Tou<L)\7]L gl|

Ba/\/\wv XPUOOKOUTS Epws‘ gl|

vt TroskidooapBdiwe gl
ovumailew mpokadeirar. phlll

The four cola are clearly marked off by word division, but are
in synapheia. The freedom of the aeolic base is restricted, in
that at least one of the first two syllables must be long, and
usually both are, as in each line of the stanza quoted.

The glyconic variant "g/ (— v v — X — v —) is used in conjunc-
tion with its catalectic, ar (385-6) and with 4 (387). With
choriambic expansion it yields the iambo-choriambic verses

—vuvu——vuvu— X —u— X —u-— glcld

or —vv——uvu—vuvu— X —u— ‘:glzc

These, treated as interchangeable and augmented by an

* Long syllables were felt to produce an effect of grandeur in themselves: see Dion.

Hal. Comp. Verb. 105ff.
° Pp. g5.11£, 3631, 29f, 37.71f., 82.30 ff. Winnington-Ingram.
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iambic dimeter, make up the strophe of 388:

mpiv uév Exwv BepBéprov, kalippar’ éopnrwpéva, ||
kol Evlivous daTpaydlovs &v wal xal Yilov mept |
7' Xevpijar {Sépy” Trer) Bods, |||
w]m\vfov €lAbpa kaxfs domidos ap'roww)ucw Il
Kaﬁe/\owopvoww outAéwy 6 movnpos Aprépwr |
kiBdnlov edploxwr Biov. |||

The catalectic counterpart is

In 378 it is used with the initial position resolved (vv v o —...):

dvaméropar 81 wpos "Odvumov mrepdyesat koddmis
Swa rov "Epwt’ 00 yap éuoi {— ) Bérer guvnPav.

Together with an uncertain instance in Ibycus, this is the
earliest example of resolution in the sequence — v v; formerly it
was restricted to the sequence —o—. It is attested that it
continued through the whole song, so evidently it is being used
as a systematic, ornamental feature and not just as an occa-
sional convenience.

Anacreon’s ionics are mostly of the anaclastic variety,
vu—u—u—— (20" ). This colon occurs mostly in paired series

in synaphela e.g. PMG 395. 1-b:

mohor p,ev np,w 17317 | KpO’Ta(]SOL, Kap*r] 7€ Aevkcv, |
xaplesoa & odxér’ 7ifn|mdpa, y"/]pa/\em. & 030v769,| L5
yAukepot 8 ovrért oASs | BiéTov xpdvos Aédevrra. |||

The variation in the penultimate colon (a straight-ionic,

v u——vu~——) gives the strophe a clearer shape; the patternis -

repeated exactly in the other strophe that completes the song:
We also find ionic trimeters (they had already been used by

Sappho):

“3t0 (= 210" + i0)

N e T il R
or VU—— U — i — U — — 3iOT <=i0+2i0T)
and a lengthened mutation v v——v v —uv—uv—u—— (with an

extra v — in the middle).
A curious relationship between ionic and aeolic is illustrated
by 346 fr. 1, where what would be straightforward aeolic if
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divided like this:

—vu~—u—u— gl
—UuUu—uU—uU— ol
—~uu——uu—u——l” ar®

in fact has the cola dovetailed, with word-end coming system-
atically one position later than expected on this analysis:

_\JU_U_\J__l
UU_\J_V—_l

vo——vu—u——]||,

which has all the appearance of ionic; the extra syllable before -

the first 2i0™ and the hypercatalectic form of the third are
paralleled in the ionics of drama.

Dovetailing is also a feature of some of the Athenian skolia.®
Many of them were sung to the same tunes. 8g8—gor all have
the form

—uu—u—u—’\—;u;u—u—“ glded”
*uu—u—u—A—qu—uu—u—IH ‘gldeddm
A dozen others have the form
Oo“uu—u—u——” gll(l/\”
OO—uv—u—u——” gll(l/\”
uu—u—-—uu~”
—vu—u—— uu—u—“l dOddedl”,

where the third verse resists all standard nomenclature.

E. SIMONIDES, BACCHYLIDES, PINDAR

The Dorian tradition of composition in large, elaborate
strophes and triads reaches its culmination in the lyrics of these
three great professionals. Mostly they used the triadic system.
A poem may consist of a single triad. Pindar often goes up to
five triads, but exceeds this number only in the enormous
Fourth Pythian, which has thirteen; Bacchylides goes up to at
least eight.

¢ PMG 884—q08. ‘Skolion’ simply means a song or excerpt performed after dinneras (

a party piece, and does not denote any particular form of composition.
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"The poems and fragments fall into three main metrical
categories (with some intermediate mixtures): dactylo-epitrite,
aeolic, and iambic. In the case of Bacchylides and Pindar,
detailed analyses for each poem will be found in the Teubner
editions by B. Snell (revised by H. Maehler).

Dactylo-epitrite (Dle)
We will take this category first because it is the easiest, and

includes a large number of poems. For the most part they can
be treated as being constructed from the following units:

d —uv v € — v
D —vu— v — E

D2 —vv— Vv — Uy — E2 —v— X —uvu— X —uvu—

—v— X —u—

put together with or without a ‘link-syllable’ (usually long)
before, between, and after them. For example, the strophe of
Pindar’s Twelfth Pythian can be analysed

airéw o€, &L)\a'y)\ae KadXoTa Bpm'eav ToMlow, -D-D|
@epo'eqbovas &8os, a 7 dyfais ém unAoBérov D:-Dj

VaceLg AKpa'yavrog &dparov koddvav, & dva, -D-E|
\aos afavdrov av3pwv T€ gUv edueviar D:-DJ

5 35§aL m-egbavaa 768 éx Hvﬁwvog evSowa MLSaL -D-E||
adrév ¢ vw ‘EMdSa vikdoavra téx'var, rav moreé — D — E||
Iadds Epetpe 9pao-ew.v Fop'yovwv Dvel|
otAwov Bpijvov Siam'Aéfara’ Abava. - E? —|[|

2 There may be period-end after pnAoSdrou, but in none of the four
strophes is there anything to prove it. 3 Hiatus before (F) ava:. —Va 18
brevis in longo, as is (wo)7e in 6.

This metre is a developed form of something we found in
Stesichorus (p. 37), with an increased proportion of iambo- -
trochaic elements. Note that although the ¢ and £ symbols ‘are
conventional in this context, we could equally well put ,ia for
¢, Ik (lekythion) for E, D ia instead of D—e, D 2ia instead of D-E,
etc.

Resolution can occur in the sequences (v)ww v — and (less
common) —vww——u—; exceptionally, to accommodate
proper names, in —vwe x D (Pind. 1. 6.63) and even
—vuwuu— (I 3.63). In about ten cases it recurs in each
responding strophe, but rather more often it appears as a
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licence taken in a single place. Contraction of the first biceps in
the D-colon occurs, as in Stesichorus, but only very rarely.

In Simonides PMG 581 we find periods ending with catalec-
tic forms of ¢ and E. The catalectic form of eis —— (= ,ia,); this
also occurs in two odes of Pindar, and both he and Simonides
seem to use it to lend emphasis to a particular word:

Sim. 581. 6 dvririfévra pévos oraids Dle, ||
P- d P Loy L. )3 a Qv A
ind. P. 1. 8adv xAaifl' pov karéyevas: & §é
K'vdoowy e—De, ||

The catalectic form of E is the ithyphallic, — v — v ——; this is
not found in Pindar or Bacchylides, but reappears as a Dfe
clausula in tragedy.

Other abnormal sequences occur occasionally in Pindar,
especially v v — at the beginning of a period.

Bacchylides’ fifth ode is unique in that in three places in the

strophe X — o — responds with — v —. In each case one form or

the other becomes constant after the first triad. Another
remarkable irregularity of responsion perhaps occurs in his
Asine Paean, fr. 4.70, where dpayvdv icrol wérovrar
(vv———v——) ~ mabikol & Tuvor pAéyovrar (E-).7

Aeolic

Most of the poems that are not D/e fall into the aeolic category,
so called because of the part played in it by the asymmetrical
cola, particularly g/ and gl ¢ and 7, ph, r, dod, and dod”
(00—vuv~-). The aeolic base is now 0O, with the first
position resolvable, so that a glyconic, for example, may take
the forms

— v
s — —v T U
A A

v —

The v — form is not found in responsion with the others. A
double-short form v v — v v — v — does occur, but again, not in
responsion with any of the others, and this variant seems

7 There are two apparent parallels in tragedy (see pp. 65f.). Possibly all three
passages are corrupt.

‘ﬂ
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to have taken on an independent identity. Similarly
vu— X —vu—andvu—vu——,
Pindar also admits resolution later in the colon, e.g.

Y U U U WY U N WY U WY U U X —v v —

Occasionally he admits contraction, as —v—oo— (dod”).

A few of the simplest poems are immediately analysable in
these terms. Here is the first strophe of Pindar’s Fourth
Nemean:

ép?afzg eSdpooitva, méveov kex' putévey i dod”||
farpss at 8¢ sddal . _ t]
Moiodr Odyar pes oidai 9éNEdy v dmrdpevar.  17{ gl
0088 Bepuov Bdwp Tégov ye parbaxa Tevyel gl

5 yvia, T6000v €BAOYIR PpopuryyL cuviopos. gl il
prua & épypdrav xpovidrepov BloTeder, glrll
81 ke ovv Xaplrov toxa gl

yAdooa ¢'pevos ééédow Pabeias. tia, |||
The final iambic metron is something we have met before as an
appendage to an aeolic colon. In these poets it appears in a
great variety of forms, not only prefixed or suffixed to an aeolic
colon but in independent sequences. Here and there we also
meet vu—v— and ‘dochmiac’ units (cf. p. 56), v——v—
(5, dochmius), —v—v— (k8, hypodochmius), X —v—v-—
(k8, dochmius kaibelianus).

Most aeolic poems are more difficult than the Fourth
Nemean. The opening of the strophe is usually easy-to analyse,
but having stated an initial ‘motif” the poets often proceed-to
develop and embroider it as the strophe or triad continues,
producing sequences which appear bewildering when we look

" at them in isolation and try to label them, but which are-easily

derived from what has gone before. Their etymology is more. -
important than their definition. Addition or subtraction ofa

_syllable may transform an aeolic colon into one in symmetrical

rhythm. For example, in Il. 3-5 of the strophe of the Sixth
Nemean, a resolved glyconic vu v—v v —u v is followed by
—vu—uu—uuv— (the resolutions vv at each end being
replaced by —v and v-), then by vv—ve—vo— plus
wuu—yw—v— (lekythion, produced from the glyconic by
reducing the two shorts in the middle to a single anceps), and
then by vu —— v v — v v — (again a variation on gl).
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Bruno Snell’s method of setting out the metrical schemes in
his edition of Pindar helps one to follow these mutations, the
principle of which he was the first to grasp. So far as possible he
arranges related sequences in vertical alignment so that their
kinship is apparent to the eye even when it cannot be indicated
by the accompanying descriptive formula. He uses bracketed
symbols for mutant forms: e.g. ——— v v —u v —, as a variation
on a glyconic, is noted as (gl). This does not define the colon,
because the same siglum elsewhere may stand for —— — v — v —
but-it interprets it.

>

Tambic : ,

A few odes are almost wholly composed of iambic metra, with

only isolated cola of other types: Sim. PMG 541; Pind. 0. 2 and

fr. 75; Bacchylides 17 (* Hifleot).® :
The forms of iambic metron used are:

unsyncopated syncopated
2 > WA
—vuv v — —_ W

w— —

—— (period-end only).

Not more than two unsyncopated metra occur in succession.’
The different forms are so juxtaposed that sequences of four
short or three long syllables are generally avoided.
A dochmiac unit may appear: v ww —o v (8, Pindar only,
WA

beginning period); ww v —uwu(h8); or ¥ _ _ _ (kS, with.
biceps/anceps in Bacchylides, only at period-end). At period- )

end a trochaic metron —v—— (#, as it were a catalectic
hypodochmius) may also be found.

Pind. 0. 2. 1—4:

Avafigﬁép;ityygg duvor, wa tr||

ANl R L i P SN ¥

Twa Bédv, 7iv’ fpwa, Tiva 8 dvSpa —

193 u"‘,*.u — . - oo .
_ keAadnoopev; 8 2,1a™  ial|

. ’
5 - CUOOHEYS S g
nrot Ilica yiev Ads *OXopmriada 8
3 _— € ) V4
_ €oracgey "Hpax'Aéns

a 2,14 1a 1al|
2 v N Py -
ax'polliva moAéupov.

Aa ial|

® Simonides and Bacchylides have a brief dactylic burst in mid-strophe. Pindar c

fr. 75 is freer in technique than the other poems.
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Bacchylides 17 is noteworthy for the fact that at eight places
the metrical scheme admits responsion between syncopated
and unsyncopated iambics, mostly between ww v —~and o — v —.
This proves that they were equivalent in time-value., the length
of the suppressed short being added to one of the adjacent longs
to make it a triseme.




V. THE LYRIC METRES OF DRAMA

THREE distinct modes of delivery were used in drama: recita-
tion without music, recitation with music (mapaxaraloys,
commonly called ‘recitative’), and singing.! Although there is
some uncertainty over the borderlines, we can in general
distinguish clearly between those parts that were sung and
those that were recited. The recited parts are always in stichic

metres, or in extended periods of uniform rhythm correspond-

ing to the rhythm of stichic metres; the sung parts were
normally in non-stichic metres, mostly strophic. ,

This chapter is mainly concerned with the metres of the sung
parts, but first we must deal with the ‘extended periods of
uniform rhythm’, and with a special category of stichic verse
characteristic of comedy.

Marching anapaests

‘T'wo kinds of anapaestic metre are found in drama: marching
anapaests, and lyric or sung anapaests. We are here concerned
with the first, which is much the commoner of the two.
Anapaestic metra (as described on p. 29) come in long runs of
irregular length, with catalexis at each period-end.? These
runs are conventionally set out as dimeters with isolated single

metra here and there, but the division is arbitrary, as syna-

pheia obtains throughout until the catalexis. There is normally

caesura after each metron except the last before the catalexis;?

where there is not, it occurs after the first short of the next
biceps. A. 4g. 60—7:

60 obrw & Arpéws|maidas 6 kpeloowy |
ém’ Aleédvdpwr | méumer Eévios |
\ 4 3 \ on
Zevs movavopos | dupl yvvawds, |

! See A. W. Pickard-Cambridge, The Dramatic Festivais of Athens (2nd edn., 1968),
1564%

2 Occasionally period-end without catalexis (though not short open vowel in the
last position) occurs within the run where there is a sense-pause, especially in
emotionally charged contexts.

® And even there in two instances out of three.

-
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moAa madalopara | kal yuoBapd |
yévatos roviaiow | épeibopévou |
65 Swaxvarouévys 7’| év mpoTedeios |

kduokos Ojowv| davaoicw ||

Towal & opoiws]| ...
62 and 63 each show resolution of the second princeps as well as the
first (“uvu=uwu). 64 shows the caesura delayed by the ome
short. 66 has period-end with no syntactic pause.

In comedy anapaestic runs sometimes follow on from pas-
sages in anapaestic tetrameters.

Iambic and trochaic runs
Similarly, in Aristophanes, excited dialogue in iambic or
trochaic tetrameters sometimes culminates in a prolor}ged
burst of metra in the same rhythm, anything from ten to sixty,
with unbroken synapheig down to the final catalexis. .They are
known as systems or wviyn, ‘breathlessnesses’. Here is a short
example, Nub. 1443—51:
@EI. iy unrép’ Gomep kai o¢ Tvrtiow. XT. 7 ¢is, 70 ¢rjus ob;
7008 Erepov ad peilov kaxdv.::7l & 7y éxwv Tov GrT@
Adyov ge vikfiow, Aéywv
v unTép’ Ws TimTEW Xpewv;
207l 8 Ao ¥’ ), TadT v wohis
* 000év ge kwADoer oeavTov éuPalely

els 76 Bapaldpov pera Zwrpdrovs

Kal TOv AGyov TOV NTTW; L )
Resolution occurs (as here eis 70 Bapafpov); so doeés id‘('juble
short in anceps or short position (pera-Zwxpdrovs). As with
anapaests, such runs are conventionally set out as dtmetefs.
The phrasing is often of dimeter length, and in the trgg@;g _
there is actually regular caesura after each dimeter (contrast
ov8év—_EuBaleiv above).

Comic dicola

In Old Comedy a number of verses compounded from two
simple cola were used in stichic series for choral addresses and
for dialogues in which the chorus played a large part. We shall
omit here those attested only in fragments and deal with the
three occurring in Aristophanes’ extant plays.
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. The eupolidean (Nub. 518-62, and many fragments of
other poets) has the scheme
ooy X —vu=1%o—x —u—|l gl
In each colon the first position is usually long. When it is
resolved, the second position is always short. Nub. 537—40:

s 8& odppawv éori ¢vo-e¢ | oxéipacd’ titis mpdiTa pév
ov&sv HABe pal/la,u,evn | oxcirvoy K(10€L[.L€VOV,

epv@pov e d drpov, mayy, Tois | wadlows &’ fu yédws,
008’ éoxwipe Tovs padakpovs,|oddé kdpday’ eidkuoev.

2. In Vesp. 1528-37 (and fragments of other poets) we meet
the form

X —vu—uvu—- X '—u—u*—”

x D x :ith]],

which combines in one verse the cola of Archilochus’ epodic

strophe x D ||k ||| (p. 32):

oTpofe, mapdfaive kixAwt|kal ydorpioov ceavrdy,
pimTe grédos obpdviov: | BéuPikes éyyevésbuwv.
KaDTOS Yap 6 wovTouédwy | dvaé marip mpocépme
nabels émt Toiow éavrod | Taral, Tois Tpdpyors.

3. In 248—72 of the same play Aristophanes has used the
combination

X —v— X ——u—E—u——u——”

2ia : ith||

T
TOV TAOY & TdTeEp maTeEp | TouTOVL PpvAafai.

A. SONG: PRELIMINARY REMARKS

The arrangement of strophes in the sung parts is not the
repeating AAAA... or AAB AAB ... which we have met up to
now (except that in a few places in satyric drama and comedy
we do find a short, simple stanza repeated three or more
times). The usual pattern is AA BB CC..., sometimes with a
single epode ending the series, occasionally with a non-
responding strophe preceding the responding pairs (proode) or
among them (mesode). More elaborate arrangements occur
occasionally.

When a strophe is divided between different singers, or

~
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between singer and chorus, it is an almost invariable rule that
the antistrophe will be divided at the same point(s), though not
necessarily with the same sequence of voices. Often there is
complete symmetry between passages of which only parts are
sung, as in S. A4j. 348—429:

str. A::2 iambic trimeters::
ant. A::2 trimeters::

str. B::trimeter::trimeter + exclamation::trimeter::
str. C::2 trimeters::

ant. B::trimeter::trimeter + exclamation::trimeter::
ant. C::2 trimeters::
str. D::2 trimeters::
ant. D::2 trimeters.

No doubt the musical accompaniment was continuous. In
comedy a noteworthy feature of the parabasis is the ‘epirrhe-
matic syzygy’, in which a strophe and antistrophe are each
followed by an equal number of trochaic tetrameters, either
sixteen or twenty.* These must have been in recitative, and the
regularity in their number must reflect a fixed pattern either of
movement in the orchestra or of permutations in the pipe
continuo.

Occasionally in tragedy, and often in comedy, strophe and
antistrophe are separated by a scene of dialogue, or even more.
In Aristophanes’ Peace there occurs a double reprise: 346-60 ~
38599 ~ 582-6o0; while in Av. 1470—93 ~ 1553— 64 ~
1694—705 we have AA CALCA, and in Lys. 1043 7
1189—215 AA ... AA. .

The metrical analysis of dramatic lyrics is sometimes easy,
sometimes very difficult. The aim is always to identify the
metrical category, define the limits of periods, and explain -
their structure in terms of cola and variations paralleled

_ elsewhere. Difficulties arise particularly because the dramatists

sometimes combine different metrical types within the limits of
a single strophe; there. may be ambiguities and unusual
variants. As no strophe (in tragedy) occurs more than twice,

¢ Ar. Ach. 665—718, Eq. 551=610, 1264—315, Nub. 563-626, Vesp. 1060121,
Av. 737-800, 1058117, Ran. 674—737. In Pax 1127-90 the epirrhemata have a
seventeenth line which is a trochaic hexameter catalectic. In Lys. 614—705 there is a
double syzygy with two strophic pairs and four epirrhemata of ten tetrameters each.
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period-end is only fitfully revealed by a hiatus, brevis in longo, or

anceps wuxta anceps. Textual corruption is frequent, and when it

destroys responsion between strophe and antistrophe we some-,
times have no way of knowing in which of the two, if in either,

the true metrical scheme survives.

All good modern commentaries contain useful metrical
analyses, often with detailed discussion.’ Analyses for all of
Sophocles can be found in R. D. Dawe’s Teubner edition, and
for all of tragedy in A. M. Dale, Metrical Analyses of Tragic Lyrics
(Bulletin of the Institute of Classical Studies, Suppl. 21, in three
parts, 1971—83). Many passages are discussed in her book T#e
Lyric Metres of Greek Drama (2nd ed., 1968).

B. IAMBIC AND TROCHAIC

Lyric iambics are built up from syncopated and unsyncopated
metra (cf. p. 46) mostly grouped in dimeters and trimeters.
They are particularly prominent in Aeschylus.

The syncopated forms of metron are sometimes called cretic
(=v— ), baccheus (v——, ia,), and spondee (--, ,ia,).
Note that ,ia + ia makes up a lekythion, while iz + iz, makes
an 1thyphallic, which functions as the catalectic of the lekyth-
ion. A. Ag. 184—91:

\ 0 ¢ \ T 7
kat 760’ 7yepww 6 wpéo- Ik

Bus vedv Ayaiixawv, kA

4 3 7 :
pavTw ovrwa géywy, k|
éumaiots TixaigL gupmvémy, Aay kL
= Y o e L . . .
€07’ dmlol@ xevayyei PBapi- A4 a1

vort’ Ayatixos Aews, k||
Xalxidos mépav Excv k|
madippdybois év ADABos rémous. w, ki

Aeschylus has a strong preference for short syllables in all
anceps positions (except final anceps).. A long anceps in the
strophe is usually repeated in the antistrophe. He is very
sparing with resolution, except sometimes in unsyncopated
dimeters and trimeters, e.g.

® By ‘modern’ T mean those published in the last fifty years or so, especially by the
Oxford and Cambridge University Presses. The analyses in.Jebb’s Sophocles series, for
instance, are antiquated.
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Eum. 385 driera udpevar Myn ~ 393 So8évra Tédeov; Emt 8¢ por.
Sept. 850 adroddva diuopa Tédea Tdde wdly. 7i dd;

This goes far beyond what he allows in dialogue trimeters.

In the penultimate verse of the strophe he often introduces a
variation of thythm, such as a dochmiac or dactylic colon, or a
choriamb (—v v —) or two. The final colon is often an aristo-
phanean (-vuv-uv-—-), or sometimes a pherecratean
(Co-vu——).

Sophocles does not use these clausulae. He admits long
anceps somewhat more frequently than Aeschylus (or Euri-
pides), and is a little freer about syllable-for-syllable respon-
sion, e.g. OT 194 Gmovpov €ir’ els péyav ~ 207 Apréuidos aiyds
Edv als. '

In Euripides’ later plays, especially in solo arias, there is a
tendency towards a more fluent forward movement, overrun-
ning the bounds of the trimeter. This process manifests itself
especially in the proliferation of trochaic phrasing. Aeschylus
and Sophocles had occasionally divided their iambic sequences
in such a way that a trochaic or other pendant colon appears,
e.g. Eum. 505-7:

LI Sty A I S

Méw Dméduoly T€ pdxbuwv,

b 4 3 3 4 7 V4 — ~
axed 1’ 0d BéPara réuvwy pdrav wapryyopel,

= 2ir| 2lk (dovetailing of Ik 2ia [k). But in Euripides’ Helen we
suddenly get this (167—78): e L

WT-G’p;;(i)g;(;jOL veavides, Ik |
mapBévor Xbovos wdpar Ik |
Zepijves, €l éuois ydois 2ia |
170 uddowr’ éxovoar AlBuv wa al
- dwTdv 7 cipiyyas 7 Ik|
oputyyas, aliivorot d—ultr|
Tois éuoiot glvoya Sdxpua, tr|ir|
mabeor mabea, péleot pélea, trlir|
Movoeia Opyripact Evvwida d=vld=v|
175 méupere Pepoédacoa d—=vl#r|
dévia, xdpiras &’ éml Sdrpvot tr|tr]
map’ éuéfev o uédalbpa viyia tr|r|
mawdva vékvow SAopuévors AdfBe. =kl
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From rois €éuoioe onwards it is a real wviyos; no pause is
possible, and the many resolutions add to the sense of headlong
flight. The trochaic word-divisions (matched in the anti-
strophe) help us to mark time, but also mean ‘no pause yet’. If
we disregarded them we could treat the whole passage as
composed of iambic metra; but we would be missing the
essence. In notating trochaics we are not taking the passage out
of the iambic category. It has to end iambic. (The only kind of
‘trochaic’ ending normally admitted is v—v —|—uv——]||, and
this is not the outcome of preceding trochaic rhythm but a
peculiar type of period-close also found in Simonides, Bacchy-
lides and Pindar (p. 46).)

The syncopated Movgeia in Hel. 174 responds with 67t wor’

édaxev in 186, i u. The text has been suspected but we found
responsion of syncopated with full metra in Bacchylides, and
there is a handful of other apparent examples in Euripides and
Aeschylus. These are, however, disputed by many scholars.

In tragedy trochaic movement, where it occurs, develops in
the course of strophes that begin with iambic (or at least blunt)
cola. In Aristophanes strophes frequently begin trochaic and
continue trochaic, with blunt cola only at period-end. His
iambic lyrics are typically simple and straightforward. He
makes little use of syncopation except when parodying tragedy,
though he does have a certain fondness for beginning a
trochaic period with ,ia,, generally setting it off by word-
division, as in Lys. 658 £,

Tabr’ odv| ody UBpis Ta 7Tpa‘yy,0.7 éoti
7oA | kamiSboew ot Soxel 76 xpipua udAdov.

Dactylic cola (mainly D) and dochmiacs appear occasionally,
as do choriambs and aristophaneans. Choriambs sometimes
respond with iambic metra, as in Anacreon (p. 40, cf. p. 8).

Various other freedoms of responsion occur in Aristophanes,
especially where strophe and antistrophe are at a distance from
each other. There may even be several extra metra in one or
the other. In some passages a trochaic metron —v— X re-
sponds with —v X «, e.g.

oy o ey
Vesp. 1062 xai kat’ adro TodT0 uévov dvdpes dAriudTaror
R ey = vy -
~ 1093 ToUs €varTiovs mAéwv ékeice Tais TpLipecwy.

-
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Aristophanes seems to be retaining only one effective princeps
in each metron, letting the second be anceps (but then keeping
the following anceps short: —v X v, not —v x X ). In other
words he is contenting himself with a sketchier definition of the
rhythmic pattern than usual.

C. CRETIC-PAEONIC

The term ‘cretic’ (p. 39) is here qualified by ‘paeonic’ firstly
because of the frequency in drama of the resolved form — v vu
(rarely vu u—); called by the metricians ‘first paeon’, and
secondly to differentiate it more clearly from the ‘cretics’ which
appear by syncopation among iambics, and which I have
designated ,¢a. Whether an absolute distinction between ¢r and
Jta can be maintained 1s questionable in view of some Aristo-
phanic phenomena, but cretic stands out clearly enough as a
category distinct from iambic.

In tragedy it scarcely occurs. The only wholly cretic strophe
is A. Supp. 418—22 ~ 423~7; the following strophe begins cretic
but turns into dochmiacs.

- Aristophanes uses cretics particularly in his earlier plays.
Periods are of various length, at least up to thirteen metra, but
commonest is a tetrameter of the form er™ ¢ cr~ er||. Ach.
978-81:

11-137'5#&7?1 wdvr’ g‘ﬂzﬂg Tndé ye mopilerar.

oddémor’ e‘yw Ho)le‘u,ov oikad’ vﬂ'oBefoy,ac, <
ov8e wap’ éuol moTe 7OV Ap,uo&ov avoetas” -
Evykarakdivels, §tu mapowos avip épv.

981 The third metron is unresolved.

The recurring sequence of three short syllables between, "ngs is
a distinguishing mark of this metre. : '

In several places Aristophanes passes from cretics into
trochaics or vice versa, or mixes them up, or has a (resolved)
cretic in responsion with #. This close relationship might
suggest a rhythmic value — v _I for the comic cretic; but that
could not resolve into — v vu. In fact it seems to be just this
paeonic form that has the special affinity with the trochaic
metron, as if — v X v was the essence of trochaic rhythm so far
as comic song/dance was concerned.
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D. DOCHMIAC

This metre is typically tragic; examples are found in every ,

extant tragedy. Their tone is always urgent or emotional.
There are examples in satyric drama and Aristophanes, but at
least some of these are paratragic. Outside drama dochmiacs
scarcely occur.

The basic rhythm is v ~ — v — But any of the three longs may
be resolved, and either of the two shorts may be replaced by a
long (‘drag’). Consequently the dochmius may appear in a
bewildering variety of guises. (And this is just the normal
dochmius. Wait for what comes next.) However, some varia-
tions are much commoner than others, especially v uvo—o —

and —uwu—-ou—. A, Sept 79—82:

~ A) Ve 7
pebeirar oTpatos | orparémedov Avrdov: |
80 pet moAvs 88e Aews | mpdSpouos immdras: |
aifepla kévis | pe melber paveis’, |
» \ b4 b4
avavdos cadms | éTvpos dyyelos. ||

(The first metron of 8o has two resolutions, —vu uvu U )
Metron-end more often than not coincides with word-end (as
in the above lines throughout). Responsion is usually exact; the
form of dochmius used at a given place in the strophe will
normally be not very, if at all, different from that in the
antistrophe.

The following rare abnormal types of dochmius occur here
and there:

A catalectic form o v ——.

A hypercatalectic form v v vo v ——,

The ‘dochmius kaibelianus® (£8) x ww o wwo—.

The ‘hypodochmius’ (48) — v wv U w6 '

Forms with double for single short, v o—wvuwe or
vww —vov—; these may apparently respond with normal
dochmii.

Dochmiacs are closely associated with iambics, and often
appear in conjunction with trimeters, dimeters, lekythia, and
other iambic units, especially cretics and bacchei. A. Ag.
1136—45:

Qo R

¢In PV 576~595 —v-—-u-— apparently responds with v——o—

=
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KA. i i radaivas kaxémoTpor Toyar & erver|
AY A 3 Al -~ V4 3 I4
76 yap éuov Bpod | mabos émeyyéar. 18|
mwoi 87 pe 8ebpo Ty TdAawav fyayes sal|

0v0év mot” €l uny EvvBavovpévmy; T{ ydp;  3ial|
X0. ¢pevopais Tis i, | Beopdpnros, dudt &
avtds Opoeis 8]63|
vépov dvopov, | ofd Tis | fovba “er™er| e, ||
axdperos Pods, | ped, Talatvais Ppeciy 8| zer||
Trvv "Irvv orévove’ | dudifari
kakois | andwv Blov.

5[31all

Note here the Attic vocalization of the trimeters (fyayes,
-uévnv), which suggests that Cassandra momentarily settles
into spoken delivery; and the total resolution of one cretic,
which shows that these are ‘genuine’ cretics, not syncopated
iambics. Short sequences of cretics or bacchei occur here and
there, as do dragged cretics (—o—). ¢r 8 and § ¢r (cr), also ia &
and 8 ia are common combinations. Dimeters of the form
v v v wu v —u— are also common.

Less often we find anapaestic, dactylic, or aeolic cola in
dochmiac contexts; also —vv—-vu—o— (which can be
regarded as a dactylically expanded form of dochmiac
_\J\J‘U_) and (uu—) VU uvuU— T in Euripides also
anapaestic metron or dimeter + iambic colon (ia,, ia, pe, Ik, 2¢7).
Euripides presents many complexities in the plays following
Andromache, when his dochmiacs become predominantly
astrophic and appear in long arias and dialogues that abotind in _
difficulties. Here is a manageable example, Or. 14_0—52 - '

XO. oiya o‘Lya AemrTov i ixvos apPiras
tilfere, pn kTumeir’
HA. amompo Bar’ éxeic’,| dmompd [.LOL KoiTas.
XO: Bov, ﬂezeo‘uae
HA. & &, cipiyyos Smws mvod
AemrTod 8évakos, & | diAa, dawer po.
) . 2
XO0. & arpepaiov ws | dmdpodov $épw | Poav.
HA. vai, oUrws.
/ 7 Ve > k] s
raTaye kataye, mpéaild’ | drpéuas,
arpéuas 0
Adyov amddos éd’ 67i| xpéos éudderé more: d18]
Ié A AY | Qs 3 7
xpovia yap meoaw |68’ edvdlerar. 8|8l
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145 & & ov- responds with 157 dAeis €/, and this determines that itis a
baccheus. 4 & could be scanned v —, but the first position may be

dragged. 148 Hiatus after the interjection val. 149-51 Verylong
sequences of short syllables are most often resolved dochmiacs. Test’

by counting offin eights v vu v w LU),; and look for correspondence
of word-end and metron-end. If the sum does not come out right,
try an iambic dimeter (vwvvuwuvuuu—) or cretic
(uu () yu) + dochmius.

Lengthening of a syllable by stop + liquid is infrequent in

dochmiacs. If in doubt, prefer the short interpretation.

E. AEOLIC

Pure aeolic strophes are uncommon in Aeschylus. There are

several in Sophocles, and they are especially characteristic of °

later Euripides, where they often have an almost hypnotic
effect in their rhythmic homogeneity. Phoen. 202—13:

Tvav ofdua Ahmrods’ éBav wu—vu—u—| g

ax po@wm /Iofw.l, - X —vu—u—| 4]
Dowicods dmd vicov ———vuv—o1) pr||

Doifwr 800Ad peAdfpwy —— X —uvu—| #

W’ ¥mo Selpact vidoBdlos wwu—vuoov—| gl
Iapvacood xatevdalny, ———vu—7] ph|

"[éviov kara wévTov éAd- vUU— U U= U TT glj = hi|

TaL TAEVGAcA TEPLPPUTWL —|=—vuvwv-{] g A

o P
Umép drapmioTwy medlwy vou— X —uvu—| gl

2ikedlas Zepipov mvoals wu—vu—u—| 4
(nmedoavtos év olpavdr ———vu—u—| 7]
kdAAtoTov keAddnua. ———uvu—|] y2all

The metrical scheme shown here takes account of variations in the
antistrophe.

As the example shows, Euripides often admits resolution, most
commonly in the part of the colon that precedes — v v —. Where
this consists of two positions (O O), the resolved form is
normally v v o (which may respond either with — o or with

—). Where there are three positions, as in #’; the resolution is
X wu v. Where there are four, as in g’ the ordinary pattern is
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oo o ww g, but the following also occur: —wu— X, —wvo oy,
ww u — wu. The longs of the choriamb, and the final long of the
glyconic, are also resolvable, and we have to be prepared
for “such apparitions as o—vovu—vuw (lon 138),
[V RV IVE_EVIVRVE VW] (Ba 427), (SR VRV I RV VeI (lb 905)
Occasionally Sophocles and Euripides drag the ending of a
colon which normally ends in — v —, making it — —— (the longs
cannot then be resolved). A dragged ending may respond with
an undragged; but exact responsion is more usual, as with
resolution.

Exact responsion is also the rule with anaclasis (#, gl etc.),
though there are exceptions, e.g.

S. Tr. 960 ywpeiv mpo 8opwv Aéyov- i
~ 929 7{ xp1, davévra v 7 i

Here and there we find sequences that cannot themselves be
called aeolic but seem in their context to be derived from aeolic
cola by contraction of two shorts into a long.

S. Ant. 1137f.  7av & maodv Tipais X——=Z— (#™)
dmeprdTay méAewy X —X—vu— {~

E. IT 1125f  oopllaw & S knpodéras ———v-vou— gl”
kdAapos odpelov Ilavés wow———"— (gl7)

Longer cola are sometimes created by dactylic or choriam-
bic expansion; the choriambic type is particularly Sophoclean
e.g. Phil. 7061t 1 .

0d ¢op/3av lepds | yds 0'7TOPOV odx Ay gl°| "\ wins dragged

alpwv Tav veudueat’ |avep€s aApyoral,  gl| [ close
710 wAnw é§ wkvﬁo)\wv lel mote ’rofwv phe| S
wTavois | tois (LVUO'EL€ yaoTpt ¢opBav Jda, Hiag] -

& peréa z,[;vxa dod || (dragged) Gl

715 s und’ olvoxdrov|mdparos olly Sexérer

xpdver, gl%|
Aeboowv & Smov | yvoin oraTov els Bdwp  1a|tl]
alel TpocEVHNA. ||l

Note the word-divisions at —vv—|—vo— (cf p. 34).
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F. LYRIC ANAPAESTS

Lyric anapaests are distinguished from marching anapaests

(p. 48) by the following features:

1. Doric dialect colouring (in tragedy and tragic parody).

2. The frequent occurrence of dimeters without word-
division between the metra.

3. Much contraction of bicipitia, so that the acatalectic
dimeter very often consists of eight long syllables, and the
catalectic of seven.

4. The admission of catalectic dimeters anywhere, even at
the beginning of the song, and the frequent occurrence of two
or more of them in succession (even a catalectic monometer at
E. Alc. 93). One would expect each -of them to make period-
end, and there is sometimes hiatus. (But elision at E. Tro.
129—corrupt?) '

5. The admission of acatalectic dimeters in final place.

6. The admission of sequences of four shorts (biceps+
resolved princeps, or the other way round).

7. Admixture of non-anapaestic cola (especially dochmiac),
or definite change to another rhythm.

Here is a specimen. E. Jon 154-6g:

W—

éa éa-
~ y 7’ 14

doiro’ 10n Aeimovely Te

mravol Ilapvaceod kolrds.

avdd pi xpipumrew Opuyrols catalectic f)\ilcegs
8) 3 — Ve ar
und’ eis xpooipess olicovs: contracted

paphe o’ ad Téfois & Znvés }no cacsura

Knpvf 8pvibewy yap.g[n])\ms

loXDV vik@dv.—G68€ mpos 0v,u,e/\ag

aMos épéaaer kxvos* ok dAAL

¢owmo¢a1] 7600 KLV'r]creLg,

0v8év ¢’ @ (]Sop,uvyf a @mﬁov no caesura;

cUupodmos Tétwy icavr’ v fully contracted
P ; acatalectic

mapaye wrépvyas, Nuvas éniBa tas AnlidSos ” period-end

aL(uafeLs, el un melone, }catalectic;‘

7as kaA\pBdyyovs didds. fully contracted
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In tragedy lyric anapaests are practically confined to mono-
dies and dialogues in which an actor sings. It is Euripides who
makes the greatest use of them-—most extensively in certain
plays of his transitional period (Hecuba, Troades, IT, Ion). Like
spoken anapaests, they may accompany entrances and peram-
bulations. The repeated catalectic lines suggest disturbed,
halting progress, Alternation between sung and recited ana-
paests is easily made as the emotional level fluctuates.

Different use is made of the metre in comedy. There is freer
use of proceleumatics (v v vv), mostly marked off by word-
division, as in Ar. Ap. 3281{.:

Ve b k] 4 s 3 3 7 a A
mpodedduet’ | avdoid 7’| émdBopev- | os yap
s 2 13 e / 3 £ -~ 3 7 7 > < ~
pidos 7 | 6udrpodd 6 | juiv|évéuero | medla map’ | Huiv,
wapéBn uev Becupods dpyaiovs xrA.

Occasionally we meet cola of odd lengths: a pentapody in
Ach. 285,

Lo 2 ’ 2 Al ,
o€ pév olv kaTtalevoouer & piapa kepaid,

and in Lys. 478-83 a tripody followed by a length of eleven feet
(13| 5% metra). Presumably the chorus took an odd number of
paces in each of these cases. In tragedy we have a proceleuma-
tic tripody at E. IT 232, ér Bpédos, | €t véov, | &€t BdMos.

In five places [O v u|S oo, a pair of proparoxytone tri-
brach words, generally in anaphora or syntactic parallelism,
appears to take the place of an anapaestic metron: A. Pers. 985
éumes élimres ~ 1000 éradov éragov, E. IT 213 érexev e”rpeqSev, :
220 dyapos drexvos dmolis ddidos, etc.

In Ar. Av. 327-85 ~ 34351 the first part of the strophe is
unequlvocally anapaestic, but the latter part shows the i irregu-
lar responsion -

(34_9)*uuu—uuui—-uuu|

(333)—"uuuluuuvluuuu[
uuuuluuuuuuuu] —uuvl—uuu*uuui
—uvuuu—luuuuluu—[” —uuvl—u—l—vvu—u—”l

In other words the anapaest (proceleumatic) becomes inter-
changeable with the cretic (paeon).

—_—

G. IONIC

“Ionics are commonest in Aeschylus. They are occasional in

Sophocles, Euripides (who uses them especially in the Bacchae),
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and Old Comedy. The ionic hymns sung by Agathon in Ar.
Thesm. 101—29 and by the Initiates in Ran. §23—53 reflect an
association of the metre with devotional cult. This will account>
for its prominence in the Bacchae; but at the same time there
may be here a sense of the Asiatic. Some cults in which ionic
songs were sung were of Asiatic provenance (those of Adonis’

and Cybele), and it is often held that the ionic lyrics in- -

Aeschylus’ Persae are meant to have an exotic flavour.
Straight ionics (v v —— v v ——) predominate over anaclastic

(vo=v—uv—— rarely vv— X —v—-). Responsion between
the two is seldom found. :

Quite often instead of v v —— we find a short metron v v —
(t0,). A. Pers. 68—72:

Awodéopwr axediar mopluov duelpas 30|

Abapavridos "EXas, 0, 10}

moAbyoudov 6diopa {vyov dudiBaiaw

avyéve movTov. w0, 10 10, 2t0|||

i, cannot respond with 70, and there is no ground for the
assumption that it was equal in duration (with a double-length
long position).

Contraction (oo —(-)) is confined to the beginning of the
colon, following word-division. Contracted responds with un-
contracted only at Pers. 696 ~ 702. Late in the century we also
find the initial double short replaced by a single, as E. Phoen.

15391

i 1’ & maphéve Baxtpeduac Tvg' Aot modds dyayes és pévs
Aexnpn oxotiwy ék Badduwy kTA.

‘Agathon’ in Ar. Thesm. 101 ff. and Euripides in Phoen. and
Ba. admit the resolutions v v wu— and v ou— oo, The latter
several times responds with v v ——.

Occasionally we find a ‘hypermetric’ long syllable at the
beginning of the period, e.g. S. O7T 483:

Sewa pév odv, dewa Tapdaoer codos olwvobéras.
When the extra syllable is prefixed to an anaclastic dimeter,
the colon is formally identical with "7z, —vo—uv—0u——; we

had the same thing in Anacreon (p. 42). A variation of the
opening —vu——1is X —u——,

IONICG 63

The strophe may end with a catalectic or acatalectic ionic
metron, or a hypercatalectic one (vv———or vu—uv—-), or
with vuv—-ov—o—, or with an anaclastic dimeter
vViVu— v — U — —,

Several tragic passages are capable of either ionic or aeolic
interpretation, e.g. S. 4j. 628-34 (the strophe has begun with
ia glia he|ith|| dod||):

008’ olxtpds ydov Spviflos dndods Vil or 310||
d 4 bl 3y o 7
foeL Sdopopos, AAX’ S€urdvovs
uév @idas | 200 vu—u——|
Opmicer, xepémAnrror &’ ph| 210 |
& oréproio megovTan ph] 20|
dobmor kat mohds duvypa yaitas. glia, |||  do 2i07 |||

As before, Aristophanes presents us with extraordinary
freedoms of responsion, especially in Vesp. 273—6 ~ 281—4,
290—302 ~ 303—16, where we find v v —— responding with
—v——orvv—u,and vu—with—ouv—,

H. DACTYLIC

Dactylic strophes usually contain some iambic elements. The
dactyls come in various lengths from 2da, upwards, but mostly
from four to seven metra. A. Ag. 104—21 ~ 122-30Q:

L VIVIRS SVS VIV Vv 6da, |
S VA VR v sda, ] s
il il bl Rt | sda, |l E
—vu——| iaj4daAlgdaA|
5-"|-vel-ve—oo| 4da |
—vu——|-vu—u] 2da, | 2da, |
_;_uu_luu_uu_|
uu—uu—uu——” 8daA]|
Rl VI VIV ia [ 4da, |
—==lev——li 3da, Il (D—1I)
IO—uu—luu—-'uu—uu,*uu——” 6ddA[|
X—u—u-u——l 2ial
—vv—vu=vo—=——| sda, |l

Note the frequent coincidences of word-end in strophe and
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antistrophe, indicated by the caesura-signs, and the contrac-
tions emphasized by word-end, contrary to Homeric habit
==1-=1-= avoided by Sophocles)

Sophocles and Euripides sometimes have longer periods
than Aeschylus, but then they are normally marked off into
tetrameters by word-division. S. £/, 129 ff.:

& yevéfAa yevvaiwv, 3da, ||
130 1Tixer’ e’p,of)v KaUATwY ﬂapapzfetov 4da|

oldd Te kat fvvinue 7d8’, o 7 pe 4da|

qbv'y'yava 008" é0érw 7TpO/\L7TELV 768€, 4da|

7) 00 TOY e,uov oTevaxew maTép a@z\wv 4dal

AN & mavrolas didrnros a[.LEL,BOI.LEVG.L

J_X%va, — =" gda|
135 €arép & drvew, 21, ||

aial, (kvobpac. pelll
129 Note the contraction. 130—5 All in synapheia 132 Correp-

tion in ¢vyydver. 133 Synecphonesis of pm o9, as often. 136 Hiatus
after the interjection.

134—5 illustrates the characteristically (though not exclu-
sively) Sophoclean trick of following an acatalectic tetrameter
with a colon which does not start on a princeps, so that we
have to change step. Cf. OT 171f. 4da| x4da, ||; El 125f
4da|gia.” This practice goes against the normal principle of
Greek metre that successive princeps positions are not separ-

ated within the period by more than two shorts or one long.
There are several examples in Euripides, especially at the end

of a strophe; so also in Ar. Nub. 288—go,

AN’ dmogeicduevar védos SuBprov gda|
dBavdras idéas emddpeba 4da |

-D |

Resolution of a dactyl to vo v v may occur in E. Andr. 490

THAeokdTwL dupaTt yaiav.

(maidd Te Ologpovos épdos Tmep ~ 482 davdorépas Ppevos

adrokparovs), and twice in Ar. Eccl. 1171 (-otAdio-Tipoue-
Airokara-kexvpevo-kiy' Aeme-).

In a couple of places hiatus occurs at the end of an
acatalectic dactylic tetrameter or hexameter, although the

7 When it is an iambic colon, it sometimes starts with a metron of the form — vu v —,
as if to deceive the ear over the transition.

>

=
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verse is technically in synapheia with what follows. This is an
indiration that these lengths were semi-independent units of
composition in the poet’s mind.

I. DACTYLO-EPITRITE

DJe (see p. 43) is absent from the genuine plays of Aeschylus; it
is used several times in PV, in the earlier plays of Sophocles and
Euripides (very little after 415), in Rhesus, and occasionally in
Old and Middle Comedy.

Like Simonides (p. 44), the dramatists use the ithyphallic
(the catalectic of £), both at strophe-end and elsewhere
(perhaps always with period-end). Sometimes the colon is
| —2th |, which could also be called | 2:a, | (just as — E = 2ia), but
it 1s convenient to use the notation which indicates that the
‘link-syllable’ is normally long. The catalectics of ¢ and X e,
namely —— and v ——, are also found, though rarely.

Colon-division often coincides with word-division, as in E.
Med. 410—20 throughout:

v W;);G[Z(T)V fepZorv | ywpoiat mayal, X D|—e—]
kat 8{xa | kal mdvra wdlw oTpédertar. e|- Dl
&VSpa'.aL p,év déAwa | BovAal, fev & 1—e]
0'UK€’TL 7TLO'TLS‘ &pdpe D x|
rav 8 euav| ebkdeiay Exew Proray |

oTpépovor duar el=D]—e—}
€pX€‘TaL | ripa yuvaikeim yéver cel-Ell - -
obrére Svorélados | paua ywaikas er. D -l

Within the period, ¢|—D and D|-D are more common
caesuras than ¢—|D, D —|D, word-break being more readily
admitted after the link-syllable when it is short. (DD
sometimes responds with D|-D, or ev|D with ¢|-D.)

Resolution early in the e-colon (ww o —) and contraction
early in the D-colon (-~ — v v —) occur occasionally. There is
no responsion of resolved with unresolved or of contracted with
uncontracted.

Abnormal cola appear in places, especially vv—v o — (| D)
continuing with v—X or v—-uv-Xx or dactylically
vv—(vu—). There are two apparent cases of the irregular
responsion v v — X —v —:
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PV 535 dAAd por 766’ éupévor ~ 543 EBLIG.—L yvoudr aéfne.
E. Andr. 1035 ktedvwwv parpos doveds ~ 1045 xal wpos
edrdpmovs yias. )

The text is suspect at Andr. 1035, but the metrical anomaly has
a parallel in Bacchylides (see p. 44).

The strophe usually begins with (x)D, but seldom ends
with a dactylic colon. (—)ith is the commonest ending; next
comes ‘double ¢ in various forms (x E—, E?  (e)ee, ec,).
Occasionally an aeolic colon may appear in the penultimate or
closing position in the strophe. Sometimes Dje strophes
modulate into iambic, or have iambic passages in them.

J- POLYMETRY

It has been mentioned that the dramatists often swing from one
type of metre into another within the limits of a strophe. The
greatest diversity is found in some of the long astrophic
monodies and lyric dialogues which are a feature of the last
plays of Euripides and Sophocles. The great advantage of
astrophic composition to the tragedian was that the words did
not at any point have to fit into a predetermined melodic
frame, while the melody could be shaped throughout to express
all the emotional nuances of the words. Polymetry was a
natural resource in these circumstances.

S. Phil. 1169—217 is a good example of the technique. It
begins in iambics, then turns to ionics in mid-sentence at 1175,
They continue to 1185. Then:

@I,  aial alai Saipwy dalpwv dméAw’ & rdAas: 3an |
3 4 7 IS ) /
& wovs mwovs, T ¢ ér’ év Blwe gl
Te0fw TOL peTémw TAAGS; &l
1190 & &évor, ENfer’ émjAvdes adbis. 4da, |
XO. 7{ péfovres dAoxdTwe gl
YYauaL TV mapos Gv mpoldaives; 4da ||

After a few more aeolic cola, dactylic tetrameters flow from
1196 to 1207 (one of them augmented to a hexameter,
1201-2). Here is the concluding part of the passage:
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Bl xp&T’ dmd wavra ral dpbpa Téuw yepl-  4dal
bovde dovdr vdos 767. hag”||
1210 XO. ¢ more; Pl marépa poredw. 2ia, ||
XO. woi yds; @I. és Aidov- Ja, e, ||
3 AY 3 V4 > ¥ lk
oU yap €v Pael Y éri. Il
@ méAis mAis maTpla, gl
aA 3 s r s 2 ’ 3 3 7 2
mos dv elgidoyui ¢’ abAds vy’ avip, E?|
. . 3 -
1215 8s ye cav Arav lepayv Afdd’ éxbpois elvD—||
éBav Aavaois dpwyds; hag ||
&7’ 0v8év elut. pelll

Tambics, ionics, anapaests, aeolics, dactyls, and dactylo-
epitrite—everything except cretics and dochmiacs.

We do not know to what extent different metrical types were
bound up with different musical modes, but it is probable that
the singers and accompanists of such passages had also to
execute harmonic modulations. These were a feature of the
‘new music’ of the second half of the fifth century.®

8 Cf. 1. Henderson in The New Oxford History of Music, 1 (1957), 393 f.



VI. THE LATER CENTURIES

THE lyric metres of drama and of other fifth-century poetry
(especially Pindar) represent Greek metre at its most elaborate
and difficult. Once one has achieved some understanding of
them, the metrical practice of the following thousand years is
comparatively simple to understand. Few new metres appear,
and those that do are easily related to existing categories. In
general the picture is one of simplification and narrowing.
Some forms of metre become stereotyped, while others, such as
dactylic lyric and dochmiac, fall into disuse.! Altogether lyric

metres play less of a role: poetic literature is increasingly -

dominated by the three main stichic metres, the dactylic
hexameter, the elegiac couplet, and to a lesser extent the
iambic trimeter. Here the metrician’s interest focuses on the
technical refinement which the best of the later poets display.

Considering the length of the period under review, one is
struck by the general stability of the scene and the paucity of
real innovation. But as the centuries rolled by, a fundamental
change in the Greek language began to take effect. This was
the change in the nature of the word accent. In classical Greek
it was a tonal or pitch accent, a feature inherited from Indo-
European. Each word (except for most of the appositives)
contained one syllable that enjoyed special prominence, and
this prominence was expressed not by stress but by enunciation
on a higher note than neighbouring unaccented syllables. The
tonal accent had no effect on the metre.? But from the
Hellenistic period onward the accent gradually acquired an
element of stress, and this led to a tendency to make accented
syllables longer and unaccented syllables shorter. The tradi-
tional clear opposition between long and short syllables began
to break down in the spoken language, and by about the third

" Outside drama, dochmiacs recur only in the Grenfell Erotic Fragment (C4 177), a
melodramatic aria of the Hellenistic period. There are four or five short uactylic pieces
from various periods.

? With the doubtful exception of one or two isclated and anomalous passages in

drama where short and mostly accented syllables stand in princeps positions. The
accent did influence the melodic line in astrophic song (cf. p. 66).
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century AD it seems to have more or less disappeared. For
anyone reciting

TAiéBev pe pépwv dvepos Kikdvesor mélaooev

in the altered pronunciation of that time (Iliothen me féron anemos
Kikonesi pélasen), the metrical pattern simply ceased to exist, as
it does in all modern Greek reading of classical verse.® A
continuing tradition of education preserved understanding of
classical prosody, and many poets went on writing more or less
correct quantitative verse. They continued to do so till well
into the Middle Ages; but it had become a very artificial
exercise. The linguistic foundations on which the whole edifice
had rested since prehistoric times had crumbled away.

The effect of accent on metre appears in three forms:

1. From the late Hellenistic period it is observable that some
poets, while writing in strict quantitative metre, seek or avoid
an accented syllable in certain positions at or near the colon- or
line-end.

2. From the third century AD we encounter some unskilful
verse in which the poet appears to have a definite quantitative
scheme in view, but offends against it, particularly by treating
an accented short syllable as long or an unaccented long as
short.

3. In the fourth or fifth century new forms of metre come
into use, at least in the Church, in which only accents, not
quantities, are regulated.

A further general phenomenon that deserves remark in verse:
of the Imperial period is the weakening of synapheia’ in
unsophisticated poetry. After Lucian we never find synapheia
between successive lines of verse. Even cola within a line are
sometimes treated as metrically independent. Unskilled. ‘writers
more often leave hiatus between words than elide them, and
skilled ones, while avoiding hiatus, generally make less use
than earlier poets of the various ways of i lifying the prosody
of words through juxtaposition (elision, correption, synecpho-
nesis, consonant clusters).

3 Tt is regrettable that Greek educators, with their deep interest in their classical
literature, show so little concern with its true sound and rhythm.



70 THE LATER CENTURIES

A. LYRIC METRES

The polymetry which we have seen in drama of the late fifth
century was also characteristic of the dithyrambic poets of that
age. The main text is Timotheus’ Persae (PMG 788-9g1). It
began with a hexameter, perhaps several. In the long papyrus
fragment, 1I. 1-126 and 139—77 are predominantly iambic,
with occasional choriambs and some trochaic segmentation,
but also occasional cretic, dochmiac, dactylic, anapaestic, and
aeolic sequences; 127-38 and 178—201 are mainly aeolic, with
some iambics and dactyls, and in the conclusion (202—40)
Timotheus settles down completely into aeolic, largely g/ and
ph in alternation, either divided or dovetailed. Such elaborate
compositions by musical virtuosi, however, are not typical of
fourth-century song.
Dactylo-epitrite
D/e became the usual metre for what may be called educated
bourgeois lyric in the fourth and third centuries. Poems in this
category include Philoxenus’ Depnon (PMG 836), Aristotle’s
Hymn to Virtue (PMG 842), Cercidas’ Meliambi, and several of
the hymns and paeans preserved by inscriptions and collected
in Powell’s Collectanea Alexandrina. They seem generally to have
been astrophic. The metrical structure is usually simple, with
the great majority of cola marked out by word-division. The
link-syllable is seldom absent, so that the rhythm tends to be
very smooth, indeed facile. Rising starts (vv—vo—...) are
common.

After about 190 Bc D/e fades out of sight.

Iambic and trochaic

Most ritual chants and formulae used in religious ceremonies,
children’s games, etc, are in simple iambic or iambo-choriam-
bic rhythms, e.g.

PMG 854 doov Soov & pide Zeb rkatd Ths k| ar
apodpas.
876¢ Xe)uxe/\wva 7{ molels &v T péowy;  ia _[ ch | 1a ]
:1épla papvopar kal Kpokay “1a ,1a |
Muyoiav. R | ia |

116 8’ éxyovds ocov T moldv amdAeTo; 1a 'f chijiall

{

S S L
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sldevkdy 4’ immwv els Badacoay g ||
aaro.
879.3 éxxéyvrar kdAer fedv. ch|ia

Such ‘carmina popularia’ are difficult to date; some of them
perhaps go back to the classical period or even earlier.

Many of the Carmina Anacreontea, which were composed
at various dates between the late Hellenistic age and the fifth
century AD, use the hemiambic metre, basically a catalectic
iambic dimeter, X —v—v——||. In some cases the verses are
grouped in four-line stanzas. In certain poems there is
occasional anaclasis giving the forms —v o —v——|| (=ar) or
X —— v u——|| (= ph). Greater freedoms occur in some of the
later poems (shown to be later by the presence of false
quantities): the hemiambs are interspersed with acatalectic
iambic dimeters and anacreontics. The influence of accent
shows itself in these later poems in a tendency to avoid ending
the line with a proparoxytone word, paroxytones being most
favoured.

Simple iambic and trochaic dimeters, acatalectic and
catalectic, are used in some of the poems (or rather songs) of
Mesomedes (GDK 2, Hadrianic period), trochaics also in the
Hymn to Pan inscribed at Epidaurus (PMG 936). This poem
ends with what looks like a syncopated dimeter,

& iy Hay M. —v-L L

Otherwise, syncopation is found in post- ~classical versé only in
the song of Seikilos, a simple quatrain inscribed with musical
notation in perhaps the first century ap (GVI 1955=
Pohlmann 18):

8oov {ijs, paivov: oLl L ;] ia, |
undév SAws ov Avmod —vu—u—L|| arl]

mpds 8Aiyov égri T6 LAy vuovu—u— L 2ia, ||

76 Té)os & xpdvos amarTel. vwvuwuwou—L ||| 2, |l

Cretic-paconic

There had probably been a long tradition of cretic-paeonic
hymns at Delphi.* It is reflected in two astrophic paeans by

+ Cf b Ap. 514-9; PMG g50(a), (b); 1031 (invocation of Dionysus at a fvpetuds

Gydv: tetrameters in the form “Ver “er YVer er).
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Athenian poets performed at Delphi in 127 BC and recorded
with musical notation (CA4 141 ff. = Péhlmann 19, 20). The
periods are of no fixed length:

Aeyd 8¢ hwrds Bpéuwy aidows w[é]Aeow dudav kpéuer: ser||
ypiiaéa 8 adifpov[s xi]fapis Suvorow dvapédmerar serl|
0 8¢ [rexvir |ov wpdmas éouos A00i8a Aay[wv

Tov kifapi|oer xKAvTov maiba peydrov [Lios

~vumalp’ drpovipi Tovde mdyov, du[Bpor’ dievdé’ S5

mdot Gvarois mpodaivel[s Adyra, Tplimoda pavreiov ws

e[fAes bv wv ebplodper Spdrwr. 2rer||

The order of frequency of the four possible forms of metron is

_UV’ 7UUU’ \JUU_, U U,
In Mesomedes’ short hymn to Isis (GDK 2.5) the metron
may also take the novel forms ——v, vu—u, or v—vu, the

time-values being regrouped by anaclasis. The song is
composed in dimeters with synapheia throughout. No later
example of cretic-paeonic occurs.

Aeolic

Aeolic survives into Hellenistic times especially for festival
compositions of a conventicnal kind. The structure is always
simple and clear, usually glyconics in short strophes with a
pherecratean close. The anaclastic form of the glyconic
(00— %x —vv—, gl") becomes increasingly frequent, as in this
example from Corinna (PMG 654 i 12—21):
TGy 8¢ mHdw(v Tpis w]év éxT
devs marei[p mavtwly Bactlets,
pis 0¢ mévT[w ydpe] pédwv
H[OTLSCLCUV ’T]aV 8€ SOULV
@iBos Aéxr[pa] kparowi, |||
rav 8 tav Mi#[as] dyabos
mijs ‘Eppds: od{t]w yap "Epws
w1y Kodmpis mibérav, Tuws
& déuws Pdvras kpodddday
rdpas évwi’ éXéobn. |||
The only straight glyconic here is the third line of the second
stanza.

5 In the Boeotian orthography ov is used both for short and for long u; Soviv = Suveiv. ,‘

So also with Kodmpes and «povgddav.
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The little hymn to the Mother of the Gods inscribed at Epidau-
rus (PMG 935) seems to have been in quatrains of three tele-
silleans and a reizianum. The prefatory poem of Corinna’s song-
collection (PMG 655) and the concluding prayer of Limenius’
Paean (CA 150 = Pohlmann 20) are in stichic glyconics without
strophic structure; Limenius at least ended with a pherecratean,
and the same can probably be assumed for Corinna.

Ionic

Ionic continues both in religious and in popular use,
developing some new variants. In the astrophic paean of
Isyllus (CA 133, late fourth century Bc) there is some anaclasis,
but not much; no contraction; a good deal of resolution. v v ——
is often replaced by — v —— (—v—vu, —v uu —), and twice by
vu—u (cf. p. 63). v v — appears three times, all at sentence-
end and presumably period-end. Here is an excerpt:

Deyvas 8, os 77a7p[3’ vuU——uu oy
"Enidavpoy ¢ dvacev, —vu——]|
Buyarépa Maov yapei, Tay vuou——u——|
’Epatw yelvaro patnp, vu——uu——]|
RXeodripa 8 dvopactn: e L e |
éx 8¢ Dheyda yéver’ Aiyra- —vov—|uu——|
768’ émawvpov T6 xdAlos vu—u—u——|
8¢ Kopawvis émexAnib. vu—v]uu——]|
katdaw 8 6 xpvodrofos vu—u—u——]|
Poifos év Midov 8épois map- —u = ——

Beviav dpav EXvaev. vo———v——]:

In a papyrus poem (CA 185 no. 7) we find some contraction of
the biceps, which in combination with other licences produces
metra of the novel forms ~ vv vo and =~ —v. :

We cannot now be surprlscd if we meet metra of the’ form
Z—ouu (the so-called ionic a mazore) and we do meet them,
together with vov-—- —o-%, “—--, and anaclasuc
dimeters, in the Dictaean Hymn to the Kouros (C4 160, fourth
or third century):

Z — ’
TV ToL KpEéKOpEV TAKTIOL
7 o ) 3 ~
pelfavres dy’ adloigw
\
xal grdvres deidopev TEOV
bl A Ay 3 ~
audt Bopdy edepxr).




74 THE LATER CENTURIES

A very flexible form of stichic verse called the sotadean (after
Sotades, a poet of the early third century Bc) enjoyed a
considerable vogue for several centuries, being associated with
low-class entertainment, especially of a salacious sort, but also
used for moralizing and other serious verse. The scheme is

M — OO NS — OO WS — v

oy I

—U W T |V EVEV VNV

It can be described as a catalectic tetrameter of decomposed
ionics. In the following example (ps.-Sotad. 8) I have marked
off the metra with the sign '

T7s TUXS oxo'meiv Sei 1o pé'yioTov s € AarTov,
Kal TO W) ﬂ'a'p(‘w ,u:r‘] Oédew-'000¢ yap odv'éorw.
dupérepa pé'vew o 0L3ev éornre 'yap 'oD0év.

av mlovoos' v «ab’ *r)p,e pav CrKO7T‘I7LS‘ T0'mAelov,
€§ TOO’OU’TOV EL 7T€VLXPO§, 69 OO‘OV €L 7T€ pLO'O'OS.

ws mévns 0€'Aew oxelv, kal'mAovoros wAé'ov oyeiv,
loov éxovow'adradv al'Piyal 76 pe' pyuvdv.

The contrast between this Protean metre and the strict
ionics of Corinna (PMG 654 i 11-52) could not be greater.
Each of her strophes has five dimeters of the unvarying
form vov-—-ovo—-—: followed by the hypercatalectic
Co—— oo,

The combination of a dimeter with a catalectic dimeter,

uu—kAJuu——Iuv*\A/uu*”’

makes the ‘galliambic’, used particularly in connection with
the cult of Cybele (as in Catullus’ poem 63).
The most popular and enduring of ionic verses is the dimeter,

the anacreontic. The common form is v v—uv—u——]||; several
of the Anacreontea have this throughout. Others admit
vuv——uv——| (and occasionally v v ——— v~ -) as variations.

In others again the initial double short may be contracted, or
the second long resolved. In a few the verses are arranged in
stanzas of three, four, or five lines. Anacreontics continued to be
" written into Byzantlne times. By then the accent was important:
there was a strong preference for accented syllables in the fourth
and especially the seventh position of the line: v v —&— o Z—

et

N
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Anapaestic

Anapaests were little used in the Hellenistic period but became
somewhat more common under the Empire, especially for
hymns (including some Christian ones). Several of these
illustrate the tendency remarked above (p. 69) towards short
independent metrical units without synapheia. The first hymn
of the fourth-century bishop Synesius, for example, consists of
734 anapaestic monometers, any of which may have hiatus or
brevis in longo at the end:

Tivos Supa gopdv,
Tlvos Supa oAy,
120 TaiS GQiS OTEPOTALS
aVaKOTf’TO[.L€VOV
oV K(lT(l[.L‘UO’GL,
drevés O¢ Spaxeiv
émi govs mupoovs
125 Béus 00 feois.
An anapaestic scheme v — v v —|v v vu v v —|| underlies the
so-called Berlin Paean (GDK 52 = Péhlmann 30, ¢.160 AD),

which is preserved with musical notation. But the tempo was
slow and stately, and taken at half speed the scheme becomes

The syllables of the text are all long, but those in the positions

marked LI were tetrasemes, sung at twice the length of the others

(cf. p. 40). The verse of seven long syllables used” in -
Mesomedes’ hymn to Physis (GDK 2. 4) and the third hymn of
Synesius is probably to be interpreted similarly as a slow -
anapaestic dimeter,

S oy

Another common metre in the second and third centuries is
the apokroton,

u—o—uuvuu—u*”.

In some texts it alternates freely with the paroemiac,
oo —vw—uvu——||, and here we know that the final —— was
sung _J —, so that it was rhythmically equivalent to —v—.
Mesomedes 11. 14
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éXédavtos én’ odari kdvwip

o
TTEPOV OV TTTEPOV 1GTATO GELwY,
4 > ¥ -~ 3] 7

¢aro 8 ddpova uifov “ddimrapar,

Bapos 0d yap éuov dtvacar pépew.”
Synesius uses a shorter form oo — v v —u—|| for three of his
hymns.

B. BOOK LYRIC

In the Hellenistic period, especially during the third century,
many book-poets experimented with verse-forms derived from
archaic monody. They were not in general concerned to write
pseudo-song, either strophic or astrophic, but rather to widen
the repertory of stichic and distichic metres available for
literary purposes.

In some cases the metre reflects an avowed choice of model,
as when Theocritus in poems 2831 uses the Lesbian metres gl*
and gl** for poems written in Lesbian dialect. 28. 1—4:

yAabras & $uAépi®® dhaxdra Sdpov Abavdas
yiva€w véos olxwpelias alow émdBolos,
Bépoero” aupw dudprn mAw és Nefdeos dyAdav,
dmma Kompidos pov kadduw xAdpov on’ amdiw.

From 29.39 onwards he actually affects the old double-short
form of the aeolic base, which had generally been abandoned
since the fifth century. Callimachus in his Jamboi uses metres
derived from the early iambographers: the choliambic, the
trochaic trimeter catalectic, and two novel epodic combina-
tions from Archilochian and Hipponactean elements, choliam-
bic + 2ia in Iamb. 5 and gia + ithyphallic in lamb. 6-7. Other
poets take over Archilochian combinations as they are. Epodic
structures, some of them new, are quite frequent in epigram at
this period, in lieu of the usual elegiacs.

Quite a wide range of aeolic and iambic verses were used

stichically. Again, some of them are novel, like the catalectic

iambic octameter of Boiscus, SH 233:

- £\ ~ ~ \ 4
Boiokos amo Kvlikod, kawod ypadeds movjuaros,
A A -~ o
Tov okTamovy ebpav ariyov PolBuwr TiBnat ddpov. S

Boiscus® self-conscious pride in his invention is indicative of
these poets’ attitude.

[P
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Few of these metres proved to be of lasting interest. Two that
did continue in use into the Roman period were

(gl ia,) ‘phalaecian’®

— X —vuvu—u—u——
and

(gl|ph) ‘priapean’.
There was also the hemiambic, which has been dealt with
above. In the third century ap Diogenes Laertius experi-
mented again with epodic metres. Gregory of Nazianzus used
them occasionally, and they appear in a couple of inscriptions.

Another metre that deserves mention is the myuric or
mouse-tailed hexameter. The Homeric line

— X —uu—u——if X —vw——

4 -_
Tpdes & épprynoav Smws idov aidlov Spiv

(Il. 12.208) was usually regarded as showing a metrical anom-
aly, penultimate short, and was described as udovpos or wei-
ovpos.” From at least the first century hexameters of this type
were composed systematically, though not, so far as we know,
for long or very serious poems. There Is sometimes accentual
regulation so that the verse ends either with a paroxytone word
or a perispomenon (a falling tone in either case).

Later, myuric paroemiacs were popular, as in this little piece
from about 200 ap (GDX 3):

vadTar Babukiparodpdpor, So—To—wvud—
€y s E cq s .
dMov Tpitwves $8dTwy,
kal Neddtar ylukvdpduor,
\ ~ / < 4
Ta yeAdvra mAéovtes ¥8dTT,
™y olykpiow elmate pilot
meddyovs kal NelAst yovipov.

Note that each line ends with a paroxytone, and that in-the last
line the unaccented -ov of Neldov is treated as if short.

C. TRADITIONAL STICHIC METRES

The hexameter

Hexameters remain the usual medium of narrative, didactic,
and oracular verse, besides being used for hymns, bucolic

& This is the metre of Catullus’ hendecasyllables.
7 In fact é¢iv had probably been pronounced éndiv.
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poetry, satire, laments, and other things. From the early third
century BC many poets, at Alexandria and elsewhere, strive for
greater smoothness in their versification by avoiding unusual
rhythms and too many short words, and by restricting licences
such as hiatus. Individual poets differ a good deal in the
restraints which they impose upon themselves. In many re-
spects Callimachus represents the peak of refinement attained
in this period.

The main features of the Callimachean hexameter are as
follows:

1. A high proportion of feminine caesuras; no lines without a
caesura in the third foot.
2. Sense-pauses normally limited to the following positions:

3. A higher proportion of ‘dactylic’ feet (uncontracted
biceps) than in Homer, especially in the fourth foot. Word-end
after a dactylic fourth foot, already quite frequent in Homer
(47% of lines), becomes a conspicuous feature of Alexandrian
and later versification (639, in Callimachus, 749, in Theocri-
tus’ bucolic poems), and is known as the bucolic caesura.® Call.
H 1.1-5:

Znvos éou 7{ kev GAdo wapa omovdijiow deldew
Adbiov 7} Bedv adrdv, del uéyav,|alév dvaxra,
IqAaydvav édaripa, dikacmdrov | Odpavidyiot;
was kol vwv, dikraiov delgopev | Hé Avxaiov;

3 -~ / — 7 3 A rd k] 4

év o pdda Bouds, émel yévos | dudipiorov.

The fifth line here is an example of a type affected by some

Alexandrian poets, where the fourth-foot dactyl is followed by ‘

a tetrasyllabic word scanning ——— x. This sort of line is
known as gmovéeidlwv.
The unusual rhythms that Callimachus avoids include:

. Offences against Hermann’s Bridge (p. 21).
2. Word-end following contracted fourth biceps (Naeke’ s.
Law), as e.g. in the Homeric line -

ovdopévmy, 7 uipl’ Axaiois | dhye’ Enkev.

® Or bucolic diaeresis; but this is a modern pedantry. See CQ 32 (1982) 292.

TRADITIONAL STICHIC METRES 79

3. Word-end between the shorts of the second foot, or at the
end of the second foot, when there is no word-end at the end of
the first foot. Each of the following Homeric lines would offend
against this principle:

pivw dede | fei ITnhniddew Ayiios.

AndM v | Gvarte, Tov fikopos Téxe Anrd.

9 yap dtouar|dvdpa yodwaéuev, 6s puéya mdvTwy.
ol 0’ YmobiBas | elyov, éixrinevoy mroliebpov.

4. Word-end after the fifth princeps except when the word
scans |v—vu—|. Call. H. 4.311 is a striking exception:

Haocupdns kal yvapmrov €dos groAod | AaBvpiviou.

5. | = —| ending in the fourth princeps unless bucolic caesura
follows. Masculine caesura is normally followed by |- —] v | or
qu—l or |W—UUI.

Elision of nouns, adjectives and verbs is restricted. There is
only one instance in Call. H. 3.1-100, as against nineteen in
Il. 1. 1-100.

In the Imperial period the better poets continued to culti-
vate the refinement of the Alexandrian hexameter, and in the
fifth and sixth centuries Nonnus and his followers raised it to
new heights. In Nonnus, besides the above restrictions, the
following apply (not all without exception):

1. Not more than one biceps is contracted before the caesura,
nor after it. Contraction of the fifth biceps is avmdcd alto—
gether. T

2. Elision is confined to indeclinable words. T

3. Hiatus, and lengthening of a short open final syllable by
an initial 11qu1d consonant, are restricted to certain stereotyped
expressmns and occasional borrowings from Homer or Apollo-
nius Rhodius.

4. Words that naturally or potentially end — v | (e.g. moAXd,
dMos, Tpnxeiav) are hardly ever placed so that the final syllable
is lengthened, except for oxytone trisyllables at the beginning
of the line, e.g. Nonn. D. 42. 43

6¢Baruds mpoxélevblos eyivero mopBuds Epdrrav.

A similar restriction applies to words with a long penultimate
that end in -ot and -a:; so, for example, Nonn. D. 8. 349,
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els ydpov dfpfioar pwvdpios édmero viudy,

is exceptional. In the case of proparoxytones the embargo is
absolute. Evidently such words had quite lost the length of
their final syllables in ordinary speech, and it went too much
against the grain to scan them according to classical rules.

Other details of the versification of Nonnus and his followers
reflect the importance of the accent and its influence on
quantity. When they contract the biceps, they show a bias in
favour of accented rather than unaccented long syllables; the
latter must have tended to sound too short. Before a masculine
caesura we normally find a paroxytone word with a long vowel
in the final syllable. Before a feminine caesura oxytones are
avoided unless there is word-end after the second princeps,
— o v —|oo:— 4] At line-end proparoxytones are avoided, and
so are oxytones of more than two syllables in which the last
vowel is short.

The elegiac couplet

Elegiacs are the standard metre for epigram, and until the first
century AD are often chosen for longer poerms, especially ones
drawing on sub-heroic legend or containing medical prescrip-
tions.

In the Hellenistic period, versification is in general rather
stricter than in hexameter poets. Hiatus s restricted, and less
use is made of correption in the case of words which will {it into
the verse without it, i.e. those shaped (... v v) ——. In particu-
lar, the place before the feminine caesura in the hexameter is
normally taken by a word that naturally ends — v |, not by one
that only attains this shape by correption or elision. Similarly,
at the caesura of the pentameter there is after the late third
century BC a perceptible tendency to favour syllables contain-
ing a long vowel or diphthong rather than those whose length
depends on a suitable word following the caesura.

At the same time there is a gradually increasing tendency to

avoid ending the pentameter with an accented syllable.

After about ap 50 standards of versification become rather
laxer; in the third and fourth centuries a surprising freedom
develops with regard to hiatus or brevis in longo at the caesura of
the pentameter. The phenomenon is analogous to failures of

TRADITIONAL STICHIC METRES 81

synapheia between cola noted elsewhere in this chapter. The
sixth-century poets collected in Agathias’ Cycle return to 2
much stricter technique, showing in their hexameters the same
tendencies as Nonnus. But they are not as strict as he, and
Agathias himself is less strict in his epigrams than in the
hexameters in his preface to the collection.

The iambic trimeter and trochaic teirameler

Trochaic tetrameters disappear from literary use except for
gnomic verse, mainly composed in the name and manner of
Epicharmus. They also occur occasionally in inscriptions.

The iambic trimeter, on the other hand, remains in regular
use, not only for drama (for as long as that went on) but also
for epigrams, philosophical and satirical poems, and sometimes
didactic poems on technical subjects. From the fourth century
AD it came into more general use for hymns, encomia, narrative
poems, and other things. Between the fourth and sixth centu-
Les it was common practice for hexameter poems to be
preceded by iambic prologues, sometimes short, sometimes
quite lengthy. In the early seventh century George Pisides
wrote predominantly in iambics.

In Hellenistic tragedy and epigram, and in Lycophron’s
Alexandra, the metre is in general rather strictly treated, with
only occasional examples of resolution. One difference from
classical techniques is that a short final syllable is sometimes
lengthened by initial stop + liquid (cf. p. 17 with n. 8). An
example occurs in the famous papyrus fragment of a historical
drama about Gyges (T7GF ii, Adesp. 664.211.): S

emet & & Eyphiocovra Kavbaddny opa,

76 Spiaclev yvwv kat Tis éi'g&lo&g avnp,
and this is one of a number of reasons for considering the piece
post-classical. o

In philosophical, satirical, and didactic poems, trimeters in

the freer style of comedy were used, and the trimeter as found
in general use in late antiquity is essentially of the comic type.
But by then the distinction between the two types was no
longer well understood. Those who attempted tragic composi-
tion under the Empire, like Lucian in his little parody Podagra,
and whoever wrote the dreadful stopgap ending that we find in
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our texts of Euripides’ Iphigeneia in Aulis (1578—629), admitted
several features that belong to the comic trimeter (anapaestic
feet, breach of Porson’s Law, and in pseudo-Euripides’ case
lines without caesura, not to mention false quantities).

From the first century Bc there developed a tendency to
avoid an accented syllable at the end of the trimeter. For a long
time paroxytone and proparoxytone endings were found
equally acceptable; but in the time of George Pisides (and
perhaps under his influence) the paroxytone alternative be-
came standard.®

The choliambic

The ‘limping’ trimeter was revived in the late fourth century
BC. It was associated specifically with Hipponax, and used in

poems felt to carry on the spirit of the Ionian iambus (Call. -

Iamb. 1—4 and 13, Herondas) as well as for various other
purposes.

Pure iambic endings no longer appear, with one doubtful
exception in Phoenix of Colophon The 1sch10rrhog1c endlng
————|| occurs only about once in 24 lines in Herondas, and is
avoided altogether by Callimachus. Callimachus also avoids
anapaestic feet, and is very sparing with resolution.

In the first century ap Babrius adopted this metre for his
Aesopic fables.'® He admits anapaests freely in the first foot,
but only rarely elsewhere. He does not use ischiorrhogics. The
influence of the accent is very clear: he invariably has an

accented syllable in the penultimate position. This syllable -

usually, and the final syllable nearly always, contains a long

vowel or diphthong. Thus the verse of Hipponax quoted on

p- 30,

4
mdAar yap avTovs mpoodéovrar xdokovres,

° Pisides also shows accentual preferences within the verse. He seldom puts a -

proparoxytone word before penthemimeral caesura, but prefers them before hephthe-
mimeral caesura, unless the verse ends proparoxytone. The syllable following a
hephthemimeral caesura is regularly unaccented. The predominant forms of h}s
trimeter are thus (" = accented, "= unaccented):

X —i—X|-v—- X -4—
X —u—X=0|=x—-0-.
10 It also appears in parts of the Alexander Romance, and in a number of epitaphs
and other inscriptions down to the early third century ap.

2

e
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is un-Babrian in four respects: ischiorrhogy, proparoxytone
ending, and short vowels in the last two syllables.

D. CONCLUSION

The period covered by this short survey reaches down to the
seventh century (George Pisides). Subsequently the iambic
trimeter remained the main verse-form, and Pisides an influen-
tial model; but prosody as correct as his was never achieved
again. Long before his time it had become an academic
requirement with no meaning for the ear. The metre became in
effect

X X X X XX X:X X X X X,

no longer an ‘iambic trimeter’ but ‘the Byzantine dodecasyl-
lable’. With the loss of distinction between long and short,
resolution became incomprehensible, an unwelcome disturb-
ance of the rhythm by supernumerary syllables, and after
Pisides it scarcely occurs.

Thus Greek metre came full circle. It developed in the
beginning by the imposition of quantitative patterns upon
neutral, syllable-counting verses marked only by a regular
cadence. Now, two thousand years later, quantity ceased to be
significant and the patterns dissolved. So far as the ear was
concerned, all that was left was the count of syllables—in the
case of the trimeter, 5+ 7 or 7+ 5—and a habitual cadence
now marked by accent. The way was clear for new patterns to
form, based on the contrast of unaccented and accented- .
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Acatalectic, 5*.

Accent, prominence given to a particular syllable in a word by high
pitch and/or stress. 2, 61, 68 £, 71, 74, 77, 79 £, 82 £

Acephalous, ‘headless’, applied to verses lacking a syllable at the
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Alcaic strophe, 34 f.
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Aristophanean, 33%, 53 f. LT
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0O —vu—i—uu—u- ‘Greater asclepiad’ = g/**,i.e. 0 O v w—-

Y R LAV VRS

Asynarteta, 32.

Baccheus (Baxyeios), 52%, 56-8.

Base (aeolic), 6%, 33%, 40, 44, 76.

Biceps, 6*, 20, 22. Biceps/anceps, 37%, 46.

Blunt, 6*; contrast-of blunt and pendant endings, 38 £.
Brevis in longo, 4%, 24 f., 36, 43, 8o.

Bridge, 21%.

Bucolic caesura, 21, 78* f.
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Caesura’ 4-*’ 9 Igf-: 25, 27730, 34, 4:8 £, 78

Catalexis, 5*, 33, 39, 41, 44, 4850, 52, 56, 60 {.

Cheliambic, 30, 76, 82 f.

Choriamb, the sequence — v v — Choriambic expansion, 34*, 40,
59. ‘Choriambic dimeter’ is a term often used for the anaclastic
glyconic 0 0 — X —wvu—.

Closed syllable, 12%.

Colarion, a little colon.

Colon, 4%.
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Contraction, 2, 6%, 20, 37 ., 44 f,, 59 f., 62—5, 73, 79 £

Correption, epic, 14%, 20, 22, 35, 69, 80; ——, Attic, 17*.
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Cratinean, the verse —vv—-o—-v—-|oo—x —v—| (gllgl",).

Cretic, 39, 55-8, 70—2; (syncopated iambic) 52

Cyclic foot, 38. '

Dactyl, the sequence — v v. ‘Dactylic’ covers both verse divisible into
metra of this form, including that with rising start oo ~ v u, and
verse in which the cola (X)—-vuv—-vou—(x) (x D,D,D X,
x D x) play a considerable role. 37, 53 f., 63—5, 68, 70. Dactylic
tetrameter, 36 ., 64 f., 66. Dactylic expansion, 34*, 59.

Dactylo-epitrite, 43 f., 65-7, 70.

Diaeresis, term often used for word-end coinciding with metron- or
colon-end.

Digamma, 15-17, 22 {, 43.

Dochmiac, 7, 45 f, 53 f., 56-8. 68, 70.

Dodecasyllable, Byzantine, 83.

Dodrans, the colon — v v —u —, or with anaclasis (dod”) 0 0 — v v -
A. M. Dale calls the two forms dodrans A and B. g3.

Dovetailing, linking two cola by word-overlap of one syllable. 42.

Drag, admission (systematic or otherwise) of a long syllable in a
position which would normally be short. 56—q.

Elegiac couplet, 23 £, 31, 68, 80 f.

Elegiambus, the sequence —vuv—vou—x—u—x (D X ¢ X),
also called encomiologicum.

Element, term used by P. Maas and others for what I call a posmon

Elision, 13 £, 69, 79 f. _between periods, 27, 37.

Enclitics, se¢ appositives.

Encomiologicum (in modern writers also -logicus or -logus), see
elegiambus.

e
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En(h)oplian, term applied by ancient writers to rhythm involving
the dactylic colon X —vv—vu—(x), and also to cola of the
form (.. — v v) —v v —v v —u—— Modern writers use it in various
senses.

Enneasyllable (acolic), the colon x — x —vv—v— (like a gly-
conic with an extra syllable before it).

Epirrhematic syzygy, 51.

Epitrite, the sequence — v ——. )

Epode (in triadic composition), $6, 50. Epodic metres, 31 £,

6 f

EtZIOS of particular rhythms, 40 n. 4, 56, 61 f.

Eupolidean, 50

Exclamations, 16, 18, 58, 64.

Expansion, 34%; se¢ choriamb, dactyl.

Falling, beginning —v. 6.
Feminine caesura, the division —v| v in the third foot of the
hexameter. 19, 78.

Foot, 5*.

Galliambic, 74.
Glyconic9 33*: 40-2, 4:4'_6a 50, 58 f': 72 £

Hagesichorean, 33%.

Havet’s Law, 28, 37.

Hemiamb, 71%, 77.

Hemiepes, the colon —v v —v v — (D). 24.
Hephthemimeral caesura, 19 {,, 25.
Hermann’s Bridge, 21, 78.

Hexameter (dactylic), 1923, 31, 35, 68, 77-80. Myurlc
Hiatus, 15* {, 21,24, 58, 64, 69, 78-80.
Hipponactean, 33*.

Hypercatalectic, 5%, 42, 56, 63, 74.
Hypodochmius, 45 f,, 56.

B .

Iambelegus, the sequence X —v— X —wvu—vv— (Xe¢Xx D).

Iambus, the sequence v — Jambic metron (x —v ), 5, 24. Dime-
ters, 31—3, 36, 52 £, 57f 71. Trimeters, 24-8, 31, 68, 81 f, 81.
Tetrameters, 29. Other lengths, 49, 70 f., 76. Syncopated 1amb1cs
39, 46 £, 52-5, 71.

Ibycean, 38.

Ictus, a term now little used in Greek metrics, harmless if used as a
simple synonym of beat or thesis, but misleading if allowed to
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suggest a dynamic reinforcement of certain metrical positions
justifying the lengthening of short syllables.

Indo-European verse, 1-3, 6.

Tonic, 33, 41 £, 61—3, 73 £. Ambiguity with aeolic, 41 f., 63. ——
a maiore, 73.

Ischierrhogic, 30%, 82 f.

Ithyphallic, 31 f., 44, 50, 52, 65, 76.

Kaibelianus, 45 f, 56.

Lekythion, g2, 52.

Lengthening by continuants, 17 f,, 22, 24, 79. Metrical lengthening,
21, 23.

Link-syliable (in dactylo-epitrite), 43, 65, 70.

Logacedic, term applied in the nineteenth century to verse in
asymmetric rhythm, but now obsolete.

Longum (elementum), widely used since Maas for ‘long position’,
my ‘princeps’.

Masculine caesura, 1g, 78.

Metron, 5*.

Molossus, the sequence ———. 40.

Mora = Gk. xpdvos (mpdros), in ancient theory the smallest time-
unit, of which a long syllable contains two, a short syllable one. 7.

Mousetails, 77.

Music, 4, 7, 35, 42, 51, 66 f.

Mute and liguid, 16 £, 22, 27, 58, 81.

Myuric, 77.

Naeke’s Law, 78.
Open syllable, 12%.

Paeon, 39%, 55, 72.

Palimbaccheus, the sequence —— v.

Paroemiac, the colon 6 —-oo—vuv—— 75 Myuric . 77
Pause, g*. :
Pendant, 6%.

Pentameter (elegiac), 24, 8o.

Penthemimer, the colarion X —v - X.
Penthemimeral caesura, 19, 25.

Penultimate colon, modification of rhythm in, 53, 66.
Period, 3* f. Criteria for period-end, g6 f.
Phalaecian, 77.

'
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Pherecratean, 33%, 53, 72 .

Pnigos, a very long period in uniform rhythm, 49.

Polymetry, 66 f., 0.

Polyschematist, multiform, applied especially to aeolic cola and
dicola which take various responding forms through anaclasis and
the freedom of the base.

Porson’s Law, 25%, 28, 32, 82.

Positions, 5*. Lengnhemng ‘by position’, 1g*.

Postpositives, see appositives.

Praxillean, the veise —vv-—vuv—-—vu—uv——

Prepositives, sez appositives.

Priapean, 77.

Princeps, 0.

Proceleumatic (in later antiquity and most modern writers
-eusm-); a resolved anapaest, v v vo. 61.

Prodelision, 15%.

Proper names, licences associated with, g, 15, 18, 29.

Prosodiac, term anciently applied to a variety of dactylic and aeolic
cola and dicola, including some also called enoplian. Modern
writers use it in various senses.

Prosedy, 10-18. Indo-European , 2.

Pyrrhic (muppixios), the sequence v v.

Quantity, 10-13.

Recitative, 48%, 51.

Reizianum, 33%.

Resolution, 2, 6%, 25 f., 28—30, 39, 41, 436, 52 f., 55760, 62, 64 £,
81— RN

Respgnsmn, 4%, 50 . Irregular , 37, 44, 47, 54 f., 61, 63, 65 L. -

Rhythm, 6-8. Of hexameters, 20. Of Stesichorus’ dactyls ‘8. Of
spondaic verse, 40.

Rising, 6*.

Sapphic strophe, 34 f.

Scazon, se¢ choliambic.

Sense-pauses, 8 f., 78.

Skolia, 42.

Sotadean, 74.

Spondee, the sequence —— Spondalc verse, 39 L., 75. omovéeralwy
hexameter, 78.

Stichic verse, 19%.

Stop consonants, 11%.

Stress, see accent.
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Strophe, 4*.

Syllabification, 12, 16 .

Synaloepha, 14.

Synapheia, 3*, 12, 69.

Synartesis, linking successive cola together without caesura at the
join.

Syncopation, 7*. See iambus.

Synecphonesis, synizesis, 14* ., 64, 69.

System, anciently an arrangement of distinct cola or verses into a
larger unity; in modern usage especially a run of cola in the same
rhythm forming one period.

Syzygy, epirrhematic, 51.

Telesillean, 33*, 58 {., 73. :

Tetraseme, (a position) having the time-value of two ordinary
longs, four morae. 75.

Thesis (opp. arsis), in correct usage the down beat.

Triadic composition, 36, 42.

Tribrach, a group of three shorts occupying a foot (resolution of v —
or —v).

Triseme, 7%, 39, 47, 75.

Trochee, the sequence —v; the trochaic metron (&) is —v— X.
Dimeters, 71. Tetrameters, 28 f., 51, 81. Runs, 49. Trochaic
metron as iambic clausula, 46, 54. Trochaic segmentation in
iambics, 53 f., 70. Trochaics and cretics, 55.

Verse, 3*. )

Vowels, meeting of, 13-16.

Wernicke’s Law, 20. N
Wilamowitzianus, term sometimes used for the anaclastic glyconic

O O — X — v u—; also called ‘choriambic dimeter’.

Zeugma, = bridge.




